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2.0 — Introduction to chapter two

Chapter two is a complete bibliography of monographs on, and artist’s books by,
contemporary British artist Simon Starling (1967-).! The chapter serves two
purposes. Firstly, it provides a general survey of approaches to graphic design in
relation to contemporary art. Starling’s bibliography charts his career through
books of various scales, formats, and editorial concepts; which have been
produced by various kinds of institutions and publishers in the field during the
past two decades. Secondly, expanding on this bibliography, the chapter
interrogates the conditions and contexts that enable an isomorphic graphic
design approach. Starling’s working methods, as I outline in section 2.2, below,

might make his work especially receptive to isomorphic remediation.

The chapter is informed by my personal collection and close-reading of the
bibliography, comprising, as of January 2021, thirty-five monographs and
artist’s books published between 1998 and 2016. In addition to their graphic and
material form, the books contain numerous essays and paratexts, which I refer to

throughout in my account of Starling’s representation in graphic design.

In this chapter bracketed references — like this: (BIB.1) — next to titles of
books refer to entries in the accompanying appendix. The appendix includes
representative images, and basic technical descriptions of all of the books. To
avoid excessive repetition, in the footnotes to the chapter, I give book titles and
references to the bibliography (as above) in lieu of full citations, except in the
case of quotations from texts that originally appear in titles from the

bibliography, which have conventional citations.

The books discussed at greater length in the main text are those whose graphic
design makes — or fails to make, in apparently opportune circumstances —
isomorphic representations of Starling’s art practice. Naturally, there are
numerous books, such as Inverted Retrograde Theme (BIB. 5, FIG. 2.0.1), or
Reprototypes, Triangulations and Road Tests (BIB. 30, FIG. 2.0.2) that are
graphically sophisticated, technically well executed, but whose editorial and
graphic design approaches are outside the scope of this discussion on

isomorphism.

! The bibliography includes all of the titles available through mainstream distribution, or in the case
of out-of-print titles, through specialist second-hand traders. I have not generally included
ephemera, pamphlets and exhibition guides, except in a few cases where these contain relatively
substantial original content, such as BIB. 1, BIB. 12, BIB. 14, BIB. 25, and BIB.34.
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2.0.1. Starling, Inverted Retrograde Theme. 2.0.2. Starling, Reprototypes, Triangulations
and Road Tests.
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These books follow other paradigms of graphic design for contemporary art
publishing, in many cases eschewing any attempt to make an interpretive
handling of their content. In section 2.10, below, I discuss possible motives for
graphic designers to make such a performative refrain in relation to Starling’s

work.

2.1 — Simon Starling and Les Maquettes en Blanc

In 2010, I initiated and co-curated a group exhibition, Book Show, at Eastside
Projects, a contemporary art gallery in Birmingham, UK, of which I was then a
co-director.? Book Show, through its combination of works by artists and graphic
designers, acted on propositions made by Mexican artist and publisher Ulises
Carrion in two essays on artist’s books: ‘The New Art of Making Books’ (1975)
and ‘Bookworks Revisited’ (1980).

In these texts (reprinted in Book, a publication that I edited and designed to
accompany Book Show, see FIG. 2.1.0), Carrion attempts a structuralist
explication of the codex book form. His assertion of the book as a “three-
dimensional structure, a message sent through a sequential support”, is typically
expressed in provocations, such as, “A novel, by a writer of genius or by a third-
rate author, is a book where nothing happens.” Or, “A book may be the
accidental container of a text, the structure of which is irrelevant to the book:
these are the books of bookshops and libraries.” Carrion’s rhetoric calls for a
book’s content to be addressed — through conceptual, editorial, and design
processes — directly to the book’s form. For Carrion, the book is not a generic

receptacle.’

One contribution to the exhibition and publication was an artwork by Simon
Starling, Les Maquettes en Blanc (1995-), shown in FIG. 2.1.2.% This ongoing
and expanding artwork consists of a vitrine displaying unprinted ‘dummy’ books
representing each of the monographs or artist’s books produced by Starling to
date. In the case of Book Show, as of July 2010, there were twenty-four dummy
books. In a book design process, a dummy might be made by the graphic

designer or, more commonly, by the printer or paper manufacturer, to establish

2 Gavin Wade was my co-curator.
3 James Langdon (ed.), Book (Eastside Projects, 2010).

4 A section of THEREHERETHENTHERE (BIB. 23), one of the monographs whose dummy was
presented in Book Show, was reproduced in Book (FIG. 2.1.3).
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2.1.0. Cover of Book, with portrait of Ulises Carrion.  2.1.3. Pages from THEREHERETHENTHERE,
reproduced in Book.

2.1.2. Les Maquettes en Blanc, installed in Book Show.
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that a proposed combination of material specifications are satisfactory, in terms
of their appearance, handling, and interaction with each other. A dummy also
precisely determines some essential characteristics of a book that will inform its

design and distribution, such as the width of its spine and its weight.

These unprinted books — routine parts of a book design workflow — are
recontextualised as an artwork by Starling not to scrutinise individual details of
their graphic design in a strictly bibliographic mode, but rather in the abstract, to
exhibit the potentiality in their unprinted, intermediate state. Normally, Les
Magquettes en Blanc is shown with a second vitrine containing corresponding
printed copies of the books, but at Eastside Projects only the dummies were
shown, in accordance with Carrion’s statement that “The most beautiful and

perfect book in the world is a book with only blank pages.”
Starling has said of Les Magquettes en Blanc:

“Books have always been very important to me, an integral part
of the practice; they bring research material into play, the
documentation of a process, all these kinds of things. I’ve used
them in a very active way in making work, and I was trying to
find a way to introduce them into the frame of the exhibition. So
we’ve presented the blank, empty dummies — ‘maquettes en
blanc’ — in relation to the printed books in the two vitrines, and
the sort of decisions that were made in terms of the choice of the
pages that I opened the books on, these were an attempt to try to

think about how the books function.”®

2.2 — Isomorphic decision-making in Simon Starling’s artistic practice

Simon Starling works primarily in sculpture, photography, and video. His
working methodology epitomises decision-making that is radically responsive to
content, consistent with what I term *isomorphic* in the context of graphic
design. Starling’s artworks are primarily research-based and are often defined by

their exceptional rigour. Curator Dieter Roelstraate considers Starling to be:

3 Ulises Carrion, ‘The New Art of Making Books’, Kontexts no. 6/7 (1975).

6 Frank Lamy and Sandra Paton, ‘Conversation with Simon Starling’, THEREHERETHENTHERE
(MAC/VAL Musée d’art contemporain du Val-de-Marne and Parc Saint Léger — Centre d’art
contemporain, 2010).
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“... playing a significant role in an ongoing development that
encompasses the intensification and upgrading of the concept of
research as a key aspect of artistic practice. As an artist who
spends a good deal of time reading and researching in libraries
and archives or talking to people in the know, learning about
certain minutiae of artistic, economic, political or scientific
history, he must be considered an important figure in the recent
reformatting of artistic practice as a form of ‘production of

knowledge.”””

Starling’s engagements with cultural and material histories, often channelled
through studies of significant individuals or inventions, result in complex
artworks that recursively employ the subjects of their enquiries in their own
representation. No material detail of an artwork by Starling is innocent,
arbitrary, or generic. Each choice — material, technical, presentational,
distributive — is reasoned from a holistic perspective in which meaning is
signalled through Starling’s orchestration of correspondences between his

subjects and the decisions he makes in visualising them.

While not primarily didactic, Starling’s artworks can be decoded as narratives,
and often take the form of apparently futile, circuitous or absurd journeys. His
works are highly calculated, and, through their self-reflexivity, they convey a
manic, obsessive quality, that accords with the psychological profile of
isomorphism that I identify in Norman Potter’s design practice in chapter one.
Asked in an interview by curator Philipp Kaiser if his artworks have fictional
elements — with the subtextual question being whether all of the actions that
comprise one of his artworks actually have to take place for the artwork to

achieve its effect — Starling responded categorically:

“When I say I do something I do it. In all production processes
there is a degree of slippage. But the factual or empirical aspect
to the work is something I hold onto. It is very important. Again,
it comes back to this idea of the specific nature of the object, the
sculpture or the photograph. I suppose it is an attempt to carry

people along with the convoluted narratives.”®

7 Dieter Roelstraate, ‘Survey’, Simon Starling (Phaidon, 2012).
8 Simon Starling interviewed by Philipp Kaiser, Cuttings (Hatje Cantz Verlag, 2005).
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An example of Starling’s *isomorphic* treatment of *content™® is found in his
2007-2008 video work Four Thousand Seven Hundred and Twenty Five
(Motion Control/Mollino) (FIG. 2.2.1).° The video shows a wooden chair with a
dark-stained finish in a pure white photography studio. The camera moves
around the chair in arcs, zooming in, out, over, and around with varying speed
and intensity. The only sound in the video is produced by the motors controlling
the camera, the load on whose mechanisms is audible as its volume and pitch
change, corresponding with the speed and complexity of the camera’s
movement. This device gives the work its characteristic dramaturgy, culminating
in a rapid, spiralling shot in which the motors accelerate to their highest pitch as
the camera ascends toward a perfectly composed view of the chair from above.
These movements of the camera are preprogrammed according to a precise
choreography, as described in a caption to the artwork provided by the artist’s
studio:

“The chair evolved from a Northern Italian folk design from Val
d’Aosta that its designer, Carlo Mollino, discovered during his
studies of the rural architecture in the region. Mollino was a
student of the baroque, a skier, a pilot, a racing car builder, a
designer of curvaceous furniture and complex architectural
spaces. On the slopes of Cervino, Mollino engaged with skiing
just as he did aerobatic-flying — as a dynamic form of three-
dimensional draughtsmanship generating line and shape from the
relationship between the forces of nature and the limits of
technology. The arabesques generated on the snow-covered
slopes of the Italian Alps fed directly into his work. ... The film is
inspired by Mollino’s drawing from 1947 that depicts the
evolution of a chair design produced by continuously turning the
paper while drawing, providing a spatial understanding of the
chair’s form. This work similarly tracks a chair in an elaborate
series of seamless arcs made possible by the breathtaking
precision of a computer-guided, motion control camera

developed for special effects in the film industry.”

The video is not designed to simply show the chair in any straightforward

explicatory sense. It *performs™* the showing of the chair, visualising it in a

0 Neither term is particularly familiar in contemporary art discourse, I transpose this vocabulary to
make my point.
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2.2.1. Simon Starling, Four Thousand Seven Hundred and Twenty Five
(Motion Control/Mollino), video still.
Simon Starling Studio.
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highly interpretive way, reasoned according to the artist’s view of Carlo
Mollino’s life and work, and exemplified by the particular drawing referred to in
the caption. This representation of Mollino’s chair accords with Norman Potter’s
notion of “no-backs”. The chair is surveyed from all angles, but the nature of
that moving perspective is not merely *reasonable* or conscientious. It is a
premeditated, *unreasonably* calculated assertion of the *essence* of this

object, as Starling perceives it.

To describe the poetics of such a visualisation I use the term “drawing as”, from
sociologist and historian of science and technology Janet Vertesi’s study of the
imaging practices of scientists working with data produced by NASA’s Mars
Rover Panoramic Camera (Pancam). Drawing as, I propose, is one kind of
isomorphic move. Not a strictly technical isomorphism, but an *argument™* that
justifies a figurative reciprocity later expressed in its technics. Vertesi
demonstrates how scientists from different disciplines — a soil scientist and a
geomorphologist, to take examples from her text — digitally manipulate the
same raw Pancam image data to produce vastly different images of features on
the surface of Mars, depending on the objectives of their research and the

arguments they are engaged in constructing and supporting:

“Through the work of digital image processing, a skilled vision is
crafted into the image from the outset. The resulting picture thus
depicts what the object ought to be seen as. This purposeful
image construal, this active representational disambiguation, is

the practice of drawing as.”!?

In Four Thousand Seven Hundred and Twenty Five (Motion Control/Mollino),
Starling “draws” Mollino’s chair “as” an expression of a narrative that is

29 ¢¢ 29 <¢

decoded in the artwork’s caption — “curvaceous”, “complex”, “sloping”,
“flying”, “arabesque”, “continuously turning”, “seamlessly arcing”. What makes
it isomorphic is the *degree* of the work’s disproportionate dependence on this

singular view of its subject.
In Vertesi’s usage, “drawing as” has a communicative intent:

“The practical work of digital image processing is not only a

matter of revealing distinctions, patterns, or ‘information’ in an

Janet Vertesi, ‘Drawing as: Distinctions and Disambiguation in Digital Images of Mars’, Catelijne
Coopmans, Janet Vertesi, Michael Lynch, Steve Woolgar (eds.), Representation in Scientific
Practice Revisited (MIT Press, 2014), 25.
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imaged object. It also includes the work of producing and then
inscribing a visual aspect into an image — the practical activity
of drawing a natural object as an analytical object, such that
subsequent viewers and image makers will see, represent, and
construe that object accordingly. As these images are deliberately
constructed, manipulated, and pointed to with human hands and
digital software suites, this practical work renders the pictured

object meaningful and workable ...”!!

When Starling uses a motion control camera to “draw” Mollino’s chair “as” a
“continuously turning ... form”, he visualises it isomorphically. This
visualisation is exclusive and uncompromising. The features that Starling
emphasises in the chair are not shown in a contextual scheme, such as the chair
in use, or the chair in comparison to other objects. They are abstracted to
produce a totally recursive vision of the object. Not just the chair as Starling
believes Mollino saw it, but a view of the chair that is *more* Mollino than
Mollino.

In 2016, I saw Starling’s video work Red, Green, Blue, Loom Music (2015—
2016) in his solo exhibition at Nottingham Contemporary, UK. The video
documents a visit Starling made to Antica Fabbrica Passamanerie Massia
Vittorio in Turin, Italy. This company has been producing woven fabrics on
traditional looms in the same factory since the late-eighteenth century. In the
gallery, footage of the looms and the primitive system of programmable
punchcards that control them is projected from three perfectly synchronised data
projectors, each configured to project only light from one of the trichromatic
channels — red, green, or blue. In the air, and on the projection screen, these
three channels of light are *woven* back together to form a perfect colour
image, “drawing” its subject “as” an isomorphism — at once technical and
poetic — between the apparatus of the factory and the apparatus of its visual
representation in the gallery. The three projectors are installed in the space in a

row, in the order of the acronym RGB.

Other artworks by Starling conduct more extensive and speculative original
research into specific historical technologies of imaging and the economies of
material and labour that contributed to their invention. Invited by Edition

Copenhagen, a lithographic print workshop that annually commissions and

1 Vertesi, Representation in Scientific Practice Revisited, 31.
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supports artists to develop prints for sale, Starling embarked on a journey into
the material history of lithography and its cultural resonances. The resulting
artwork, Archaeopteryx Lithographica (2008) is a series of lithographic prints
reproducing an image of the first fossilised remains of Archaeopteryx, a
dinosaur whose identification as a transitional genus between dinosaurs and
modern birds was of great significance to evolutionary biologists. The fossil had
been discovered in the process of quarrying for resources to supply the emerging
lithographic printing industry in nineteenth century Germany. A fact that, in
Starling’s narrative, implicates it in a chain of causation and consequence that
includes the materials and mechanisms of the printing industry, scientific
publishing in western Europe, and the social reception of the theory of
evolutionary biology. Starling connects these coincident histories to produce a
printed image that is conceptually circular. Responding to the invitation to make
a lithograph print, he constructs a historical argument to arrive at the most

*fitting™ image to be printed using this particular medium.

By describing the methodologies used in the research and presentation of these
artworks, I mean to demonstrate how Starling’s practice, in its “drawing as”,
resembles an exemplary graphic design process. This assertion is disambiguated
from the assumption that Starling’s practice, also for the reasons given in this
section, would itself seem to be ideal *content™ with which to make isomorphic

graphic design decisions in the chapter’s concluding section 2.10, below.

