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INTRODUCTION 

The focus of this dissertation is the establishment of various entry-points 
into my practical project, Postproduction (2007 -2009). My project entails 

re-printing Nicolas Bourriaud's Postproduction (2007) with outdated and 

superseded printing technology, specifically letterpress/movable type. 

The text is printed onto paper that was handmade from original copies 

of Postproduction . Standard letterpress ink was used in combination 

with a Vandercook 219 AB press for the printing. To compensate for the 
occurrence of various complications and errors during the production 

process there were three to five working copies of the book. After a Single 

volume was selected for presentation in the gallery space all the remaining 
copies of the text were destroyed. 

Each section of this dissertation explores a specific concept, and attempts 
to validate it as a method of engagement by inter-relating those concerns 

to my project, as well as a select group of artists. These artists are Siemon @ @
Allen, Janine Antoni, Vija Celmins, Paul Edmunds, Tom Friedman, Richard 

Long, Marco Maggi, Marina Abromovic and Ulay. Aside from this core 

group of artists who engage in time and labour-intensive projects, I and 
made reference to additional projects to flesh out my concerns in various 

subsections. The most important of these are Dard Hunter, Jorge Luis 

Borges Allen Ruppersberg, Marcel Duchamp and Richard Hamilton. 

Section 1 (My Production) provides an overview of my project as well as 

detail of a series of critical choices that were made during the production 

of the work. A condensed history of printing and papermaking will be 

provided in order to contextualize my production. In addition to this the 
choice to print Postproduction is clearly motivated and detail is provided 

about how the content of that text relates to my project. 

Section 2 (Critical Appraisal of My Practice) examines the tension between 

text and image, and points out the conceptual importance of selecting and 
producing a unique book-object. Reference is made to how that choice 
relates my project to the material understanding of books. 
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Section 3 (Copy, Facsimile, Reconstruction, Repetition, Replication, 
Reproduction) briefly examines the language of 'reproduction' and how it 

expands on the reading of my project. Another focal pOint is the definition 

of my project as a reproduction and not a copy of Postproduction. 

Section 4 (Process-based Production) examines the core ideals of the 

Process Art movement and employs it as a framework to engage time 

and labour-intensive projects. In order to accomplish this task, detail 

was provided about the movement and these ideals was be applied to 
various artworks. In brief this section emphasizes the importance of the 
production process in directing the interpretation of the work , as well as 
the importance of materiality and ephemerality. 

Section 5 (Time) employs the notion of time to build a framework to view 

both the artists and the viewers' experience of time. In brief it is concerned@ @
with making time materially present in the engagement of the work. 

Section 6 (Solitude) outlines why solitude forms an important part in the 
critical comprehension of my process. This was achieved by examining 
specific individuals who have utilised solitude in their life and work. These 

examples are related to my own project as well as my set of artistic 
references. 

My discussion was then concluded by drawing together key points from 

all these sections and directly relating it to my project. 
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MY PRODUCTION 

This section will provide an overview of my project as well as detail of 
a series of critical choices that were made during the production of the 

work. A condensed history of printing and papermaking will be provided in 

order to contextualize my production. In addition to this the choice to print 

Postproduction is clearly motivated and detail is provided about how the 

content of that text relates to my project. 

BRIEF DESCRIPTION OF MY PROJECT 

My project entails re-printing Nicolas Bourriaud's Postproduction with 

outdated and superseded printing technology, specifically letterpress! 

movable type. The text is printed onto paper that has been handmade 

from original copies of Postproduction . Standard letterpress ink is used 

in combination with a Vandercook 219 AB press for the printing. To 

compensate for the occurrence of various complications and errors during 

the production process there will be three to five working copies of the @ @
book. After a single volume has been selected for presentation in the 

gallery space all the remaining copies of the text were destroyed. 

A single printed copy of Postproduction in the format of a manuscript will 

be presented in the gallery space. There will be 24 sheets of paper in total , 

each with four impressions taken from the hand composed movable type 

pages. 

A BRIEF HISTORY OF PRINTING' AND PAPERMAKlNG2 

The invention of paper is historically attributed to Ts'ai Lun during 105 AD. 

Ts'ai Lun was the court official who reported the invention of paper to the 

emperor, but there is some doubt whether he was the actual inventor1 

(Hunter, 1978: 50). Hunter argues that the date seems rather arbitrarily 

chosen, since the papermaking process must have been experimented 

with quite extenSively before a mass-producible process could be 

identified" (Hunter, 1978: 50). 
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"Paper, as distinguished from other earlier flexible writing substrates 
(leaves, bark, papyrus), is formed from a suspension of fibres in water. 

The fibres are deposited onto a seivelike carrier (called a mould)" from 

which the water drains away, leaving the fibres in the form of a wet mate 

that is then removed and dried. In the Chinese method the damp, limp 

sheet of paper would be brushed onto a smooth board (or, in later times, 

a smooth, heated tile surface) and permitted to dry completely. One side, 

consequently, was rougher than the other, the smooth side being the one 
touching the board or tile"(Schlosser, 1978: 189). In certain locations the 

East paper is dried by different methods: large sheets are sometimes left 
to dry on the mould in the sun or laid down on the ground or floor, whilst 

in other areas the sheets are laid on top of each other and submitted to 

large volumes of pressure". In the West the paper is transferred (couched) 

from the mould onto a water absorbent material, in most cases felt. This 

process is repeated until a quire of 24 sheets is formed, each sheet of@ @
paper was separated from the next by a section of felt slightly larger than 

the paper's size. Six quires of paper were stacked to form a post and this 

was submitted to large volumes of pressure to squeeze the remaining 
moisture out of the wet paper. At this stage the paper was dried by 

hanging the paper in groups of five in specifically denoted drying rooms. 

Size was optionally added after the paper was completely dry, although 

sometimes this was added to the vat. It is important to emphasize that 

paper consists of finely macerated material that is grouped together 

through a process of dipping or pouring, as opposed to the papyrus of the 

Egyptians which is not considered to be paper as it is composed of built 

up strips into laminated sheets (Hunter, 1978: 50). 

The history of papermaking is a long and often contradictory time line, 

but attention needs to be drawn to the following key points. Paper only 

became universally accepted as a writing medium in China during 300 AD, 

nearly 200 years after its invention (Hunter, 1978: 467). The oldest existing 
piece of handmade paper dates back to 399 AD and was discovered 

during expeditions undertaken between 1902-7 by Dr. Grundwedel and 
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Dr. Von Le Coq in Turfan, Chinese Turkestan (Hunter, 1978: 467). 

The first time text was printed on paper was for Empress Shbtoku's One 

Million printed dh8.rani6 (Hunter, 1978: 469). This large-scale undertaking 

was in response to both the outbreak of smallpox epidemic in 735 AD 

and as an act of penance for the tragic loss of life in the revolt of Emi 

Oshikatsu, an eight year long civil war that ended in 764 AD. The task 

assigned by Empress Shbtoku was the following: "one million three
storey pagodas made, four and a half inches high and three and a half 
inches in diameter at the base. Within each of the pagodas was placed 
a single copy of the one of the four dharani': Kompon (or Nemoto), Jishin 
(or Jlshinin), Sbrin, and Rokudo" (Hunter, 1978: 68-9r. These pagodas, 

with their charms inside, were equally distributed amongst ten Buddhist 

temples in Japan. Through the ravages of time, as well as the buming 

of about nine of these temples during 1908 only 102 pagodas remained @ @
intact, with only 27 Kompon, 39 Jishin, 23 Sbrin , and 7 Rokudo dharani' 
remaining (Hunter, 1978:69). 

It took a total of 175 men roughly 6 years to complete the One Million 
printed dharani; this is historically regarded as the first form of mass 

production (Hunter, 1978: 472). This is not the only example of such a 
massive undertaking, as the history of the printed word features a few epic 

gestures. For example, Fen Tao's printing of the Confucian Classics from 
932-953 AD, (Hunter, 1978: 470) or the printing of the Buddhist cannon, 

the Tripitaka - the three divisions of Buddhist scriptures: Discipline, 
Discourses and Metaphysics, which comprised 130, 000 pages (Hunter, 

1978: 471). These examples are very useful as they provide historical 

precedent for my intention to produce a printed artefact through an 
extremely labour-intensive process. 