2.3 — Overview and typology of the collected books

Starling’s bibliography contains fifteen exhibition catalogues, eleven artist’s
books, four survey monographs, and five pamphlets. The reasoning used in
assigning these categories is discussed further in a separate introduction to the
bibliography in section 2.11, below. The distinction between the first two
designations — the exhibition catalogue and the artist’s book — depends on
whether the content of a book is considered documentation of existing artistic
production (a specific exhibition, in the case of an exhibition catalogue) or is, in
itself, an original artistic production, in the case of an artist’s book. Such
classifications are combined with some fluidity by Starling, and this is
consistent with a general tendency in contemporary art publishing in the period

under consideration.

In a 2010 interview, Starling spoke about the instrumental role that publishing

has in his practice:
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“In some instances (24hr Tangenziale, 2006; Three Birds, Seven
Stories, Interpolations and Bifurcations, 2008), the exhibition
itself serves an intermediary ‘editorial’ process in the production
of a book.”!2

Starling is not a graphic designer, but he is named as the sole designer of one
book in the collection, CMYK/RGB (BIB. 4, FIG. 2.3.1). This book is explicitly
and self-reflexively concerned with its own production through graphic design,
reprographics, pre-press makeready, printing, and print-finishing, and will be

discussed at length in section 2.6, below.

The books given most consideration in the chapter are those that directly
respond to Simon Starling’s artistic methodology — in general, or in the case of
specific artworks — in their graphic design. Within this group there are two
titles that, I argue, convincingly employ isomorphic approaches in their graphic
design: Nachbau (BIB. 16, FIG. 2.3.2), discussed in section 2.7; and Drop
Sculpture (Atlas) (BIB. 17, FIG. 2.3.3), discussed in section 2.8.

Some titles include content that is highly specific to Starling’s practice but do
not treat it isomorphically. Djungel (BIB. 7, FIG. 2.3.4) includes photographs of
(what is presumably, but not certainly) the paper the book is printed on, as it is
being manufactured at Curtis Fine Papers, in Fife, Scotland (FIG. 2.3.5.).13

Three Birds, Seven Stories, Interpolations and Bifurcations (BIB. 18, FIG. 2.3.6)
opens with a sixteen-page section in which a 19.2mb computer file (which
appears to represent a 3D scan of one of the sculptures shown in the book) is

rendered, *typeset™ as a stream of numerical data in minute, 3.5pt type (FIG.
2.3.7).

Details of this nature, although significant and representative, are mostly
confined to the appendix. Outside this subset of books, and given only cursory
description in the appendix, are those books that are either part of an existing
series and adhere to the design standards of that series, or conform to a more
loosely defined standard of contemporary art publishing that prioritises
economy of design and production over artistic specificity. Such books are

cheaply produced using commonly available materials and standardised

12 Frank Lamy and Sandra Paton, THEREHERETHENTHERE, 121.
The photographs are captioned in the colophon as “Paper production, Curtis Fine Papers,

Guardbridge, Fife, Scotland, March 2002.” The colophon does not specify that this paper was used
in the book’s production.
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2.3.1. Starling, CMYK/RGB. 2.3.2. Starling, Nachbau.

2.3.4. Starling, Djungel.

2.3.3. Starling, Drop Sculpture (Atlas).
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2.3.5. Starling, Djungel, photograph of paper production.

2.3.6. Starling, Three Birds, Seven Stories, Interpolations and Bifurcations.

2.3.7. Starling, Three Birds, Seven Stories, Interpolations and Bifurcations,

3D scan *typeset™. 107



production processes: these are the familiar A4 or A5, full-colour, matt-
laminated, softcover art catalogues, of which there are several examples in

Starling’s bibliography.

I have argued elsewhere that commercial and publicly-funded contemporary art
publishing contexts have converged, and I make little distinction between them
in the following analyses.!# This is especially true in the case of an artist such as
Starling, who is internationally recognised and awarded, and is represented by
commercial galleries who approach publishing as part of an artist’s production
and not only as a sales tool in the most direct sense. Most of the collected books,
with the exception of the monographs from mainstream publishers such as
Phaidon, are not purely commercial products. For this reason, aspects of their
design that might typically be commercially motivated — their covers, primarily
— are not subject to the conventions and constraints of mainstream publishing.

An example is given in section 2.5, below.

Conversely, there are a number of notable recurring formats in the bibliography
that are somewhat unusual for contemporary art publishing, at least in their
frequency. There are six two-volume books in slip cases or other sleeves.'> This
would appear to be indicative of Starling’s interest in copies and replicas:
“Simon Starling’s poetics seem to be haunted by the motif of the double.”!¢
These six examples differ considerably, but the relation between the double and
the isomorph is explored in detail in relation to one of these titles, Nachbau
(BIB. 16), in section 2.7, below. There are also six books that I sub-categorise as
“book-objects”. These are books whose format refers explicitly to another genre
of book design, such as the field journal (BIB. 25), the car manual (BIB. 8), or
the encyclopedia (BIB. 19). This trope is briefly mentioned in relation to Drop
Sculpture (Atlas) (BIB. 17), in section 2.8, below.!”

Naturally, the books vary in the quality of their graphic design and technical
manufacture. There are books — generally the books made in series, with some
exceptions — whose design is uninspired, and in some cases whose production
is of low quality, or actually faulty. Simon Starling (BIB. 9) is cheaply produced
with brittle, inflexible glue in its binding; while Drop Sculpture (Atlas) (BIB.

14 James Langdon, The Graphic Design of Tony Arefin (Ikon Gallery, 2012).

15 Simon Starling (Villa Arson) (BIB. 10); Nachbau (BIB. 16); Cuttings (BIB. 19);
THEREHERETHENTHERE (BIB. 24); Black-Drop (BIB. 32); At Twilight (BIB. 36).

16 Michel Gauthier, ‘The Transporting Art of the Loop’, THEREHERETHENTHERE (2010), 14.

17 Poul Henningsen (BIB. 6); Flaga (BIB. 8); Kakteenhaus (BIB. 10); Cuttings (BIB. 19); The
Inaccessible Poem (BIB. 26); A-Z (BIB. 35).
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17) has an identical specification of case binding without stiffening boards, but
is executed with superior materials and industrial craftsmanship such that its
covers do not curl at the edges and its pages lie flat on every opening. Purely
technical observations like this appear only in the appendix. In graphic terms
too, I offer some comment about aesthetic quality, mostly in relation to aspects
that can be evaluated with some objectivity, such as the care taken in ragging a
text or the sense in which images are sized according to an arbitrary grid or

placed carefully in relation to their content.

Ten of the books were designed or co-designed by German designer Philipp

Arnold, the only designer engaged more than once by Starling.'® This is a long-

standing collaboration: the first book designed by Arnold was published in 1999,

the most recent in 2014. In my estimation, none of these ten books are among
the most accomplished, and none seem to attempt isomorphic moves. This is
telling because it suggests the artist may actually have a preference for less
explicitly interpretive graphic design. The overall chronology of the books also
has some bearing on this inference. The books whose designs, I think, warrant
the most analysis in relation to isomorphism were made in 2007, 2008, and
2009. This may indicate a period of experimentation in the practice, during
which Starling’s preferred approach was established. This hypothesis will be

discussed further in the concluding section of the chapter.

2.4 — Distinguishing isomorphic tendencies and pastiche in book design

In 2009, graphic designer James Goggin presented a paper at the conference 7The

Form of the Book, held at St. Bride Printing Library in London, which was later
published as ‘The Matta-Clark Complex: Materials, Interpretation and the
Designer’ in The Form of the Book Book."® Goggin considered three then-
recently published monographs on the American sculptor Gordon Matta-Clark,
and compared the use of materials in their graphic design to two artist’s books
made by Matta-Clark himself around thirty-five years earlier. One rather
notorious example, the 2003 Phaidon monograph Gordon Matta-Clark,*

18 This remark needs minor qualification. Two 2019 solo exhibitions by Starling, at The Modern
Institute and Galerie Franco Noero, include work made collaboratively with Swiss design studio
Norm, designers of Cuttings and Cuttings Supplement, and I expect a publication may be
forthcoming.

19 James Goggin, ‘The Matta-Clark Complex’, The Form of the Book Book, Sara De Bondt and
Fraser Muggeridge (eds.) (Occasional Papers, 2010).

20 Corinne Diserens, Gordon Matta-Clark (Phaidon, 2010).
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designed by Julia Hasting, has a large aperture cut in its case binding that
reveals the stitched and glued sections of the spine beneath. This design move
reads as a reenactment in design of one of Matta-Clark’s signature artistic
gestures, in which he manually cuts sections of walls from disused buildings.
Goggin argues that, while the artist’s books Walls Paper (1973) and Splitting
(1974) constitute original, authentic expressions of Matta-Clark’s aesthetic in
book form, posthumous attempts by graphic designers such as Hasting to
represent Matta-Clark by reenacting his characteristically destructive gestures

through graphic design are “pastiche”. Goggin writes:

“With particular artists, one risks reducing to parody the very
content of the book, or even blurring lines between ‘the work’
and ‘the document’. The book should subjectively communicate
the work in a sympathetic way, but not attempt to be the work, or

risk being mistaken as such.”?!

Goggin acknowledges that his critique specifically assumes that the subject of
the design process — the artist or author — is absent, and that the design
decisions are being made posthumously. The suggestion is that an artist is
uniquely qualified to make decisions about the representation of their work in
graphic design. When a designer interprets and meditates content without the
collaboration or consent of the artist, the results — however appealing — may

be problematic:

“A key role of the designer is not only to take interest in a book’s
content, but also to research and understand it. Critical analysis
of the content and application of this knowledge usually result in
a well-designed book, both aesthetically and conceptually. But
there is a fine line between relevant, clever reference to the artist

and more overt, less helpful pastiche.”??

Goggin’s argument is reasonable, and makes it evident that there is not a
consensus view among graphic designers that an isomorphic approach — by
whatever name — is an ideal or optimal design approach. Goggin takes Matta-
Clark as his subject because the artist’s work is known for its immediate

material gestures, which apparently trigger the imagination of designers.

2 Goggin, The Form of the Book Book, 23.
2 Goggin, The Form of the Book Book, 23.
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The Phaidon monograph *does* exhibit a problematic disparity, which I might
use to distinguish between isomorph and pastiche. The nature of that disparity is
performative. Matta-Clark’s manual architectural interventions are transgressive,
direct, violent. But Hasting’s translation of them into a design process is
calculated and controlled. The cutting away of the book’s case is a precise and
repeatable industrial operation that has to be deployed reliably across the entire
edition of a publication to be sold internationally by a mainstream publisher.
Matta-Clark’s artistic sensibility simply cannot be *drawn as* such a predictable
and risk-averse design move. Pastiche, then, is a useful term for a design
decision that fails to be isomorphic by interpreting its content in an overly
simplistic or misleading way.?3 Just as Matta-Clark’s work seems to provoke the
pastiche material design gestures discussed in Goggin’s essay, Simon Starling’s
work, I suggest, might invite research-based, conceptual design moves, and set

the standards for their sophistication *unreasonably* high.

2.5 — A weak isomorph isn’t an isomorph, it’s just a reference

Several books in Starling’s bibliography use materials, processes, or graphic
devices, to *reinforce* meaningful aspects of the artworks they represent, or of
Starling’s practice overall. In some cases, these reinforcements result in
*reasonable*, well-realised details of those books that I do not consider

1somorphic because they are too incidental in their effect.

For example, 24 hr. Tangenziale (BIB. 13, FIG. 2.5.1) documents the production
of Starling’s artwork of the same name. Pages show research material from
Starling’s enquiry into the archives of Italian designer Carlo Mollino and the
process of retro-fitting a Fiat Panda car with a replica, made by Starling, of a
radiator designed by Mollino for the Nardi Bisiluro racing car, unsuccessfully
driven at the 1955 twenty-four-hour race at Le Mans, France. The book’s
graphic design, by Philipp Arnold, is well realised but conventional, with the
exception of its cover, which has a notable detail. The cover is an eight-page
flapped format, to enable the reproduction, at actual size, of a photograph of a
piece of a cardboard box used by Starling as an improvised covering for his

replica radiator. On the back cover and back flap, a spot varnish effect is used to

2 In section 0.6, above, | use the word “impersonation” to describe my own design of artist Sofia
Hultén’s monograph Here s the answer, what s the question? 1 would put that book’s design
somewhere between the isomorphic and the pastiche.
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2.5.1. Starling, 24 hr. Tangenziale.
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distinguish the glossy surface of a small length of printed brown packing tape
stuck to the cardboard, in contrast to the otherwise rough uncoated surface. This
image has apparently been chosen as the cover for conceptual over aesthetic
reasons. It is not a particularly appealing image, but it represents an element of
Starling’s artwork that had the function of *covering™* the flaws in Mollino’s
beautiful but poorly functioning radiator design, the crucial factor that led to the
Bisiluro failing to finish the 1955 race. To go to the expense of employing flaps
to accommodate its exact size, and a spot varnish to render an incidental
variation in its texture, this reproduction is clearly meant to convey the specific
significance of an otherwise unremarkable image.?* These moves — the
metaphorical covering of the book that replicates the covering of the radiator,
and the technical care taken in the reproduction of the photograph — could be
read as isomorphic. I would argue instead that they belong to a tradition of cover
design in which the cardboard operates like a cinematic “MacGuffin”: a device
meant to inspire curiosity that will later be rewarded when its significance is
revealed. Importantly, the decision to use the cardboard on the cover in this way

has no bearing on the overall graphic design of the book.

A similar reference to a detail from one of Starling’s artworks is made on the
cover of The Nanjing Particles (BIB. 22, FIG. 2.5.2).

The Nanjing Particles (After Henry Ward, View of C.T. Sampson's Shoe
Manufactory, with the Chinese Shoemakers in working costume, North Adams
and vicinity, c. 1875) (2008) is a major work that involved the production of
several large-scale, stainless-steel sculptures, whose forms are enlargements
derived from microscopic scans of the silver emulsion on a stereographic
photograph of the factory workers described in the artwork’s title. The
publication, designed by Dan McKinley, refers to this procedure on its cover.?
The cover boards are unprinted white with typography blocked in transparent
foil. The foil-blocked cover sheets have been additionally die-cut with circular
apertures, the size and position of which are explicated inside the book (FIG.
2.5.3).

24 These two procedures would add considerably to the book’s cost. The addition of the flaps mean
that the book cannot have its final trim to size performed automatically, the flapped cover needs
some hand finishing. The ‘spot’ varnish is applied to a specific area of the cover only, and is
therefore equivalent to adding a fifth printing ink to the book’s specification. It requires a dedicated
plate and module of the press to realise.

2 More precisely it refers to the staging of this procedure in the installation of the exhibition at
Massachusetts Museum of Contemporary Art (MASS MoCA).
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2.5.3. Starling, The Nanjing Particles.

2.5.4. Starling, The Nanjing Particles.
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Across the inside front and back covers, printed full-bleed, is a historical
photograph showing workers standing outside the Sampson shoe factory. On
pages 2-3, another full-bleed, double-page image shows an installation
photograph from the exhibition, where the same shoe-factory image is pasted to
a temporary wall of the gallery. The wall has had two large apertures removed
from it to enable a view through to the gallery beyond (FIG. 2.5.4).

This creates the effect of seeing the silver material that was scanned from these
two areas of the original image, dramatically enlarged in size over one million
times. The apertures in the cover of the book precisely correspond, in relation to
the image, to the position of these apertures in the gallery, and this single image
and its relation with the die-cut apertures apparently determines the size and
proportions of the book — the cropping of the image on the inside covers

exactly corresponds to its cropping in the installation photograph.

This design gesture is apparently staged on the inside cover of the book because
to stage it on the outside, with its apertures then immediately revealing the first
interior page of the book, on which an image of one of the sculptures could have
been printed, might be considered too obvious or overtly punning. As it is, the
open book has apertures through its cover image that arbitrarily frame views of
the environment in which the book is handled, which seems inappropriately
random given that the apertures in the gallery are intended to frame a
specifically composed view. As a transposition of the artist’s gesture it is vague

and “pastiche”, to use Goggin’s term, in its inconsequential use of apertures.