The Diamond Sutra is regarded as the earliest dated book and was 
printed by Wang Chieh in 868 AD The book takes the form of a sixteen feet 
roll and was produced in China with the woodblock printing process. It 
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should be noted that the roll (or scroll or manuscript) was the original form 
of the true Chinese book (Hunter, 1978: 470) , and that the Chinese only 

made use of folded books from around 950 f>D (Hunter, 1978: 470). 

Movable type was invented between 1041-9 f>D by Pi-Sheng, but it did not 

have a significant impact. The main reason is that the Chinese language 

is ideographic not alphabetic (Clair, 1969). Movable types made of metal 
were used in the fifteenth century in Korea. There is one notation of a set 

of 100, 000 copper types that were cast in 1403 and remained in use until 
1544 (Clair, 1969). 

Johann Gutenberg of Mainz started experimenting with the art of printing 

around 1436. He is often attributed as the inventor of printing, although he 

should be more accurately accredited as the individual whose innovation 

revolutionized the printing industry (Jennet, 1973). Laurens Janszoon 

Koster (or Coster) of Holland seems to be historians' dubious second 

favourite contender for this position (Clair & Busic-Snyder, 2005) . There is 

currently a large degree of doubt about whether Coster actually really did 
use the methods historically ascribed to him8. 

* * 

In the Middle Ages there were two kinds of book printing methods 

available in Europe. The first was printing from wooden blocks (called 

blockbooks or xylography), the second was Gutenberg's. It is useful 

to look at the options in terms of the benefits and drawbacks of each 

process. Gutenberg's method was considered superior for the following 

reasons. The ability to re-use the type from book to book, made movable 

type a better choice than the woodblock, which could only be used as 

fire-wood after the print-run was finished (Jennet, 1973). The metal type 

could also withstand a higher amount of battering by the presses than 

the woodblocks. Lastly corrections are much easier done when you can 

remove and re-insert a single letter, as opposed to re-carving an entire 
wooden block (Jennet, 1973). 
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The first dated example of a document printed from movable type in the 
Western world, as per Gutenberg's innovation, is the 30-Une Indulgence 

of Pope Nicolas V. This was dated 1454, and printed in two editions 

(Clair, 1969). The 42 Une Bible is the earliest book printed in the Western 

world to have survived until today, and it is considered the first full length 

book to be printed in the Westem world. The bible was a total of 1286 

pages, each page measuring 409x290mm. It is estimated that there 
were between 180 and 200 copies printed on paper and 30 on vellum. 

Currently 48 copies are known to still be in existence; 36 on paper, 12 on 
vellum (McLean, 1992). In addition to these copies there are numerous 
fragments mostly from a single imperfect copy broken up in the early years 

of the last century. 

This was Gutenberg's most ambitious project, and one which he actually 

never personally appeared to finish. Near the end of this project a lawsuit @ @
took place, and Gutenberg had to turn over the reins of the company 

to Johann Faust (sometimes referred to as Fust) and Peter Schbffer of 
Gernsheim (his scheming partners). These two individuals proceeded to 

make quite a profit from Gutenberg's innovation (McLean, 1992). 

After the production of Gutenberg's 42 Une Bible (1450-5), a large quantity 
of individuals took up printing as their trade and set up shop with all the 

required equipment. The logical consequence of this was the development 
of various typefaces, and further refinements to printing technology. 

For the sake of chronological accuracy it is useful to return to the 

development of papermaking at this stage. I wish to point to two specific 

inventions that were crucial to the development of the craft, the first is the 
'Hollander' beater and the second is the first machine to mechanically 

produce paper. The 'Hollander' was a machine that: 

consisted of an oblong wooden tUb. rounded at both ends. in which revolved a solid 

wooden roll made from the trunk of a tree and fitted wrth about thirty iron knives. The linen 

and cotton rags circulated around the tub and were lacerated by the action of the metal 
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bars and the roll revolving aver a metal on stone bed-plate set in me bottom of the tub 

directly under the roll (Hunter, 1978: 162). 