The monograph Metamorphology (BIB. 33, FIG. 2.5.5), published in 2014 by
the Museum of Contemporary Art Chicago (MCA Chicago), attempts a post-hoc
orchestration of its graphic design decisions, which it then claims as a reference
to Starling’s artistic practice. The book includes in its backmatter a ‘Production

Colophon’ (FIG. 2.5.6), introduced with the following paragraph:

“This colophon details the materials and processes of this book as
a conceptual homage to Simon Starling’s practice. It documents
not only the key processes used in constructing and executing the
catalogue, but also the movement of raw materials into finished

goods and the flow of these goods nationally and internationally.”
26

26 ‘Production Colophon’, Metamorphology (MCA Chicago, 2014).
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Accounting for the decision to typeset parts of the book in the typeface Neue
Haas Grotesk, recently digitised in 2014, the ‘Production Colophon’ states:

“Just as Simon Starling explores the histories of modernist
design, art, and architecture, Neue Haas Grotesk revisits a
quintessential modernist typeface, Helvetica, and updates it for
contemporary technology and applications while retaining the

spirit of the original.”?’

Neue Haas Grotesk is a readily available and heavily marketed commercial
typeface, whose release was strategically timed to enable its supplier, the
Linotype corporation, to compete in the market with other twentieth century
sans serif revivals from younger and more fashionable type foundries. The
suggestion that its use in Metamorphology is equivalent to even the most trivial
decision in an artwork by Starling is uncritical to say the least, and the
description of the typeface in such banal marketing language has nothing in
common with Starling’s use of paratext.?® No explanation is offered as to why
the retention of the “spirit” of the original metal typeface on which Neue Haas
Grotesk is based would be an intelligent choice in relation to this book, or

Starling’s practice.

The point here is not to invalidate the notion of making an isomorphic design
move through the specific choice of a digital typeface. The criticism is that the
production colophon itself fails to be isomorphic because it merely documents
the *existing conditions* of the book’s production. Any of the design decisions
listed — the choices of typeface, format, materials, suppliers — are entirely
routine, industry-standard practices. Naming and drawing attention to these
practices betrays a misreading of Starling’s work, which never operates in
established flows of labour or material, but rather recreates, or reverses, or
reroutes such flows for the artist’s narrative purposes. The point is compounded
by the fact that the specifications listed in the Metamorphology production
colophon are identical to the specifications of other titles in the ‘MCA
Monographs’ series. A book on artist Anne Collier, also published in 2014, lists

in its colophon the same designer, print supplier, and distributor. Presumably the

27 ‘Production Colophon’, Metamorphology (MCA Chicago, 2014).

28 A critical example of a decision taken and explained by Starling would be the description of Carlo

Mollino’s chair given in the caption of Four Thousand Seven Hundred and Twenty Five (Motion
Control/Mollino), in section 2.2, above.
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Collier book’s entire supply chain is identical, just not listed in its regular,

reduced colophon.

If making an isomorphic graphic design decision in relation to Starling’s work
requires such elaborate conceptual and operational manoeuvres, this might
either explain why so few designers attempt it, or confirm that Goggin’s Matta-
Clark hypothesis applies equally in Starling’s case, and that designers would be
well advised not to attempt to blur the lines between *the work™ and *the

document*.

2.6 - CMYK/RGB

CMYK/RGB (BIB. 4, FIG. 2.6.1) demands dedicated analysis here because its
content self-reflexively represents its own production, making it the only
original example of Starling’s artistic methodology directly applied to graphic
design. It is also, as such, the only book in the collection designed solely by the

artist.?’

The book was made in the context of a 2001 exhibition at the contemporary art
centre FRAC Laguedoc-Rousillon in Montpellier, France. Reprographics and
printing were done by Idea Design + Print in Cluj-Napoca, Romania, where the
FRAC Laguedoc-Rousillon regularly printed its publications at that time.
Starling travelled to the print factory, a former synagogue, that, during the
book’s production, also housed a television studio. He made photographs there,
of the print factory — reprographics studio, pre-press and plate-making area,
print room — and surrounding areas of the building and the urban environment,
including one photograph of the interior of the television studio, with a blue-

screen set, and a monitor showing a generic striped test card.

The book is entirely comprised of these photographs, shown full-bleed, on
double-page openings, with the exception of the covers. The outer cover has a
view of the street outside the exhibition space in Montpellier, where — in
reference to a scene photographed in Romania and included in the book —
Starling has installed bunting with triangular panels of cyan, magenta, yellow,
and black; and a string of coloured light bulbs in red, green, and blue. The inside

covers have two single page photographs of the exhibition at FRAC Laguedoc-

2 There are two other examples, BIB. 26 and BIB. 36, where Starling is credited with a design
concept that is executed by another graphic designer.
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2.6.7. Starling, CMYK/RGB.
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Rousillon, where the cover’s unbound printed sheets were exhibited on racks
alongside the offset printing press and print finishing equipment used to produce
them (FIG. 2.6.2).3% A small colophon is printed over one of these installation
photographs on the inside back cover. There is no other paratext or explanation

of the content.

The title of the book refers to the two archetypal colour gamuts of contemporary
imaging displayed on its cover. CMYK is the subtractive quadrichromatic
colour gamut of *full-colour™® printing, typically on a paper substrate, in cyan,
yellow, magenta and black (or key) ink. RGB is the additive trichromatic colour
gamut of the pixels that make electronic screens: television screens, computer

screens, mobile device screens.?!

CMYK/RGB uses the prototypical circular narrative that will recur in later works
by Starling. The sequence of images begins with views of the journey from
France to Romania, and continues in travel documentary mode with street
scenes in Cluj-Napoca (FIG. 2.6.3, 2.6.4).

These photographs have nothing to do with imaging technologies as such, but
seen in the self-reflexive context of this publication, they appear conspicuous
and premeditated — they are the *content™ that will be subjected to the imaging
procedures that follow. Their palette shifts from the bright blues of southern
French skys to a stereotypically dull-grey eastern European urban situation.
Small areas of intense colour seem to stand out — possibly they have been
retouched for this purpose. On the runway of the airport, a bright red staircase is
manoeuvred to an aircraft, next to a bright yellow tin shed, presumably
containing safety equipment (FIG. 2.6.3). In Cluj-Napoca, a nondescript urban
view includes the bright blue, yellow, and red stripes of the Romanian flag; a red
and white traffic chevron; and other, brightly painted street furniture. Against
the dirty white exterior of Idea Design + Print is a large yellow umbrella, of the

kind used outside cafés, resting inexplicably unattended on the ground.

The narrative arc of CMYK/RGB proceeds through the convoluted intermediary
processes of producing its image content. From the unmediated perceptual
gamut of the colours Starling observed on the journey, through the digital RGB
workflow of reprographics, and finally to the CMYK printing press, whose

30 None of this information about the printing of the cover in the gallery is made apparent in the
publication. I glean it from the essay ‘Djungel Dwelling’ by Katrina Brown in Djungel (BIB. 7).
3 A more elementary discussion of colour gamuts and isomorphism is offered in chapter three.
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modular architecture embodies the notion of colour separation that informs these

imaging techniques.

The critical moment of this journey is staged on two consecutive openings of the
book. On pages 20-21 is a photograph taken by Starling in Idea Design + Print’s
reprographics studio (FIG. 2.6.5). It is a close-up view of a reference monitor
— a colour calibrated computer monitor fitted with a hood to shield its screen
from light distortions and reflections — that displays a second photograph by
Starling: a view of the factory’s Heidelberg Printmaster offset printing press,
framed by the interface of computer imposition software.>? The matrix of pixels
on the monitor have been through a suboptimal conversion to appear on the
printed page of the book, and artefacts of this are visible in discolouration and
an overall moiré pattern across the image. On the following opening, pages 22—
23, the same photograph of the press is printed directly, without the software
interface, the monitor, and the reprographic artefacts (FIG. 2.6.6). The formally
recursive, Droste effect of the sequence and layout of these two openings is
reinforced by the presence, in Starling’s photograph of the press, of a poster, on

the factory wall, marketing a similar Heidelberg offset press.

The whole sequence of images in CMYK/RGB, staged as a productive journey
from France to Romania and back to France, represents a sophisticated and
technically informed enquiry into the mechanics of imaging. That enquiry,
however, is constrained to a superficial survey of sites of production, and lacks
the embodied visualisation of other artworks by Starling — such as
Archeopteryx Lithographica — that I have described in section 2.2 of this
chapter, above, and which exemplify the relation between Starling’s practice and

isomorphism in graphic design that I introduce in that section.

This lack is evident on pages 28—-29 (FIG. 2.6.7). The opening shows a close-up
photograph by Starling of a cyan and magenta makeready sheet from the book’s
production. A makeready sheet is a by-product of the process of preparing the
press for operation. During this process the press is running, but ink levels,
colour registration, and sheet rate are being adjusted by the press operator until
they are satisfactorily configured for the final production run. The particular
makeready sheet shown on pages 28—-29 is consistent with the recursive effects
in the sequence of images of the computer monitor and the press described

above. The photograph shows pages 26 and 23 as they appear in ‘printer’s pairs’

32 Strangely, only three modules of the press appear in the image.
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— they are adjacent on the sheet as they will be the inner pages in the second
signature of the book’s binding.?? On pages 28-29, the cyan and magenta
makeready sheet is reproduced — as are all the images in CMYK/RGB — in
full-colour CMYK. This produces a tension: an additional layer of remediation
in an already highly convoluted scheme.

The isomorphic way to reproduce the image of the makeready sheet would be
using only cyan and magenta inks. A publication such as CMYK/RGB would
seem to offer an ideal opportunity for such an isomorphic move.’* What
explains this omission? Certainly nothing is undermined by reproducing a two-
colour makeready sheet in full-colour, and the approach is technically consistent
with the rest of the publication, and its documentation of the economics of
production of a regional French art centre and a typical offset printer. Despite
the title of the book, no historical or technical explication of colour gamuts and
their interactions is attempted within. The images in the book, though reflexive
and revealing, do not, in their material production, embody any of the
complexities of the processes they show. Bibliographically, CMYK/RGB is
among the least remarkable of Starling’s books: its production is a standard A4,

full-colour offset printed on coated paper and bound with a softcover.

Given its already esoteric and self-reflexive nature, it would be difficult to argue
that CMYK/RGB reflects any larger preference of Starling’s not to engage in
isomorphic graphic design approaches. It is perhaps more believable to
categorise CMYK/RGB as an early work, predating the materially recursive
approaches that Starling began to adopt around 2007.

2.7 — The extended scope of graphic design

I criticise CMYK/RGB and Metamorphology for not going far enough in the
orchestration of their graphic design and production processes. To qualify my

criticism, this section details an example from outside the Starling bibliography,

33 A ‘printer’s pair’ refers to two pages that appear adjacent in the imposition of pages onto larger

sheets of paper for printing. After printing, these sheets are trimmed, collated and bound, at which
point their sequence becomes that of the finished book — ‘publisher’s pairs’.

A comparative example: in Starling’s work DI-Z1 (22,686,575:1), a purely digital video rendering
showing the operation of the world’s first freely programmable computer, which had used ordinary
35mm photographic film to carry its code, is shown not as a data projection, but printed on 35mm
film stock. Gauthier accounts for this as follows: “according to Starling’s mimetic logic there could
be no question of playing a sequence showing a 35mm film using any medium other than 35mm
film.” Gauthier, ‘The Transporting Art of the Loop’, THEREHERETHENTHERE.

34
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the 2004 catalogue for The Most Beautiful Swiss Books, designed by Laurent
Benner. I know of no other work of commissioned graphic design — work that
is explicitly not self-initiated — that comes as close to the *scope* of decision-
making in Simon Starling’s artworks from 2007 and later.®

The awards programme The Most Beautiful Swiss Books has been organised by

the Swiss Federal Office of Culture since 1943. In recent years, the awarded

books are documented in a substantial catalogue, designed by a previous winner.

This is a prestigious commission, undertaken by many notable designers, and
attracting attention within an international graphic design community. Such
attention, alongside the inherently self-reflexive tendencies of this genre of
publishing — books about books, graphic design in the context of graphic
design — have produced stimulating yet rather fraught conditions for graphic

designers to work in.

The 2004-2006 catalogues were conceived by Benner, a Swiss designer
working in London, and designed by him with British designer Jonathan Hares
(FIG. 2.7.1). Benner’s concept for the 2004 catalogue was audacious. He
contacted the printers of each of the twenty awarded books from that year and
asked them to reprint an eight-page section of their book exactly as it had been
printed originally: from the original lithographic print films, using the original
paper, on the original press.’® These reprinted sections were then transported to
Buchbinderei Burckhardt in Monchaltorf, Switzerland, and bound (with some

additional pages of front- and back-matter) to comprise the catalogue.
Benner describes the imperative of his concept:

“Once I had this idea of re-using the lithographic film, I thought
that maybe I don’t need to design anything. I just have to
organise this process. ... The moment that [ knew this whole thing
was going to work was when I could say to someone on the
phone in one sentence: ‘For this year’s catalogue every printer is
going to reprint one signature of the awarded book on the

original paper stock.’ That was it. I heard the click-click-click of

3 In 2020, I published an interview with Benner in French graphic design journal Revue Faire. All

quotations in the following discussion come from this interview. James Langdon, ‘An original: The

Most Beautiful Swiss Books 2004-2006’, Revue Faire, no. 21 (2020).
36 This was before PDF, when printers routinely kept the films from which the printing plates were

exposed, to reduce the cost of potential reprints. It had been a chance encounter with that fact that
inspired Benner’s proposal.
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2.7.1. Laurent Benner, The Most Beautiful Swiss Books, 2004, 2005, 2006.
Photograph by Adrian Samson.
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2.7.2. Benner, The Most Beautiful Swiss Books, 2004. 124



the thought process on the other end of the phone and I knew |

was onto something.”

Behind the economy of this one-sentence programme was an extended, multi-
faceted project. More a feat of logistical improvisation than a conventional

design process:

“This is what the daily work looked like: spreadsheets. [ was
constantly on the phone and email, communicating with all of
these people. ... The entrance criteria for The Most Beautiful
Swiss Books require only that the author, or the printer, or the
publisher, be in Switzerland. That meant that some of the
awarded books were printed all over Europe and beyond. I was
dealing with people in Germany, Poland — there was even one
printer in Lebanon — trying to work stuff out so that all of these

sections of printed paper would be delivered in time.”

This was not a strict, systematic exercise. Primarily to handle the differences in
page size and paper type between the awarded books, Benner devised what he
called “tactics” for implementing the design and formatting decisions that his
concept necessitated. The 2004 catalogue’s page format was an economical 34 x
24cm, Benner calls it “the A4 of offset printing”. Any book with pages smaller
than this was reprinted on the same 70 x 50cm sheets, folded, and ultimately
trimmed to 34 x 24cm, with visible crop marks defining the edges of the

original pages and unprinted paper around (FIG. 2.7.2).

The very few larger books were cropped down to fit the format. The selection of
pages to be reprinted for each book was informed by short editorial reports
written by the awards jury. From these Benner could see what the jury had
appreciated about each book and select a sequence of pages that best reflected
those aspects. In some cases, exceptions to these tactics had to be made. One
awarded book, Points of View by artist Felice Varini, had a distinctive geometric
pattern screenprinted on its top-, bottom-, and fore-edges, which was
highlighted in the jury’s report and which could only be shown by cutting the
reprinted pages down to their original size and recreating the printed edges.
Other books were treated as tactical exceptions for various artistic and technical

reasons.

The catalogue is an assemblage of *as-found* extracts from the awarded books.
At the level of the individual page, it has, perhaps, the highest degree of

representational fidelity possible between two graphic objects, foregoing an
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entire layer of conventional remediation. It goes *beyond* the *reasonable*
graphic devices for reproducing artefacts described in section 0.12, above, such
as showing images at 1:1 scale, the accurate reproduction of colour, and the use

of layout to suggest relative orientation and alignment.