The Hollander' beater was first used during 1710, and its name is mainly 

attributed to the country of its origin as the inventor of this device is 

unknown. The device also had the power to produce eight times as much 
as the stamping-mills9 that preceded it (Hunter, 1978: 363). 

The second innovation was the invention of the paper-machine dated 

1798 and is attributed to the Frenchman Nicholas-Louis Robert. His 
motivation was to improve the efficiency of the craft, to make cheaper 

paper. and find a means to resolve his personal lack of tolerance for the 

quarrelling and the lack of discipline of papermakers in general '°(Hunter, 

1978: 343). The basic principles that Robert used to build his machine 

formed the basis for many subsequent papermaking machines (including 

most contemporary models). After the initial success and securing of a 
@ @patent for his inventions, Robert and his financial benefactors St, Leger 

and Fran<;:ios Didot, had large differences, resulting in a lawsuit '1 , A more 

commercially viable and practical model of Robert's papermaking machine 
was constructed years later in England by John Gamble the owner of a 

paper-mill, Henry and Sealy Fourdrinier12 and the engineer Bryan Donkin 

(Hunter, 1978: 349). It should be noted that here was one papermaking 
machine, the cylinder machine, which was created by John Dickenson in 

Herthfordshire during 1809, which deviated from Robert's design (Hunter, 

1978: 350). Later developments in this industry even included the design 

of a cylinder mould machine that imitated handmade paper (Hunter, 1978: 

368). 

The printing industry also made steady advancement; the first iron hand 

press was produced in the 181h century by the third earl of Stanhope. In 
1812 the first power driven cylinder press was installed to print the London 

Times, most likely to answer the call for larger volumes of printed news. 
It is interesting to note that books during this time were still produced 

using handmade papers and printed using hand presses (McLean, 1992). 
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This was attributed to the limitations of the printing machines as well as a 
certain level of attachment to handmade books. 

This phenomenon has had a notable effect on the printing industry; 

the effects are even visible in the first font Gutenberg designed for 

printing the 42-Line Bible. Gutenberg's font, Black letter (or Gothic 

script), was modelled on the style of the handwritten manuscripts of 

that time. The motivation was to make the printed page as accessible 

to Medieval readers as the handwritten texts they were accustomed to. 
Furthermore in the history of manuscripts there exists a phenomenon 
called the 'Trembling hand' - in this state the monk would be so filled with 

excitement about the fact that he was prophesising the word of God that 

his hands trembled slightly. This was imitated by a few specially selected 

monks for the reproduction of very important biblical texts, and could 

of course not be reproduced by movable type. Another example is the @ @
fact that printing was only introduced in 1861 in Ethiopia by the Italian 

Lazarist missionary Biancheri, at Massawa (Pankhurst, 1998a: Online) . A 

second missionary printing effort was made by a group of French Lazarist 
missionaries in 1879, at Keren . Their products included various religious 
texts like Psalters and Hymn Books (Pankhurst, 1998b: Online) '3. Although 

the population was very advanced in various other categories, there was 
a large amount of resistance to the printed word replacing the handwritten 

word. This was particularly true in the case of prayer books, which were 
regarded as more valuable when handwritten. The motivation for this was 

that the act of reproducing the text by hand somehow aligned the author, 
and by proxy the reader, closer to God. 

Hand composing was the main method of composition until the last 

two decades of the 191h century. The main obstacles that the designers 
of a fully functional typographic machine had to overcome was that 

the machine was required to compose type, do the justification and 
the redistribution" (or dissing) of the type into the job cases. Linn Boyd 
Benton invented the punch cutting machine in 1885, which replaced the 
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need for punch-cutting individual letters by hand. This cleared the way 
for the development of composing machines, as Ottmar Mergenthaler 

patented his Linotype machine" soon afterwards. The first commercially 

successful machine was produced the following year. 