Compared with the image of the makeready sheet on pages 28-29 of Starling’s
CMYK/RGB, every page in The Most Beautiful Swiss Books is, in the poetic and
technical senses, flawlessly isomorphic with the original page in the awarded
book that it represents (FIG. 2.7.3). These reprinted pages have such a unique
fidelity that they are difficult to define using the vocabulary of analytical
bibliography. The word reproduction seems to describe the process that made
them, but doesn’t distinguish from the common use of that word to mean any
printed picture. Something like *replica* is more fitting, for its slightly boyish
connotations of model-making, and imbuing the pursuit of accuracy with

meaning.

The broad logistical scope of Benner’s catalogue is not directly comparable with
a relatively modest monograph such as Starling’s Metamorphology, but to
confront the rhetoric of the Metamorphology production colophon with the
materiality of The Most Beautiful Swiss Books is revealing. Benner’s book
operates on a level of imagination, relational complexity, and quiet technical
sophistication that far exceeds what is only passively alluded to in
Metamorphology. The single propositional sentence that determined its

production is also the only explanatory paratext it requires.

According to the reasonable/unreasonable scheme employed in my introduction,
the work of coordinating a project of this type seems decidedly unreasonable.
That initial sentence sounds almost effortless — no extra design decisions
required — but, compared to any other catalogue in The Most Beautiful Swiss
Books series, it demanded an excessively labour-intensive process. Yet Benner
himself sees the work, on the contrary, as entirely reasonable and measured. In
response to speculations about other types and degrees of fidelity that he might
have attempted, such as to insist that the pages from each awarded book be
reprinted by the same press operator who had printed the original, or be printed

on the same day of the week, he takes exception:

“During the process, Jon and I would sit in the pub and we’d talk
over and around every possible aspect of this. We’d say, ‘OK,
next year we’ll do exactly the same but underwater!” Always

joking like that about the absurdity of it all. I think we exhausted
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2.7.3. Benner, The Most Beautiful Swiss Books, 2004, comparison with one of the original awarded books.
Photograph by Adrian Samson
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all of these possibilities, but we would find our way back to
things that had something to do with the basic project of
representing the books. Because otherwise how would I have
explained to someone that this particular section was reprinted by
the same guy on the same day of the week? To what end?! What
would that have added? It’s like, ‘Check the madness!’ In such a
situation my instinct would tell me that a decision has become
laughable, or attackable.”

Benner’s work is at once exemplary in its orchestrational scope and its page-
level fidelity to the awarded books. But it is not a dispassionate object. The Most
Beautiful Swiss Books is an initiative of the Swiss Federal Office of Culture, and
while this institution’s mandate is to encourage the furthering of Swiss traditions
in the practices of graphic design and book-making, naturally its interests are
beyond pedantic questions of fidelity at the level of the individual page, and,
presumably, only tolerant of logistical experimentation that can be
accommodated within budget and on-time. Its motive in supporting The Most
Beautiful Swiss Books is to convey, to an international audience, a positive
message about Swiss publishing culture. Despite its calculated, conceptual
foundation, Benner’s catalogue manifests as a warm and sincere object that
portrays the Swiss book scene not merely in text, photography, and design, but
by directly involving the cooperative work of practically every significant
contributor to that scene.

2.8 — Exemplary isomorphs: the double

Six books in Starling’s bibliography are presented as two-volume sets in
slipcases or sleeves. Of these, two — Nachbau (BIB. 16, FIG. 2.8.1) and
THEREHERETHENTHERE (BIB. 24, FIG. 2.8.2) — use their double format

isomorphically.?’

The two volumes of Nachbau are German and English versions of the same
publication. Their design is identical, except the cover of volume I is grey with
unprinted white type and the cover of volume II is white with black printed type
(FIG. 2.8.3, 2.8.4).

37 It is important to stress here that the word “isomorphic” is not used by Starling or the designers of

these books. It is my argument that these graphic and formal devices are isomorphic.
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A preface, plates, and an essay by philosopher Bruno Haas are printed in
corresponding positions in the two volumes. However, the two-volume format
of Nachbau 1s more than simply a solution to the organisation of bilingual
material. It also functions isomorphically in relation to the conceptual
parameters of the artwork to which it relates. In volume 1, a series of twenty-
nine historical photographs of the collection of what is now the Museum
Folkwang in Essen, Germany, are printed. Taken during 1929-1932 by
renowned artist Albert Renger-Patzsch, who worked then as the museum’s in-
house photographer, the images show some works individually, others grouped
in exhibition views. The collection of the museum’s founder, Karl Ernst
Osthaus, included paintings, sculptures, ceramics and other artefacts, many of
them non-European in origin. The exhibition views were photographed in the
1929 extension to the museum, designed by architect Eduard Korner, which was

destroyed by bombing during the Second World War.

In volume II new “rephotographs” are printed, precise copies of Renger-
Patzsch’s originals, made by Starling in 2007. Starling’s work in staging these
images was extensive, involving both the reconstruction of the Museum
Folkwang’s 1929 exhibition architecture, and the faking of a number of artworks
that appear in the original photographs but no longer exist, or could not be
located. Both efforts were historically charged, considering the museum’s fate
during the war, and the fact that a number of artworks that appear in the original
photographs had, prior to the museum being bombed by the Allies, been
confiscated by the Nazis and condemned as “degenerate art”.>® For example, on
page 30 of volume II, Starling’s recreation of an image shows eleven works
from the collection installed across the walls, vitrines, and plinths. This
extraordinary effort by the artist to recreate the content, spatial situation, and
formal qualities of the original photographs is underplayed in the minimal,

elegant graphic design of the volumes (FIG. 2.8.5, 2.8.6).

Since the corresponding photographs and rephotographs appear on the same
pages, in identical layouts in volumes I and II, in the cases where an original
photograph could not be recreated, for reasons of the destruction or of a
particular artwork appearing there, no rephotograph appears. Consequently the
*majority* of the openings in volume II are unprinted, except for folios, where,
at the corresponding openings in volume I, multiple photographs appear. For

example, on pages 42 and 43 of volume I are front and rear-quarter views of a

38 The provenance of each object is detailed in a list of plates in the backmatter of both volumes.
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nineteenth-century figure from the Ivory Coast. On the corresponding pages in

volume II, nothing. Absence.

In the accompanying essay, philosopher Bruno Haas uses the German word
“Weltverlust” — loss-of-world. “The home of a work of art that has lost its
world is the museum. The artwork’s weltverlust (loss-of-world) is indicated by
the glass showcase.”

The graphic design of Nachbau is straightforward and not laboriously realised,
but its format is conceptually systematised as rigorously as the original work of
Starling’s. Arguably, Nachbau is not documentation of this exhibition. It
restages the material in a format equally as considered and meaningful. The fact
that its image section of thirty-two coated pages contains only four photographs
reinforces the difficulty and futility of the task Starling undertook. Instead of
condensing the section to show just the four photographs that could be
recreated, these empty pages make the emptiness and absence of volume 11
statistically and meaningfully equivalent to the content shown in the

corresponding photographs in volume I.

This reinforcement comes specifically from the presentation of the second
volume — as a separately bound and discrete replica of the first. This move
constitutes a use of materials with a degree of futility and waste typical of
Starling’s artworks. Mark Godfrey defines this quality: “his projects ...
sometimes are models of rigorous sustainability and other times of extravagant
waste.”3? Although these two volumes are as conventional — arguably even
more — in their graphic design as books that I argue are not isomorphic — 24
hr. Tangenziale, for example — their use of resources is pointed and deliberate
in its wastefulness. For the price of these two bindings and the slipcover, a
single volume at a considerably larger format could have been produced that
would allow closer inspection of the small details in the rephotographs. This
opportunity cost clearly signals Starling’s prioritisation of conceptual over
visual fidelity. In any other genre of publishing, the idea of binding a book with

so many unprinted pages would be considered absurd.

THEREHERETHENTHERE is a yet more complicated proposition, a double of
a double. This publication explicitly relates to Starling’s artwork Les Magquettes

en Blanc, with which I opened this chapter. The page size of

» Mark Godfrey ‘Prints, Particles, Palaces, and Planets: Simon Starling and Photography’,

Metamorphology (MCA Chicago, 2014).
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THEREHERETHENTHERE is determined by averaging the page size of all of

the books included in Les Maquettes en Blanc at the time of its production.

The first volume of THEREHERETHENTHERE resembles a dummy, of the type
exhibited in Les Maquettes en Blanc (FIG. 2.8.7). On its cover is a white sticker,
of the kind used by the paper manufacturer who made the dummy, to indicate
the job name and the exact materials used. It is an unprinted book, identical in
specification to the second, printed volume. The design of the second volume
exhibits an unusual, self-reflexive relation to its dummy. The cover of the
second volume is designed to resemble the dummy, by using as a cover image a
scan of the dummy (FIG. 2.8.8). Conceptually, this is an imprecise move, as in
order to reproduce the image believably, the cover of the second volume has
been printed on white, coated paper instead of the machine-debossed brown
board of the dummy. It immediately diverges from the dummy in its material

specification.

THEREHERETHENTHERE confronts the relation between printed and
unprinted in an inventive way, but its lack of economy makes it unsatisfying as
an isomorph. Its second volume is its own dummy. It is clearly a sophisticated
and ironised design decision, but, conceptually, it lacks precision. A dummy
book is defined by its being prototypical. The reproduction of the dummy at the
scale of an entire edition fundamentally distorts and compromises the relation
between these two volumes. Les Maquettes en Blanc is shown in photographs of
the included books and photographs of their dummy books in precisely matched
framing. It also misses opportunities to be isomorphic. For instance, the books
could be shown turned to the page at which they appear in
THEREHERETHENTHERE but, instead, the openings shown are arbitrary, or

possibly represent content choices.

Where Nachbau restages the artwork to which it relates *on the page®,
THEREHERETHENTHERE only finds an appropriate graphic mode to
document a work. On the facing pages 60 and 61, an intelligent graphic
doubling takes place (FIG. 2.8.9). These pages are in the middle of a text by
Michel Gauthier: ‘Simon Starling, le transportant art de la boucle’, or, in English
translation: ‘Simon Starling: The Transporting Art of the Loop’. The original
and the translation are presented on facing pages, but are allowed to drift out of
sync according to the different lengths to which the original and the translation
run. On page 60, in sans serif type, the English translation has reached footnotes
14 and 15, while on page 61 the French original is at note 12. Between these two

pages, the layout is identical, except everything on page 60 is set in sans-serif
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2.8.9. Starling, THEREHERETHENTHERE, pages 60—61.
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type, and everything on 61 in serif type. At the top of both pages, identically
sized, are two images of Les Maquettes en Blanc. On page 60 is a detailed view
of the vitrine containing printed books — copies of Moderna Museet Projekt,
Three Birds ..., and 24 hr. Tangenziale are prominent and visible, among others.
The angle of the photograph suggests a roughly forty-five degree perspective on
the vitrine. On page 61, at an approximately forty-five degree view, but from the
other side, is a view of the other vitrine that comprises the work, containing the
unprinted dummies, with the dummies of the same titles visible. The switch of
perspective creates a satisfying reflexive symmetry between the two
photographs and their reproduction of the artwork.

The difference between these two books is more than the difference between an
artist’s book (Nachbau) and a monograph (THEREHERETHENTHERE).
Nachbau is isomorphic because it registers additional — excessive — labour
and material production in its doubled format, which is, in some sense, absurd
and overproduced as a solution to the presentation of bilingual material. That

excess creates meaning.

2.9 — Exemplary isomorphs: téte-a-téte

Six books in the bibliography are “book-objects”, meaning that their formats are
conceived to resemble archetypes from other publishing genres, probably with
the intent to frame their content in relation to common tropes of those genres.
Cuttings (BIB. 19, FIG. 2.9.1) resembles an encyclopaedia with die-cut tabs
giving direct access to its sections; The Inaccessible Poem (BIB. 26, FIG. 2.9.2)
resembles a field journal with a gold-embossed, leather-effect cover and tipped-
in plates; and Flaga (BIB. 8, FIG. 2.9.3) resembles a car owner’s manual. These
book-objects are simple puns, whose graphic design is not discussed further

here.

Drop Sculpture (Atlas) (BIB. 17) adapts its format loosely from the historical
téte-a-téte. In this format, a single volume typically contains two titles, each
having its own cover and text pages rotated at 180 degrees relative to each other,
and meeting in the middle of the volume. Drop Sculpture (Atlas) exploits the
structural suitability of this format for staging its content, but does not exactly

observe its conventions.

Starling’s book documents the production process of a single artwork with the

same title as the book. Commissioned in the context of the mid-2000s
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renovation and new building projects of the Rijksmuseum, The Netherlands, and
its Ateliergebouw — the site of the museum’s conservation studios — the work
involved the production, destruction, and reconstruction of three replicas of a
1657 sculpture of the figure of Atlas by Artus Quellinus. Each of these replicas
was dropped by Starling from a plinth of a different height, creating different
degrees of force at impact with the floor, and producing different degrees of
destruction. The fragments of the three shattered replicas were then
reconstructed in the Rijksmuseum’s conservation workshops, using
sophisticated manual and digital processes. The book is organised into a

sequence of parts according to the elements of these procedures.*?

The pages are divided into two consecutive sequences of parts, each beginning
at opposite sides of the book and numbered in an unconventional scheme. These
parts are named, ‘1. Scanning Atlas’, ‘2. From digital data to 3-D model’, ‘3.
Replication’, ‘4. Test drop’, ‘5. The dropping’, ‘6. Collecting and documenting
fragments’, ‘7. Restoration’, and 8. Installation of the piece’. The first of these
parts begins the book at page 1. Turning the pages from there, each following
recto is numbered in this first sequence. The inside back cover concludes the
first sequence, numbered as page 40. At this point — half way through ‘The
dropping’ — the book should be rotated 180 degrees, its second sequence
continuing back through to the beginning with its rectos in this orientation
(which were versos in the first sequence) numbered from page 41 onward. In
this scheme, the inside back covers represent a point of material and conceptual
collision: two images, rotated 180 degrees relative to each other, one taken just
before, the other just after, the critical moment in the process being documented
(FIG. 2.9.4).

These two photographs show a white room with a pale grey tiled floor. At the
end of the first sequence, Starling is seen standing behind one of the Atlas
replicas, his hands easing the sculpture over the edge of its plinth. A shadow of
the figure’s foot and base appears on the front of the plinth. Momentarily, it will

lose stability and fall. On the facing page, the first page in sequence two, the

40 The work was apparently problematic for the Rijksmuseum Ateliergebouw, for its wilful

transgression of codes of conservation, and, editorially, the book deals with the controversy it
caused in the conservation community in and around the museum: “In his view, dropping the
figures from different heights and subsequently having them restored represents the apparent link
between the object and the function of the building. A conceptual approach that brought a frown to
many conservators’ brows.” Robert Van Lange, ‘Everything created, deserves to be annihilated,
Simon Starling’s “Drop Sculpture” from a conservation perspective’, Drop Sculpture (Atlas)
(Rijksmuseum, 2008), 75.
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2.9.5. Drop Sculpture (Atlas), pages 9 and 72.
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sculpture has toppled and appears blurred in the photograph as it accelerates
toward the floor. Starling’s expression is sheepish, his cheeks puffed in
anticipation. The following pages of sequence two show grids of photographs
documenting the process of the other two drops, from increasing heights,
resulting in increasingly energetic destruction and leaving ever smaller

fragments to be recovered and restored.

The effect of this adapted téte-a-téte is that each opening of the book pairs
moments from sequence one and moments from sequence two. For example, in
the book’s numbering scheme, page 9 and page 72 are facing pages. Page 9
shows one of the Atlas replicas in the conservation workshop, pre-dropping, and
page 72 shows the same replica after restoration, displayed on the plinth from
which it was dropped, in the museum itself (FIG. 2.9.5). While the pair of
images on the rear endpaper mark the critical moment of this whole process, and
expose the formal device that structures the book, it is this pair of images on
pages 9 and 72 that make the adapted téte-a-téte a compelling isomorphic
format. The objects in the two photographs assume a circular relation to one
another, in which their being seen in opposite states of rotation *diagrams* the
moment when the third replica was dropped from the highest plinth, as shown in
a grid of thumbnail photographs on page 44, and had just enough time to

become fully inverted before impact.

The Drop Sculpture (Atlas) publication replicates the procedural nature of its
eponymous artwork by establishing a conceptual proposition in its format that
then demands full compliance from its editors and artist. This proposition is
conceptually consistent with the logic of the artwork, and (despite the difficulty
of describing its effects economically in writing here) extremely simple to
convey. In practice, however, this approach would have required an
uncompromising commitment from the artist, editors, contributors, and
publisher. In the resulting layout, each double spread pairs images from
corresponding parts of the two production sequences according to a reflexive
choreography that must have been meticulously planned. The replica sculpture
appears rotated opposite its original; a text statement about the ethical concerns
raised by the project appears rotated against an image of one of the conservators
handling a replica; a screen capture from 3-D modelling software showing a
partial view of the Atlas figure appears rotated against hand-numbered
fragments of a corresponding section of one of the destroyed replicas. The work
of cross-referencing the sequencing of this content, dictated by the overall

symmetry of the concept, would have been considerable.
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2.10 — Receptive conditions for isomorphic graphic design

What can be gleaned from Simon Starling’s bibliography about receptive
conditions for isomorphic graphic design? In section 2.2, I argue that Starling’s
artistic methodology itself operates in an isomorphic register. His works identify
*content™ that he “draws as” exhaustively and imaginatively *researched*
objects. Section 2.6, on the 2001 publication CMYK/RGB, establishes that
Starling’s holistic approach can be applied to graphic design for publishing in a
contemporary art context. In some respects, CMYK/RGB is broadly
representative of Starling’s approach: it proceeds along a convoluted narrative
led by its own production, generating and remediating content as it goes. Yet, as
I conclude in section 2.6, at the level of individual design decisions, it
sometimes fails to exploit potential technical reciprocities to fully align its own
production with its account of the print culture of a contemporary regional art
centre. This may be because those *orchestrational* tendencies had not fully
emerged in Starling’s practice until around 2007, with, for example, works such
as Archaeopteryx Lithographica. Compared to the example, given in section 2.7,
of Laurent Benner’s Most Beautiful Swiss Books catalogues, CMYK/RGB is

pedestrian in its engagement with print production and distribution.

Of the two books in Starling’s bibliography that I argue, in sections 2.8 and 2.9,
most convincingly employ isomorphic graphic design approaches, Nachbau and
Drop Sculpture (Atlas), it is important to note that both represent individual
artworks, rather than survey the artist’s practice. The isomorphic approach of
both books is expressed through format — the sculptural physicality of the
books — rather than technical aspects of their imaging or typography. The
designers of these books make singular gestures — the doubled format of
Nachbau, the ‘téte-a-téte’ of Drop Sculpture (Atlas) — from which all other
design decisions follow. Their choices of typefaces, their covers, their materials,
are all subservient to format. Nachbau, in particular, is more like a *counterfact™®
of the artwork of the same name than a remediation. The photographs on its
pages are derived from the same digital files as the prints in the exhibition, and
its format functions as an alternative expression of its concept not dependent on
the logic of the exhibition. As works of graphic design, these two books
*perform* the showing of the artworks that they present, displaying reasoning
consistent with Starling’s in Four Thousand Seven Hundred and Twenty Five
(Motion Control/Mollino), as described in section 2.2, above. These books were

evidently made in close collaboration with the artist, integrate their conceptual
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formats impeccably with their editorial direction, and were manufactured to the
highest standards of industrial design by suppliers in The Netherlands and
Germany, countries with enduring print cultures and economies. Isomorphic
graphic design depends on this level of artistic, editorial, design, and production

collaboration.

Not all book design processes allow for the time and resources to achieve such
results. In the overview of the bibliography in section 2.3, I surmise that many
of the books were made in less than ideal conditions: in series with pre-designed
templates, or subject to other kinds of graphic constraint, such as the corporate
identity of the publishing institution. Indeed, many — most — designers,
publishers, and printers might simply not be equipped or motivated to attempt
an isomorphic approach. Some may even oppose it for the ideological reasons
discussed in 0.2, above. In the discussion of Laurent Benner’s Most Beautiful
Swiss Books, it is clear that Benner’s project, too, was produced in highly
accommodating conditions that privileged artistic autonomy over commercial
expedience. These accommodations don’t simply make isomorphic graphic
design approaches easier, it is *only* with such accommodations that they can

even be attempted.

There are also the more generally pervasive economic and time factors that
might preclude isomorphic approaches. These might primarily include resources
(of money, and even more importantly, time) of the publisher, and their editorial
objectives, which might require satisfying conditions of their funding that
depend on accessibility and education. Particularly in the case of larger museum
publishers, a certain didacticism necessarily dictates design decision-making. In
these respects, and others, graphic design for contemporary art publishing has
entirely different constraints than the production of Starling’s artworks
themselves. In these contexts, personnel also differ: separate publishing
marketing departments may be involved as well as curators, or instead of them.
Considering all of these factors, only a small fraction of the books in the
bibliography actually represent an opportunity in which an isomorphic approach

could have been taken.

Beyond these, there are also the more prosaic and relational factors that can
determine how a project develops. Some institutions will have a preferred
designer and use the maintenance of consistency across their publications as a
decisive argument to use them. In Starling’s bibliography, the case of designer
Philipp Arnold is telling. Since Arnold has designed more than a quarter of the

books, across Starling’s entire career, it would suggest that he is the designer
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that Starling has normally invited when he has had the choice. This could be
because the communication between them is good, or because Arnold’s

competent but conventional approach is the artist’s preference.

For any designer conversant with the contemporary art world, a commission to
design a book for Simon Starling would be an intimidating prospect. At this
point in his career, the scope afforded him as an artist has allowed him to
develop works of formidable rigour and visual sophistication. Metamorphology
is unfortunately telling in this respect. Produced during a period of generally
high-quality, in-house graphic design at the MCA Chicago, as a graphic object it
is convincing and technically accomplished. Its two-colour reproductions of
Starling’s artwork Pictures for an Exhibition, not discussed in 2.5, are
sophisticated and, arguably, isomorphic. Given its graphic ambition and quality,
it must be assumed that Starling approved its design, but it is hard to imagine
that he would find the interrogative scope of its ‘Production Colophon’
satisfactory. Presumably, its designers felt compelled to attempt such an
expansive response to Starling’s work, but did not grasp the engagement
required. Zurich designers Norm are probably the highest profile studio, and the
studio most identifiable with a singular conceptual approach, to have designed a
book for Starling. Cuttings may be the most covetable book in the bibliography,
even though it does not attempt to be isomorphic. It is worth noting that Starling
collaborated with the studio again in 2019 for the production of an artwork
involving typography, suggesting that he regards their work highly.

Beyond any of the factors of limited resources and compromised conditions
considered above, is perhaps the simplest explanation for the lack of isomorphic
approaches in Starling’s bibliography. It is an artistic decision. Starling prefers
not to approach the representation of his work in graphic design this way. This
may be because, as quoted in 2.2, he sees books as instrumental parts of his
research but not as works themselves. This echoes the concern of James Goggin
discussed in section 2.4, and his warning not to “confuse” the work and the
document.?! Starling may see the role of publishing as a necessary, didactic
complement to his work. Starling’s preferences could also reflect more nuanced
conceptual problems with isomorphic graphic design approaches. There is a risk
of implicit tension or redundancy in representing Starling’s already self-

referential work in such a way. Isomorphic graphic design proposals might seem

41 Goggin was the Director of Design, Publishing, and New Media at the MCA Chicago — publisher

of Metamorphology — from 2010 to 2013.
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to embark on graphic design processes that, while they reinforce concepts in
Starling’s work, also require their own explanation and supporting paratexts.
Such graphic design might *short-circuit®, or dissipate effects in the original
artworks. In this analysis, isomorphic approaches would conflict with the

didactic concerns that many institutions, and even the artist, may prioritise.
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Appendix one
Annotated bibliography of Simon Starling

This is a comprehensive documentation of exhibition catalogues, monographs,
and artist’s books by, and on, British artist Simon Starling (1967-). The list of
books was arrived at by consulting bibliographies at the websites of Starling’s
three main commercial representatives: Gallerie Franco Noero, Turin, Italy; The
Modern Institute, Glasgow, UK; and Casey Kaplan, New York, USA. Some
additional titles were identified by correspondence with booksellers in Germany
and the UK, and by consulting reference entries in the publication Simon
Starling A—Z (Mousse Publishing, 2015), which itself comprises an inventory of
works and publications by the artist. All of the copies included here are in the

collection of the researcher.

Special editions of some listed publications were produced that included
artworks. These are identified in the annotations, but in all cases the copies
inspected are the standard editions. The list is presented chronologically by date
of publication. Measurements are formatted height x width. The designer,
printer, and binder of each title are listed as they appear in each book’s
colophon. If no colophon is included, or if a colophon does not list technical
contributors, these details are omitted. Printing is offset unless otherwise

indicated.

I use the following categorisations in my book descriptions. As discussed in
chapter two, such categorisations are combined fluidly in contemporary art

publishing. I point out particular details of interest in notes identified with the
®2 emoji.

- Artists books, or books published with some form of limited
edition artwork as accompaniment. These books are either
designed or co-designed by the artist and comprise or partly
comprise an original or supplementary form of an artwork.

- Pamphlets, only very few of which I include, are small
publications that accompany an exhibition and do not have
mainstream distribution.

- Exhibition catalogues are books conceived and designed to
document a single exhibition (or in some cases, artwork),
with the possibility for their design decisions to reflect on
the specific conceptual, material, and narrative aspects of
that exhibition or artwork.
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Monographs are books that represent the artist’s practice
more generally, through an overview of works, with the
possibility for their design decisions to reflect on the overall
sensibilities of the practice.

Monographs (serial) are books — generally not discussed in
chapter two’s analysis — that belong to series or conform to
institutional publishing formats, and are therefore
constrained in the extent to which their designers can make
specific design decisions in relation to the works being
represented.
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1) Moderna Museet Projekt
Moderna Museet, Stockholm, Sweden, 1998

* Softcover, 209 x 147mm, 32pp + 4pp cover.

* Designed by Tomato, Susanne Engman; printed by Westlund &
Soner Boktryckeri.

* Cover printed black on coated white board; interior printed full
colour on white coated paper. Sections sewn and glued.

* Exhibition catalogue, including research and documentary material.

MODERNA
MUSEET
PROJEKT

| -

SIMON STARLING
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2) Simon Starling
Galerie fiir Zeitgenossische Kunst, Leipzig, Germany, 1999

* Softcover, 180 x 142mm, 94pp + 8pp flapped cover.

* Designed by Karla Detlefson and Philipp Arnold; printed by Poge
Druck, Leipzig, Germany.

* Cover printed full colour on white uncoated board; interior pages
1-4, 11-14, 6388, 91-94 printed full colour on white gloss coated
paper; pages 5—62 and 89-90 printed black on white uncoated paper.
Perfect bound.

* Exhibition catalogue, including research and documentary material.

SIMON_STARLING
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3) Back to Front
Camden Arts Centre, London, UK; Jon Hansard Gallery,
Southampton, UK, 2000

* Casebound: 239 x 168mm (case), 60pp + printed endpapers + 4pp
cover.

* Covers printed in full colour on white uncoated paper; interior and
endpapers printed full colour and one spot varnish on warm white
coated paper.

* Designed by Philipp Arnold; printed by Messedruck, Leipzig,
Germany.

* Exhibition catalogue, including documentary photographs.

The photographs, all shown full-bleed, intersperse the making and
presentation of the four works. The work to which each image relates
is labelled with 6mm coloured circles containing sketched graphics,
appearing in one of four evenly-spaced vertical positions on the right
edge of the recto pages. These circles are represented on every recto
in the book. Where no image is identified by a particular circle, that
circle is subtly indicated by a spot varnish.
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3) Back to Front
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4) CMYK/RGB
Frac Languedoc-Roussillon, France, 2001

* Softcover: 297 x 210mm, 48pp + 4pp cover.

* Designed by Simon Starling; printed by IDEA DESIGN + PRINT,
Cluj Napoca, Romania and SAGA, Montpellier, France.

* Cover printed full colour on white coated board; interior printed full
colour on white coated paper.

+ Exhibition catalogue/artist’s book.

The only book in the bibliography whose design is credited to
Starling alone. The book documents its own production.
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4) CMYK/RGB
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5) Inverted Retrograde Theme
Secession, Vienna, Austria, 2001

* Softcover: 296 x 210mm, 40pp + 4pp cover.

* Designed by Alexander Rendi; printed by Remparint, Vienna
(Austria).

* Cover printed full colour and spot metallic silver on white coated
board; interior printed full colour on white coated paper.

+ Exhibition catalogue, including extensive research material.

SECESSION

SIMON STARLING
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6) Poul Henningsen
Cooper Gallery, Duncan of Jordanstone College, University of
Dundee Exhibitions, UK, 2001

* Softcover, 148 x 107mm, 48pp + 4pp cover.

* Designed by Robert Johnstone; photography by Simon Starling.

* Cover printed blue on white carton board, matt laminated with
leather texture, outer corners rounded by die cutting; interior pages
1-16 and 3348 printed black on white coated paper; pages 17-32
printed full colour on white coated paper. Section sewn and glued.
+ Exhibition catalogue, including work in progress and research
material.

Book object resembles a pocket notebook, includes pages just printed
with the heading “NOTES” following Starling’s text ‘Explanatory
Notes’.

poul henningsen

SIMON STARLING

CtoF,CtoF
Rob Ttnel
Modernism, amatauis and imperect reproduction:

f‘ An account of the recording of Wit Light/White Hest by the Vet

at the Cooper Galery, Duncan of Jordanstone College of Ar and Design.

o et eaL

Modern music is said to have begun in Paris in around

3 1894 with Claude Debussy’s opening to his Prélude
L'aprés-midi d’un faune. This trés moderne flute melody
abandoned the established harmonic relationships that had
dictated the form of classical composition since its incep-
tion. Perhaps modern music can be seen to have ended in
New York in the summer of 1967 with the Velver

{ Underground’s ‘Sister Ray’, when patricidal engineering
superseded matrilineal reconfiguration.

33 NoTES NOTES

Explanatory Notes |
Sinon Stating

The chemical process for this project was developed with
the help of Matthias Wickleder from the Inorganic
Chemistry Department at Cologne University and Dr John
Barnes from the Chemistry Department at the University of
Dundee. The process, while based on the method used in
the industrial production of aluminium, has been vastly
simplified to allow small quantities of the metal to be
produced with relatively little, improvised apparatus. The
process is extremely slow owing to the scale and nature of
the equipment but it yields a relatively high proportion of
metal from the bauxite ore.

image 1 Disused bauxite mine, Les Baux-de-Provence, France.*
Gary Fisher ‘Tassajara’ aluminium mountain bike
designed in the USA (2000) and manufactured in Taiwan
(total weight: 12.72kg).
Blue woven plastic sack
Green bungy chord

*Note: Les Baux-de-Provence, situated in the Alpilles
mountain chain between Avignon and Arles, gave its name
to bauxite, which was first discovered there in 1821

imsge2  Gary Fisher* ‘Tassajara’ aluminium** mountain bike
designed in the USA (2000) and manufactured in Taiwan
(total weight: 12.72kg).
Blue woven plastic sack
Green bungy chord
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7) Djungel
Dundee Contemporary Arts, UK, 2002

* Softcover: 196 x 245mm, 72pp + 4pp cover.

* Designed by Damrymple; printed by BAS Printers Ltd.

* Cover printed full colour on white gloss coated board. Interior
pages 1-12 printed full colour on white gloss coated paper; pages
13-36 printed black on warm white uncoated paper; pages 3748
printed full colour on warm white coated paper; pages 49—-60 printed
black on warm white uncoated paper; pages 60—72 printed full colour
on white gloss coated paper.

+ Exhibition catalogue, including work in progress material.

The opening 12 pages of the book show photographs captioned
“Paper production, Curtis Fine Papers, Guardbridge, Fife, Scotland,
March 2002.” It is not clear if these papers are used in the making of
the book.
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7) Djungel
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8) Flaga 1972-2000
Galleria Franco Noero, Turin, Italy, 2002

* Softcover in plastic sleeve: 220 x 160mm (sleeve); 210 x 148mm,
28pp + 6pp foldout + 4pp cover.

* Designed by Philipp Arnold; photography by Simon Starling and
Tommaso Mattina; printed by Pége Druck, Leipzig.

* Clear sleeve debossed; cover printed black and orange on white
coated board; interior pages 1-8, 21-28, and 6 page foldout printed
black and orange on white coated paper; pages 9—20 printed full
colour on white coated paper. Stapled.

+ Exhibition catalogue/artist’s book, including research material
(technical vehicle specifications).

Book object resembles vehicle manual.

IERERRR R R
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9) Simon Starling
MACRO Museo d’Arte Contemporanea Roma, Mondadori Electa
S.p.A., 2003

* Softcover casebound without boards, 244 x 175mm (case), 80pp +
4pp cover + 4pp endpapers.

* Designed by Elena Brandolini; printed by Francesco Pavese srl.

* Monograph (serial).
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10) Kakteenhaus

Portikus, Frankfurt am Main, Germany, 2003

* Softcover: 200 x 105mm, 32pp + 4pp cover.
* Cover printed in black and green on uncoated board; interior printed
full colour white coated paper with full colour photographs tipped in.
Sections sewn and glued, two die-cut corners.
* Designed by Pridgar und Jurt, Giinzel. Rademacher and Simon
Starling; printed by Lautertal-Druck Franz Bonsel, Lautertal,

Germany.

+ Exhibition catalogue, including documentary material.

Includes illustrated history of cactus houses by Simon Starling.

ZWET GLORREICHE HALUNKEN _ 20 SIMON STARLINGS “KAKTEENHAUS™
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11) Simon Starling
Villa Arson, Nice, France; Stidtische Ausstellungshalle Am
Hawerkamp, Miinster, Germany, 2004

* Two softcover volumes in slipcase: 233 x 148mm (case); 230 x
147mm, 64pp + 4pp cover (first volume); 147 x 230mm, 96pp +

8 2pp throwouts (second volume, separately titled Notes on the
Buildings of Mr. Naujok and Mr. Jeanneret).

* Designed by Philipp Arnold and Kerstin Riedel; printed by Jiitte-
Messedruck Leipzig GmbH, Germany.

» Slipcase single layer grey board.

* Catalogue for two exhibitions and separate artist’s book with same
page dimensions but bound in different orientation.

LA RENCONTRE

TEXIE DF SIMON STARUNG.

NorEs oE
FRANCISCO MANACORDA

THE MEETING

BY SIMON STARUNG

WITH ACCOMPANYING NOTES BY
FRANCESCO MANACORDA.

High up on the plateau of Plan d’Aups St. Baume a
meeting occurs. One of the two men involved is an archi-
tect, up from his holiday cabin ot Roquebrune Cap
Martin. He is wearing an unseasonally heavy suit and
thick black-rimmed glasses and has come to this
place of pilgrimage, not to climb the hill beyond and seek
solace in its rock-bound chapel, it is already too late
for him, but instead to return to the site of an unfinished
project.

He crosses the Allée des Cantons to meet the other
man who is of almost identical height and build, younger
though, and dressed in typical French blue [320201*
workers' overalls. Once this other man has transferred
the ropes that tether two skinny white goats grazing

on the grass verge behind him, from his right to his left
hand, he greets the architect with a firm, warm hand-
shake.

Mr.Naujok, meet Mr. Jeanneret. Jeanneret, meet Naujok.
Mr. Jeanneret has of course been dead for some 30
years* Mr. Naujok, a cook, farmer and resident of this
seemingly timeless plateau, is unperturbed by this and
greets him just as he would were he alive.

DIE BEGEGNUNG

VON SIMON STARLING.

‘‘‘‘‘‘‘‘‘‘‘‘‘‘‘‘ ERKUNGEN VON
FRANCESCO MANACORDA

330




11) Simon Starling
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12) Five-man Pedersen (Ikast—Strelze)
‘Socle du Monde’, Herning Kunstmuseum; Ikast Kedelhal, 2004

* Softcover, 210 x 148mm, 16pp + 4pp cover.
* Designer and printer unknown.

* Cover printed full colour on white coated board; interior printed full

colour on white coated paper. Stapled, two wires.
» Pamphlet with research material.

Heinzman, Uni-solar, Trek

(frw Unité & Habitation de Briey-en-Foré il Unité d'Habitation de Rezé).

Heinzman, Unisolar, Trek lob af stablen i 2000, Det drcjede sig om cn 6 dages
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Heinzman, Uni-solar, Trek

(from Unité &' Habitation e Briey-en-Forét to Unité  Habitation de Rezé)

Heinzman, Uni-solar, Trek was undertaken in 2000 and involved a 6-day solar
X Both

Unité buikdings were built, one in 1955 and one in 1957, on the same integrated
model with small i
are posiumd i similar elation (0 the suns movement throughout the day. They,
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Turen blev gennemfrt ved bjelp af et integreret, selvforsynende system bestiende
af en letvaegts- alumnini udstyret med en_eloktromotor drevet af tre
sammennullelige solpancler som let kunne anbringes bag pd cyklen. To gange
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Five-man Pedersen (Prototype)
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electric motor fited 10 a lightweight aluminium bicycle and powered by three
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destinat P

of Aug i
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bl The orig [ i
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Simon Starling

Five-man Pedersen (Ikast-Strelze)
Socle du Monde
e Kedelhal 4. Juni - 15. August,

Sanita A/S

Kunstner takker / Artist thanks:
Knud J M

Polen)
Projekt / Project:
lingen Sole oo Monds er utviet | snteide mlln Biverielde
Heming K 2 i
i Danm:

Monde s relised i collaboration
nd T

Industry K
12 artsts will ereate artworks and situations in it dialogue with a

Danish company.

Kunstnere / Arists:
AVPD, Black Leotard Front, Dave Hullfish Bailey, Jakob S. Boeskoy, Annika
Eriksson, Henrik Plenge Jakobsen, Aleksandra Mir, Roman Ondk, Kirsten Pieroth,
Simon Starling, Superflex og/and Asa Sonjasdoter/Asif Mufeed.

Virksomheder | Companies:
Eesmlcd/s By Aol « i
i Energi SALG A/S, Heming Kommune, Tkast
ommune, HIE Handois- op ngenierhojskolen, Komminikatonsbureet I54Co,
KO Hlding /S, Montans Mabler AS, Sants A oglnd TEKO,

Stotte / Suppo
H mmune, tkast Kommune, Kulturministerits Provinspulie, LO og/and
Ringkjobing Amt.

Curator:
Jacob Fabricius

ISBN: 67-88367-40-1 2004 wiwwsocledumonde.dk
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13) 24 hr. Tangenziale
Galleria Franco Noero, Turin, Italy, 2006

* Softcover: 243 x 199mm, 56pp + 8pp flapped cover.

* Designed by Philipp Arnold; printed by Jiitte-Messedruck Leipzig
GmbH, Germany.

* Cover printed full colour on warm white coated board with spot
varnish; interior pages 1-36 printed full colour and spot green on
warm white coated paper, pages 37-56 printed black and spot green
on warm white uncoated paper. Section sewn and glued.

+ Exhibition catalogue, with work in progress and research material.

From the title page: “A replica of the radiator from the Bisulro
designed by Carlo Mollino and Mario Damonte for the 750cc class
at the 1955 Le Mans 24 hour race, fitted to a 1986 FIAT Panda and
driven for 24 hours on the 28th and 29th of March 2006 around the
Tangenziale, Turin.” The book’s flapped cover shows the improvised
radiator cover used in the artwork. Precisely positioned spot varnish
conveys the glossy appearance of brown packing tape used to secure
the radiator.

Simon St (4 Tongoae)
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14) Autoxylopyrocycloboros
MAC/VAL Musée d’art contemporain du Val-de-Marne, Vitry-sur-
Seine, France, 2007

* Softcover: 219 x 165mm, 32pp + 4pp cover.

* Cover printed in black on pale blue uncoated board; interior printed
in full colour on warm white uncoated paper. Saddle stitched two
wires.

* Designed by Marie Auvity, printed by Stipa, France.

* Exhibition catalogue with work in progress material.

AUTOXYLOPYROCYCLOBOROS

SIMON STARLING

SIMON STARLING
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15) Simon Starling
Electa S.p.A., Milan, Italy, 2007

* Softcover casebound without boards, 244 x 175mm (case), 80pp +
4pp cover + 4pp endpapers.

* Designed by Giorgio Gardel; printed by Mondadori Printing S.p.A.,
Verona.

* Monograph (serial).

=
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16) Nachbau
Museum Folkwang, Essen; Steidl, Gottingen, Germany, 2007

* Two softcover volumes in slipcase: 251 x 173 (case); 240 x 170mm
(volumes), each volume 68pp + 4pp cover + dustjacket.

* Case wrapped in white uncoated paper printed in black; dustjacket
(‘Volume I) printed in black on white uncoated paper, dustjacket
(‘Volume II") printed in grey on white uncoated paper; cover (both
volumes) unprinted white uncoated board; interior (both volumes)
pages 1-8 and 45-68 printed in black on white uncoated paper,
pages 9—44 printed in black and grey duotone on white coated paper.
Section sewn and glued.

* Designed by Trix Wetter and 1za Hren; printed by Steidl, Gottingen,
Germany.

* Artist’s book published on the occasion of an exhibition.

The distribution of content between the two volumes is at once
pragmatic and faithful to conceptual moves made in the exhibition.
Volume I has texts in German, Volume II has translations in English.
The photographs of historical exhibitions in the Museum Folkwang
that appear printed in the coated paper section in Volume I are
rephotographed by Starling in a “purpose built reconstruction of
part of Kdrner’s museum building” and reproduced in precisely
corresponding positions in Volume II. If no remake of a particular
photograph in Volume I was possible, the corresponding position in
Volume I1 is left unprinted. The slipcase shows a detail of front and
back of a temporary wall from this reconstruction.
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17) Drop Sculpture (Atlas)
Rijksmuseum Publishing, Amsterdam, Netherlands, 2008

* Softcover casebound without boards, 270 x 215mm (case), 80pp +
4pp cover + 4pp endpapers.

* Designed by Coup Amsterdam, Peter van den Hoogen, Erica
Terpstra; printed by robstolk, Amsterdam, Netherlands; bound by
Jansenbinders, Leiden, Netherlands.

* Cover debossed and printed black on white synthetic paper with
linen textured machine embossing; interior printed full colour on
white coated paper. Section sewn and glued, white head and tail
bands, endpapers unprinted white paper matches interior.

+ Exhibition catalogue/artist’s book.

e

The book’s format resembles a téte-a-téte, but the content is
organised as one passage through the recto pages when opened
from the front cover. With the book then rotated 180°, the content
proceeds back through on recto pages in the rotated orientation.
This turnaround reflects the critical moment in the process being
documented. From the foreword: “The decay in the objects that
are conserved and examined in the Ateliergebouw has usually
been a slow process. Starling’s project, by contrast, epitomises a
rapid expiry. He made three copies of an existing sculpture from
the collection of the Rijksmuseum, placed the replicas on plinths
of different heights, after which he pushed them off, had them
restored, and presented them once more displaying the damage they
sustained.”
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17) Drop Sculpture (Atlas)

L o e e

-ﬁr » vnl . | hot
o e
(- BL-%
ol o

”VFI Y :vmmpl s

i3

339



18) Three Birds, Seven Stories, Interpolations and Bifurcations
Galleria Franco Noero, Turin, Italy, 2008

* Softcover, 300 x 236mm, 92pp + 8pp flapped cover.

* Designed by Philipp Arnold; printed by ScanColor, Leipzig,
Germany; bound by Buchbinderei Miiller, Leipzig, Germany.

* Cover printed full colour on white coated board with matt laminate;
interior pages 1-16 printed black on thin white uncoated paper;
pages 17-76 printed full colour and spot pale metallic bronze on
warm white uncoated paper; pages 77-92 printed black on thin white
uncoated paper.

+ Exhibition catalogue, including extensive research material.

Opening sixteen pages are a *typeset™ version of a 3D scan file.
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19) Cuttings and Cuttings (Supplement) in slipcase.

Cuttings: Hatje Cantz Verlag, Ostfildern-Ruiz, Germany, 2005.
Cuttings Supplement: The Power Plant, Toronto, Canada, 2008.
Slipcase edition: publisher and date unknown.

* Two softcover volumes in slipcase, 237 x 158mm (slipcase), 234 x
156mm (volumes), 208pp + 4pp cover (‘Cuttings’), 72pp + 4pp cover
(‘Cuttings Supplement’).

* Designed by NORM | Dimitri Bruni & Manuel Krebs (Cuttings);
NORM, Zurich (Cuttings Supplement); printed by Odermatt AG,
Dallenwil, bound by Buchbinderei Burkhardt AG, Monchaltorf
(Cuttings); printed and bound by Druckerei Odermatt AG, Dallenwil.
» Slipcase: front letterpress printed black from a linocut on carton
board with greyboard outer and machine glazed white inner, single
ply construction, glued, die-cut at vertical centre of opening to ease
removal of the volumes. Cuttings: cover printed black on white
machine embossed board, front cover cut to 200 x 146mm (with
14mm uncut margin at upper left edge); pages A1-A16 printed black
on warm white gloss coated paper, A17-A32 printed full colour on
warm white gloss coated paper, pages A1-A32 cut to 212 x 146mm;
pages B1-B88 printed full colour on white coated paper, 234 x
146mm; pages C1-C88 printed black on white uncoated paper.
Cuttings Supplement: cover printed black on grey machine embossed
board, 198 x 156mm; pages A1-A24 printed black on warm white
uncoated paper, 215 x 143mm; pages B1-B32 printed full colour on
white coated paper, 234 x 143mm; pages C1-C16 printed black on
warm white coated paper. 234 x 156mm.

A photograph of the linocut lettering form for printing the type on the
slipcase is shown on page C86 in the original 2005 Cuttings, meaning
the supplement and slipcase was either anticipated then or this linocut
was later recycled or remade to print the slipcase.

‘ Cuttings
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19) Cuttings and Cuttings (Supplement) in slipcase

Works (Selection) Werks (Auswahi) Works 2005-8 (Selection)

Az Az

Az

Now Project Nous Projok g

(ow Projects e Projoke §
| 2005 Texts Gregory Burke £

2005 Wark Godirey E
| 2

Simon Starling Simon Starling

Cuttings Cuttings [Supplement]

Kunstmuseum Basel, Museum fiir Gegenwartskunst

The Power Plant, Toronto
The Power Plant, Toronto

New Projects Neue Projekte
T Texts

a1-321 n1-2) Ha

Works 1994-2004 (Selection) Werke 1994-2004 (Auswiahl) s s e
81321

Texts. Textbeitrage 5

- , New Project
(c1-68) (c1-28] Newl
_TT e = -

G

(infestation Piece (Musselled Moore), 2006/8]

[Shedboatshed (Mobile Architecture No.2)}
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P
einer Rnhqum o ok S Is di dber dig
von Woolw und eine kunsthistorische Gber Brancusis Skulptur Bird in Space

™ Dichama: Dain Wor sl il nhr b richiers A, bk Handverk

= Gara Ml i gt sdber bel s ardticioq Vo
von Arbeit, Wirkung der

von 1825, Es wird erzahit, Duchamp habe 1926 eine Skulptur von
Brancusi nach Amerika eingefihr. Dor amerikanische Zoll, der damals
keine Ei dieses

polierte Metallstiick als Skulptur zu akzeptieren und verlangte
von Edward Steichen, der die Skulptur gekauft hatte, eine Steuer
von vierzig Prozent, Sie war damals fir industriell hotgss!llm Ve

csiymrindoste:Dio Bush Rogwmw hat vmuan. US-Stah!

nlsa genau den Betrag von 1925, beschioss vmucmwalu
unstwerk

ki dm Steverzu umg.nan Die nn-m-ll staatliche.
m ustre in Rumanien war kurz zuvor von Lakshmi Mitta, einem

fony.
Bl:xr okt wordan: Schessich zw.nq ) clo W10 Bush, seine
lege York

Luftkissen.

he selbst. Diese
mit den rndlkalarsn Aspekien der Arts and Crafts Bewegung b Gmss»

sogar einmal einen Ludditen? g

ss  Ich wiirde diese Beziehungen nicht iberstrapazieren. Die Wahi der
Materialien beruht meist eher auf den Bedingungen der Massenpro-
duktion als auf kunsthistorischen Referenzen,

Materia

ss Selbstverstandiich greife ich in meiner Arbeit auf ein bereits beste-
s S Vo tar 5 s o ok Shve s S
um andere Themen anzusprechen. Das Projekt Bird in Space (2004)
etwa war ein Versuch, zwel Geschichten aufeinanderpralien zu lassen:

31 Do b oo i 18 e g o
i e o . Lt S o e

In den 70r Jahren durchquerte er das Death Valley mit einem selbst
entworfenen, ergonomischen Moped, im Prinzip einem Fahrrad mit
‘winzigem japanischem Motor. Er versuchte, die vom Antrieb her
effizienteste Durchquerung des Death Vallay méglich zu machen.
foh Gbernahm seine Idee und versetzte sio in die spanische Wiste,

 die auch der Ausgangspunkt des Kaktsenhaus gewesen war. Es gil
in der Tabernas-Wiste eine ganze Industrie, die auf Sergio Leone
zuriickgeht und auf seinen Versuch, in Europa eine billigere Version
des Wilden Westens zu erschaffen. So schien es ganz natarlich,

Wild ichte mit der 0

menfallen zu lassen. lch durchquerte Europas einzige wirkliche
Wiiste auf einem Moped mit Kraftstoffzellenantrieb, einer zeit-
‘gendssischen Version von Burdens Kleiner Maschine. Das Einzige,
‘was diese Zelle produziorte, war Wasser.

e It doine Arbit domnach nostaliech ?
s Vielleicht ist sie ein bisschen nostalgisch hinsichtiich der Bedeu-
tung friiherer Vorstellungen von «Aktion. Ein Kinstler wie Burden
setzto grosses Vertraven in die Kraft der Aktion, wahrscheinlich
0ALachich v e Vobin s ot loriaabey
weit weniger heroisches Auftreten habe als er, meistens
varmnwmde ich hinter dem fertigen Werk. Es handolt sich ja in
bestimmter Weise immer um eine Performance, und ich nehme an,
das erklért auch einen Teil der grossen Anziehungskraft. Nach

ich denke, es war ein Versuch, dio kunstgeschichiche Referenz als
ein Ermittiungsinstrument oinzusetzen. Natirlich hatte dieser
tonnenschware Block echt rum Stahis, der da dank Helium
in der Luft schwebte, einen parodistischen Bezug zu Richard

Biick auf i

55 Ein weiteres Beispiel fir diose Art von kunstgeschichtlichom
«Bootlegging ist Tabernas Desert Run (2004), eino Arbait, die ich
lotztes Jahr realisiert habe. Sie ist gewissermassen die Wieder-

holung einer Arbeit von Chris Burden.

it S Sy o
o)

allem, was wir iber die Bedeutung der Materialien in den Arbeiton
gaeathaben, das widarprichicharsheinen: ie Vorstallng

ines
memer Arbeit geht es auf einer fundamentale G e
- um Stoff, um Atome. Trotzdem oder gerade
nce Weiner sehr wichtig

Gas Series (1969) halte ich fir sehr reizvoll: einerseits geht es.
nur um Materie, um Argon oder Helium, andererseits wird Materio
2u Information, zum Plakat, zum Telefonanruf.

ch dent
durchquerung auf einem Mom das nichts als Wumr produziete,
st ang verwandt mit der Freilassung einer bestimmten Menge

von Helium in der Mojave Wiiste.

s Ja. Aber hier beginnen sich die Arbeiten vielleicht von der Konzept-
kunst der B0er und 70er Jahre, Gber die wir bercits gesprochen
haben, zu lasen. Diese Kiinstler und Kinstlerinnen bedienten sich der
Fotografie bewusst wie Amateure. Sie fanden for sich einen Freiraum
inmitten einer hoch kodifizierten fotografischen Bildtradition.
Ich begann meine Arbeit als «gelernter» Fotograf und habe eher
ine Beziehung zur Berufsfotografie, weshalb ein Kinstler wi
Christopher Williams so wichtig ist fir mich. Er steckt in einer anderen
Geschichte, in dor Geschichte der Neuen Sachlichkeit, von Rung"-
Patsch und Blossfeldt bis hin zu den Bechers. Er hat ein
Klares Verstandnis dieser Tradition, dem ich mich naher luhlu als
der Art, wie etwa Robert Barry oder Douglas Huebler Fotografie

Ich denke, i i
chen Sinn fiir Klarheit und Professionalitét aus. Das hat gewisse

-4

St sy s

i the spirit of the Vikings. So | took the mahogany back to South
America in the form of a boat that was placed upside down on its
mast. It became a very simple architectural structure.

. Didyou sal the “Loch Long* 1 Brazl?
s No, | didn't. They are only 22 feet fong. You would be mad to sai
all that way, even if it is probably a ltte bit bigger than Bas Jan Ader's
boat. | suppose thinking about the S&o Paulo project led me to the
work | am doing now for Basel. In a way the Basel exhibition, probably
more than ever, is focused on ecological issues. It goes back to
Noah's ark, of course, and the idea of creating a self-contained ife
support system, Within certain architectural circles the idea of mobile
architecture is discussed more and more because it is perceived
lationship 1o ecology and to a sensitive use of land and
rse, an an Al of that thinking
informed this new project, this very self-contained idea of taking
a structure, a simplo wooden shed and then taking it apart and using
oat, un-building the boat and re-building the shed
location. The only energy involved is the energy
B i 50 bk el s o i e
coincidental relationship to another exhibition space in Basel,
" thalle, the building of which was totally paid for with the
proceeds from the art association’s concession to run one yawing
ferry across the Rhine from 1854 t01877.

- stirager ity dwing ik
s As | mentioned woracmlswpwwm ms has been an important

'Dixence dam, which was the subject of Jean-Luc Godard's first
film—a short eulogy to concrete.

OPERATION
BETON”

With his joint passions for concrete architecture and Godard, Williams
made seven photographs of the dam in 1993. | had been thinking
Ve é 5

a5.8 way of making a ltle bit of money. It i a very boautiul thit
Basically they buy from their d
they use it to pump water i holding reservoirs and then by day
when the demand for e |mm, J ik ko 1l

sell back to
St e :uppm 1 clrulatyf M oy o e e,
tives in my work. | have been working on a project that attemy

1o colapae this phem:melwn onto the art historical tale of Williams"
pilgrimage. | traced his photographs in Europe and 100k pictures
of them in storage.

ok Why only Europe:
s Because itis basically the idea of using Switzerland as the sort
o It i ooxie et e ooty
And then o retur the photographs to Switzerl

a0 tham again?
55 1 am going to make a series of platinum prints of my photographs

cuea

cuico,

19) Cuttings and Cuttings (Supplement) in slipcase
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20) Plant Room
Kunstraum Dornbirn, Austria; Verlag fiir moderne Kunst Niirnberg,
Germany, 2008

* Softcover: 296 x 210mm, 32pp + 8pp flapped cover.

* Designed by Flax, Just, Mitzler Agentur fiir Kommunikation;
printed by Bucher Druck und Verlag, A—6845 Hohenems, Austria.

* Cover printed full colour on white coated board; interior printed full
colour on white coated paper.

+ Exhibition catalogue, including research material.
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21) Under Lime
Verlag der Buchhandlung Walther Konigin-Luise-Stralle, Koln,
Germany, 2009

* Softcover, 225 x 170mm, 128pp + 8pp flapped cover.

* Designed by very, Frankfurt am Main; print production by
Printmanagement Pitt, Oberhausen (Germany).

* Monograph.

(3]

A special edition of this book came with eight pressed flowers.
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22) The Nanjing Particles
MASS MoCA, Massachusetts, USA, 2009

* Softcover: 222 x 241mm, 96pp + 4pp cover.

* Designed by Dan McKinley; printed by Westcan, Canada.

* Cover printed black and blocked in transparent foil on white
uncoated board, two 51mm holes die-cut from the cover (one

front, one back) after blocking. Interior printed full colour on white
uncoated paper. Section sewn and glued.

+ Exhibition catalogue, including extensive work in progress and
research material.

The hole in the cover refers to apertures cut in the walls of the
installation at MASS MoCA. Pages 2-3 show a full bleed photograph
of the exhibition. An inkjet print is hung from a steel structure
across the width of the large galleries. The print shows a view of
C.T. Sampson’s Shoe Manufactory, with the Chinese Shoemakers
in working costume from circa 1875. Two circular apertures are cut
from the print such that, from the position of the camera, one of the
large stainless steel sculptures is visible in the gallery space beyond.
The inner front and back covers reproduce the same image, and

the position of the two apertures on the book’s cover precisely is
determined by matching the positions of the apertures in relation to
those visible in the installation.
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22) The Nanjing Particles
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23) Simon Starling and Superflex Blackout
Kunsthallen Brandts, 2009

* Softcover, 300 x 460mm, 164pp + 4pp cover.

* Picture editing and layout by Copenhagen Brains; logo by Rasmus
Koch; cover designed by Philipp Arnold; printed by HTOdense A/S,
Tauer Siebdruck, Leipzig; bound by Buchbinderei Moench oHG,
Leipzig, Germany.

* Cover screenprinted black on greyboard; interior pages printed
black on white coated paper; pages trimmed and bound with four
stainless steel screw fasteners.

* Artist’s book, “The publication includes 172 black and white
photographs by Vinh Van Bui and Chakrit Sattichan documenting 86
days of activity in the exhibition BLACKOUT. The photographs were
printed during the exhibition on a printing press kindly supplied by
HTOdense A/S.”
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24) THEREHERETHENTHERE

MAC/VAL Musée d’art contemporain du Val-de-Marne, Vitry-
sur-Seine, France; Parc Saint Léger — Centre d’art contemporain,
Pouges-les-Eaux, France, 2010

* Two softcover volumes in paper band: band 75mm high, each
volume 225 x 181mm, 144pp + 4pp cover.

* Designed by Jérome Saint-Loubert Bi¢; printed by Compagnons du
Sagittaire, Rennes; bound by Le p’tit fagonnier, Rennes, France.

* Band printed red on white uncoated paper.

* Exhibition catalogue/monograph.

e

From designer Jérome Saint-Loubert Bié¢’s website: “A central work
in the artist’s conception of the two exhibitions, Les Maquettes en
blanc (1995-2009) presents all of Starling’s publications to date

in one vitrine and their corresponding blank dummies in a second
vitrine next to it. As Starling writes, this piece ‘mimics a series

of other physical and intellectual journeys to be travelled in the
exhibitions.’ It seemed the logical starting point for the design of

the catalog. THEREHERETHENTHERE is made of two volumes,
one of which is the blank version of the other one, constituting its
‘dummy.’ The other volume, however, simulates through offset
printing the beige color and weave texture of the dummy’s cover
and the white sticker on it presenting the paper stock information.
These two volumes are held together with a red paper band showing
the artist’s name, the title, the publishers’ logos, the bar code, and
price. The size of this pair of books is an average calculated from

all the books shown in Les Maquettes en blanc. Taking the artist’s
idea of duality and transition further, the left-hand pages, set in
Helvetica, constitute the French version of the book while the right-
hand pages, set in Times, constitute the English version. The works
in the two exhibitions are represented by onsite installation views,
while all other works referred to in the essay are shown through their
reproduction in previous publications. Copies of those publications
were opened to the appropriate pages and scanned and reproduced in
the present catalog on a one-to-one scale. The corresponding blank
pages of those books’ dummies are reproduced in the same order with
the exact same framing in the second half of the book. The different
designers who worked on Simon Starling’s various publications are
credited in the captions and bibliography.”
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24) THEREHERETHENTHERE

Simon Starling
THEREHERETHENTHERE

e S iy

vant
ConTEmMPORAIN

REf = Simon Starling
THEREHERETHENTHERE

Intérieur = JOB PARILUX
demi-mat 135 gr/m2

Couverture = SIRIO COLOR/E20
Denim (FEDRIGONI) 290 gr/m2

Réf = Simon Starling
THEREHERETHE

Intérieur = JOB PARILUX
demi-mat 135 gr/m2

Couverture = SIRIO COLOR/E20
Denim (FEDRIGONT) 290 gr/m2
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24) THEREHERETHENTHERE
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25) Project for a Masquerade (Hiroshima): The Mirror Room
The Modern Institute, Glasgow, UK, 2010

* Softcover: 210 x 147mm, 24pp + 8pp flapped cover.

* Cover printed full colour on white carton board, coated side for
outer cover; interior pages printed black on white uncoated paper;
stapled, three wires.

* Designed by Robert Dallas Gray, printed by 12 Colour, Glasgow,
UK.

* Artist’s book/pamphlet.

“This publication is an integral part of the exhibition Project for a
Masquerade (Hiroshima): The Mirror Room”

The Innkeeper/Colonel Sanders

i
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26) The Inaccessible Poem
Fondazione Merz, Turin, Italy, 2011

* Softcover: 220 x 159mm, 60pp + 4pp cover.

* Cover foil blocked in gold on textured black composite material;
interior printed black and spot grey on white coated paper with full
colour photographs tipped in. Stitched with brown thread, two die-cut
corners.

* Design concept by Simon Starling and Philipp Arnold, layout by
Philipp Arnold; printed by Medialis, Berlin, Germany.

* Exhibition catalogue (for an exhibition curated by Starling),
including historical research material, other artist’s works and
scientific documents.

Catalogue for ‘interdisciplinary’ group exhibition conceived by
Starling and including works by him. The book object invokes a
scientific notebook.
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27) The Expedition

Charlottenborg, Copenhagen, Denmark, 2011

* Softcover, 180 x 112mm, 96pp + 4pp cover.
* Designed by Sara De Bondt Studio; printed by Centertryk.
* Cover printed full colour on white uncoated board; interior printed
full colour on white coated paper. Sections sewn and glued.
* Exhibition catalogue/monograph (serial).

- Simon staring

‘Shedbostshed (Mobie Archtecture N 2) 005
resker, sgox oo saoem

Retorancavarker / Referanced Works o

‘Shedbostenad (Mobie Arenteciure o ) 2005
Wooden shed, spox oo saccm

fo th bibtion
e, Sedbostibed (N

Orgia
Gegemwarsh

o anohes. This ooy ofcight o

b v bt Thebos, copy o sadions

a5 newc Gegen e bose st

e i v from s empor e 3. bt k00 ot € Once had
el Komeres vpear.

» Simon Starting

A World in a Nutshell or:
The Fleeting Exhibit ~
Simon Starling’s
The Expedition
“The day begins melancholically, not gloomily as such, but

just right for going to @ muscum. It s the kind of day to have
a close look at things you will never b

Charlottenbora

A ord i a Notshei or: The Fleting Exhbt »

in a glass showease, there stands a single okapi. With huge
batlike ears, a lon shice checks, a rusty brown body
with white stripes and a blue tongue long enough
tolick itsforchead, but wat... why s it shivering?

Starling has his timid creature break out of the
Afican rainforest to change places and spaces like a
Freudian transitional object. The animal, whose head,
poised gracefully on 2 wand, is made to move daintily

ffs around, and 15 a1

movement of its neck, scems conscantly on edge, nervous,
ready ro take flight. Indeed, this scaredy-cat of  forest
giraffe is clearly not used o being seen. As stated ina 1994
pocin by Durs Grinbein: ‘Okapi —/ The word is from

with shiny fur and dark eyes that reflect in the artificial
light, captured in the moment whilst grazing; animals

jungle 2 And furcher:

Insufficiently tllfor the savannab, this patient, rust-coloured
i 3

presented in in which the
still and the wetness of a puddle s suggested by a coloured
foil upon which a newly hatched fly burzes around.

A scene like this can be visited on a rainy day in the
natural history muscum of any big cty. But in Copenhagen
itall takes place on a much smaller scal, 1:7 t0 be precise.
When the curtains are lfred in the ciry's Marionet Teatret,
an exact replica of which has taken up temporary residence
i the bright space of Kunsthal Charlottenborg, a world in
a nutshellis revealed to the jazzy sound of a solo piano.

No one speaks throughout the 25 minutes of this puppet
show called The Expedition. The show as a whole re-cnacts
essential moments in Simon Starling's body of artwork
while simultancously unfolding a nareative of its own.

“The artist is embodied in the form of a delicate and resolute
hand puppet, whose similarity to the living model is ncither
coincidental nor nintended. The show proceeds in rapidly.

forward-moving action recounting

Because the free-range world will be steange to him,

As strange a3 o the bemused visior

This combination of iraffe and zebra,

Equally remote from the familiar child cotout of either

Hidden decp n the Congo, close to the cquator, this
“combination’ of creatures managed t remain unrecorded

in Alfred Brehm's Life of Animals unil 1901, ‘ruminanc
from the olden days, a sentry/ Planted on the zoological
roadside, as though to warn/ Against the pathos of the exotic
throwback." The natives are kniown to have hunt

animal to carve harps out ofits front legs, but they were

worshipped as a forest spiit. When one was caught, the
layitona bed of
' powerful soul. In 189, Heary

yet with its own twists and turns. The retrospective thus
gains an alternative touch with surprising effects.

In the frse scene, surrounded by tables covered with
diageams and sketches of fairytale-like animals, and isolated

kind of

on leaves' And even Sir Harry Johnston, who later bestowed
upon it the name *Okapia Johnston’, was convinced that the
bones he had sent back to London's British Museum belonged
t0a new sub-category of the zebra.s
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28) Recent History
Centro de Arte Contemporaneo de Malaga; Tate St. Ives, 2011

* Softcover, 250 x 222mm, 112pp + 8pp flapped cover.

* Designed by Alberto Ricca; printed by Imprenta Cervantina, S. L.

* Cover printed full colour on white coated board; interior printed full
colour on white coated paper. Sections sewn and glued.

* Exhibition catalogue.

Simon Starling

Recent History

4
=
i
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29) Simon Starling
Phaidon, 2012

* 289 x 250mm, 160pp + 4pp cover + dustjacket.

* Designed by Melanie Mues, Mues Design, London, UK printed in
Hong Kong.

* Dustjacket printed full colour on white coated paper, 60mm
diameter circular sticker printed in black on yellow sticker; cover
printed full colour on white coated board; interior printed full colour
on white coated paper.

* Serial monograph, confirms entirely to the template of the Phaidon
Contemporary Artists series.

SIMO |
"¥ STARLING

PHAIDON
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30) Simon Starling/Superflex,
Reprototypes, Triangulations and Road Tests
Sternberg Press, Berlin, Germany, 2012

* 207 x 230mm, 144pp + 4pp cover.

* Designed by Sara Hartmann, John McCusker; printed by
REMADprint, Vienna, Austria.

* Dustjacket printed full colour on white carton board; pages 1-112
printed full colour on white coated paper, pages 113—144 printed
black on white uncoated paper. Swiss style binding with column of
apertures cut in interior pages (as a stylistic device, not integral to the
binding’s structure).

+ Exhibition catalogue, including extensive work in progress and
research material.

Simon Superflex Il
I Starling el

ang ang
ulationsand  ulations and
Road Tests =~ Road Tests w

‘Thyssan-Boremisza Art Contemporary Surbergros™
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30) Reprototypes, Triangulations and Road Tests
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31) In Speculum

Monash University Museum of Art, Melbourne, Australia; Institute of
Modern Art, Brisbane, Australia; City Gallery Wellington Te Whare
Toi, New Zealand, 2013

* Casebound: 205 x 176mm (case), 72pp + 4pp throwout + printed
endpapers + 4pp cover.

* Covers wrapped in white uncoated paper printed in full colour;
interior and endpapers printed full colour on white uncoated paper.
Black head and tail bands, edges of book block painted black.

* Designed by Yanni Florence; printed by The Omne Group,
Australia.

+ Exhibition catalogue for survey exhibition across three venues.
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32) Black Drop
Modern Art Oxford, UK; Humboldt Books, Berlin, Germany, 2013

* Two softcover volumes in slipcase: 173 X 228mm (case); 167 x
223mm, pp (first volume, titled Black Drop Ciné-roman), 224 x
167mm, 16pp + 4pp cover (second volume, titled Black Drop Texts.
Printed black and spot grey. Sections sewn and glued, edges painted
black.

)

Two volumes in slipcase. Apparently to preserve the integrity of the
cine-roman, all text and accompanying date are presented in a stapled
supplement.
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32) Black Drop

Black Drop
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33) Metamorphology
Museum of Contemporary Art Chicago, USA, 2014

* Softcover: 254 x 204mm, 140pp + 4pp cover + dustjacket.

* Designed by Scott Reinhard and Haynes Riley, Scott Reinhard Co.,
Chicago; printed by Shapco Printing Inc., Minneapolis, USA.

* Dustjacket debossed on front, spine and back, and printed in black
on back and back flap on blue iridescent paper; cover blocked in gold
foil on front, spine, and back on brown carton board; interior pages
1-24 printed black and metallic bronze on warm white uncoated
paper, pages 25-48 printed full colour plus metallic bronze on warm
white uncoated paper, pages 49—80 print specification uncertain, pages
129-140 printed in black on warm white uncoated paper. Section
sewn with metallic bronze thread, otabind or derivative. Covers
printed in full colour on white uncoated paper; interior and endpapers
printed full colour and one spot varnish on warm white coated paper.
 Exhibition catalogue.

)

The backmatter includes a ‘Production Colophon’, which begins by
describing itself as follows: “This colophon details the materials and
processes of this book as a conceptual homage to Simon Starling’s
practice. It documents not only the key processes used in constructing
and executing the catalogue, but also the movement of raw materials
into finished goods and the flow of these goods nationally and
internationally.” The catalogue for a 1927 exhibition by Constantin
Brancusi is identified as an inspiration for the book’s design,
following the prominent role works by Brancusi play in Starling’s
exhibition at MCA Chicago.

EXHIBITION OF WORKS BY
STARLING
EMPORARY ART CHICAG

MUSEUM OF CONTEMi
‘ARTs cLu)
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33) Metamorphology

ooy

g nawy Wit flags n th clor of priners ik yetow,
blck) s st f b he colors of TV s o, groon, b, eerig
e two foncton o tho Romanin . A prining css was et up 1 the

i1 covr Th production o photographic documantaton threlore bocama he

o o synagogus no  pritag works, Fench nstuton' use ot
‘associaions of o).

Outmoded Prioting Processos

Increasingfocusonthe ol use i phtographi pintng. 1 2003,
o bogan producingpatinn/patdm i, Colbratd o thet exrad-

110 18508, but thoy wores00n e by cheape gean

Prits. Pacien Pisces,snd Plonets

print
S ammonn o st ambockdodn s ssfoce. o1 -
oho-

hotographic prt. As  osu e work s close i vay t Choyney.
Tromoser's et pantngs ased onthe appearance of canas weas.

Prints, Particles,
Palaces, and
Planets: Simon
Starling and

Photography

— st o Steep s ncependenty vty and sporascaty
TS| successulasan ot and damond deser, el spockizing
T et Duteh O Mastes and latr moderist and s,
SRS o was pernans bot known wii a crcies a the e
T i sgndaddy of o s
AT et imsoll bust known o i colbiy covers o Ancy Warhs
iy Infervow magan and i o soclfe. T copies
e atonsho rolved constant fhisand snes it
st On May 2, 1975, Unod ross fomatonl epored
et s

oo at th Hyce Park Hotel boeing o dath o 16 12>
wounds o is hed and storsoc” fictod by Douges A Bol,

ST L i

oy frtub fom ber s Pusband who, acoordng o the ar stor

o v a0 Francis Naumann, owned controling stock i the Frestons
ANDRRIRISE o and Rubber Coroany

i born i 1 Paso,Toas, bt Daylona Boach o,
At stuchyingat e Unversty o Flokda, i 1932 he moved 1o New Yok,
ners otk anaio o Go.

Stariog

‘ EEEEE
\ SRS EERT
, R BROEE

R e B e

st s, S e e
TERmSRENR S

"y

363



34) Pictures for an Exhibition (Titles & Notes)
The Arts Club of Chicago, USA, 2014

* Softcover: 219 x 159mm, 36pp + 4pp cover.

* Designed by Philipp Arnold; printer unidentified.

* Cover printed black on green uncoated board; interior printed black
on white uncoated paper. Singer sewn with white thread.

)

From page 2 : “Addressing two vintage installation photographs of
an exhibition of works by Constantin Brancusi, which was held at
The Arts Club of Chicago in 1927, Starling traces the pathways of the
nineteen sculptures visible in these images from the moment of the
exhibition until today.”

Simon Starling: Pictures for an Exhibition Titles & Notes

6 June — 27 September 2014

The Arts Club of Chicago.
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35)A-Z
Mousse Publishing, Milan, Italy, 2016

* Softcover: 165 x 106mm, 124pp + 4pp cover + 8pp dustjacket.

* Designed by Mousse; printed in Italy.

* Dustjacket screenprinted blue on clear acrylic; cover printed black
on white coated board, overall laminated except 7mm footer; interior
pages 1-16 printed black on white uncoated paper, overall laminated

except 7mm footer. Sections sewn and glued.

+ Exhibition catalogue, including documentation of two exhibitions
organised around a complete, alphabetical list of works by Starling,

with extended captions.

harnessed on the 30th and 3ist of
October, 1999, on the Suriname River
between Paramaribo and the Afobaka
dam, and used on the 7th of November,
1999, to drive an aluminium boat
through the canals of Amsterdam

« Year: 1999

« Materials: C-print. Made in an edition of 10

| « Dimensions: Print size 69 101 cm, framed size.

72x1041cm
> Further reading: Philipp Kalser, Daniel

Kurlakovi, Reid Shier, Simon Sterling:
Cuttings, Kunstmuseum Basel, Museum fur
Gegenwartskunst, Basel and The Povier Plant,
Toronto, 2005

- Se also Poster Edition

| R

| Recursive Plates (Anonymous,
Saint Francis, 18th Century,
Casa Luis Barragan)
« Year: 2014
+ Materials: Daguerreotype on silver-plated copper
+ Dimensions: Silver plate 24 x 19 cm, framed size
| 52x855cm

- See insert pp. 73-84

Recursive Plates (Glass Skull,
Casa Luis Barragan)

, 1:100
scale model of CAC Mg ,
g chi ral
mo f CAC Malaga

+ Year: 2010
« Materials: Recycled plasterboard, MDF:
+ Dimensions: 207 x 1110 x 543 cm
© Further reading: Montse Badis, Martin Clark,
Fernando Francés: Racent History, CAC
Malaga, Mélaga and Tate St Ives, St Ives, 2011
© Site-specific project realised at CAC Malaga

SIMON"STARLING

11,2

« Year: 201
« Materials: 1 rough-cut and 2 CNC-milled blocks of Carrara
marble, slings, pulley systems, rope, cable, shackies
- oI s -cut block 80cm,
blocks each 40 x 40 x 40 cm
© Further reading: Mariano Boggia, Maria
Centonze, Guillermo Faivovich, Nicolds
Goldberg, Jacob Lillemose, Hernan Pruden,
Simon Starling: The Inaccessible Poem,
Fondazione Merz, Turin, 2011

18 Copies of a Home-Made Stool
Found in Cluj, Romania, on the 11th of
June, 2001

« Year: 2001

rz 0

Simonstaring 73 Recursiva Pistes, 2014

« Materials: Denim, silkscreen printed cotton, silver coins,
wood, rubber, steel
« Dimensions: Each 50x 30 cm
o Further reading: Philipp Kaiser, Daniel
Kurjakovic, Reid Shier, Simon Starling:
Cuttings, Kunstmuseum Basel, Museum fiir
Gegenwartskunst, Basel and The Power Plant,

Toronto, 2005
> Sea also Home-made Three-legged Stool

24hr Tangenziale
A replica of the radiator from the
Bisiluro, designed by Carlo Mollino
and Mario Damonte for the 750cc
class at the 1955 Le Mans 24-hour
race, fitted to a 1986 FIAT Panda and
driven for 24 hours on 28-29 |
of March, 20086, around the
Tangenziale, Turin

+ Year: 2006

« Materlals: Contact print, lambda prints, drawings,
photocopies, plans, : scale model of a Bisluro radiator;
brass radiator parts and tools, wooden former, cardboard
radiator cover, 4 vitrines, neon lights, framed lambda print

+ Dimensions: Vitrines overall dimensions 879 x 779.8

x139.4 cm, radlator model 22 x 50 x 80 cm, framed print
795 975 em

24hr Tangenziale !
A replica of the radiator from the |
Bisiluro, designed by Carlo Mollino §

| 2
Simonstaring | 3

and Mario Damonte for the 750cc
class at the 1955 Le Mans 24-hour
race, fitted to a 1986 FIAT Panda and
driven for 24 hours on 28-29
of March, 2008, around the
Tangenziale, Turin

+ Year: 2006

« Materiais: Replics of a Bisiluro Radator, 1986 FIAT Penda

« Dimensions: Radiator 22 x 50 x 80 cm, FIAT Panda 142 x 340
x149 cm

24hr Tangenziale (Production Still,

Teatri di Posa Euphon, Via la Manta,

Torino)
A replica of the radiator from the
Bisiluro, designed by Carlo Mollino
and Mario Damonte for the 750cc
class at the 1955 Le Mans 24-hour
race, fitted to a 1986 FIAT Panda and
driven for 24 hours on 28-29
of March, 2006, around the
Tangenziale, Turin

« Year: 2006

+ Materials: Lambde print. Made in an edition of 10

« Dimensions: Print size 78 x 96 cm, framed size 79.5
X975 cm

o Further reading; Simon Starling: [24hr
iale], Galleria Franco Noero,
0t
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36) At Twilight
The Common Guild, Glasgow, UK; Dent-de-Leone, London, UK;
Japan Society, New York, USA, 2016

« Concept by Simon Starling and Abike; designed by Abike; printed
by Die Keure (Bruges, Belgium).

* One casebound volume, one newsprint volume in clear plastic
pocket; casebound volume: 205 x 134mm, 80pp + 8pp endpapers +
4pp cover; newsprint volume: 368 x 290mm, 48pp.

* Casebound volume: case wrapped in light brown uncoated paper
blocked in black foil; endpapers unprinted uncoated purple paper;
pages 1-32 printed black on light brown uncoated paper; pages 33—
80 printed black on warm white uncoated paper. Newsprint volume:
printed full colour on white newsprint.

AT TWILIGHT
collaboration

and
rformance
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36) At Twilight

'GUAKDIAN OF T3E WELL (AFTER EDMUND DULAC)

W.B¥eate found inspiration in Noh theatre’s embodiment

THE GUARDIAN
of the hi word s the Gusrdianof the Wellis typical
OF THE WELL insich, and

to protect the Wellof Immortality from mortal nterfes

(AFTER EDMUND T
] a! h:u]n:dmi: symbolic point of contact between the mundane
rld irit world and a for the keenly | ive
DULAC) el e ey
Note: While originally performed by the Japancse
émigré dancer Michio Ito, a key playe in the realisation

charred chododendron

P o) of Yeats' nco-Nob, for At Tuilight the role of the
b Guardian of the Well is performed by the classically
trained dancer Thomas Edwards. The central
hawk dance has been ¢ phed by Javier De Frutos

Hiawk hood made in collaboration with Kumi Sakurai, Atclicr
‘Hinode Tnc, Tokyo. Blast tree made in collaboration with Simon
‘Hopkint, Score Associates Sculpture and Design, Glasgow with
Alssdsi Eckersall.

in collaboration with Scottish Ballet. O stage, the
‘ghostly Guardian will be present as  free-floating,
projected image.
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