The Linotype produces a single, solid line of type (called a slug), rather 

than the individual letters of movable type. Using the keyboard connected 
to the machine the operator would type out a line. At each press of a key 

a matrix (basically a mould for the character) would drop from the keybank 
above the typewriter. Each letter is kept in a separate magazine. When 

the line is finished the machine injects molten metal, which solidifies into a 

slug. After this the matrices are distributed back into the keybank, by the 

machine. When printing is complete and the slug is of no use anymore, it 

can be molten into ingots (long metal strips) and can be re-used to cast 

slugs. At the time this was considered a great innovation as it did away @ @
with the need for redistribution. 

A prototype of the Monotype was publicly demonstrated by its inventor 
Tolbert Langston in 1887. In general the Monotype was considered better 

for printing of books due to the ease of use, and the fact that there was 

no new lay of a keyboard or case to learn'5. Linotype was preferred for the 

production of newspapers and magazines, which required large volumes 

of printing to be done in short spaces of time (Jennet, 1973:32) . Having 

a printers pi (a pile of unorganized type, usually when type falls when 

being transferred from one work area to another) in a newsroom would 
be a disaster for such a tight schedule. There are notable exceptions 

to this generalization; The Times, for example, used a large quantity of 

Monotypes (Jennet, 1973). The next step in machine compOSition was the 

Intertype composing machine, first conceived in 1 9 11 by Herman Ridder. 
It was released on the market in 1 9 14; this was two years after its initial 

public demonstration in 1912. 
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museums, archives and company display cabinets. 

Locating type would not have been so difficOlt had I been located in UK, 

Europe or in America. In those locations the influence of the Private Press 

movement ensured that a proportionally larger effort was made to retain 

the equipment by small pockets of individuals. The motivation behind 

these small presses preference for these outdated printing methods is 
an aesthetic one citing the importance of "distinctive look that metal type 
gives" (Loxley, 2006: 59) and that (to them) "there is no substitute for 

that kind of quality" (Loxley, 2006: 59). These examples from the printing 
industry are one of the two main demands for this outdated technology'8. 

The other is countries in the developing world like Bangladesh, Ethiopia, 

and India. In Type: The Secret History of Letters (2006) Simon Loxley 

interviews Duncan Avery, an employee at the Type Museum, who explains@ @
that these countries "want to switch over to digital technology, but 

can't afford to. Metal setting may be more labour-intensive, but in these 

countries labour costs are cheaper. So the system works . There are also 

parts of the world where the supply of electricity is uncertain; not much 
help for computers"'9 (Loxley, 2006: 58-59) . 

Hand papermaking is slightly more prominent and there are local retailers 

and producers of handmade paper. In Cape Town there is Joseph Deliza, 

the sole proprietor of Thando Papers, who produces handmade paper on 

a small scale. Thando Papers harvests alien reeds from the surrounding 
rivers and wetlands, and produces a variety of paper products. Diliza also 

hosts workshops in Cape Town and Eastern Cape to pass on the skills to 

the surrounding communities and township areas. 

Phumani Paper, founded by Kim Berman in 1996, is linked to the 

Papermaking Research and Development Unit of the Fine Art Department 
of the University of Johannesburg. This initiative provides the opportunity 

to research various innovations and experiments related to archival 
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As printing technology kept on evolving, the machines became 

progressively more and more complex, each featuring a new series of, 

computerised interventions. After the introduction of photo-typesetters 

(1948), various other mechanical inventions were made to improve the 

trade. In 1965 University of Newcastle started to research the industrial 

application of computer-aided type-setting. By the early 1990's computer

based design applications and software superseded photo type-setting. 

All of which culminates in the Espresso Book machine IS (EBM) which can 

produce a bound book from an electronic text in under five minutes (On 

Demand Books, 2009: Online). The EBM has been likened to a medieval 

scribe, a one-stop-publishing-shop, and even an ATM for books. The EBM 

was listed under Time Magazine's best inventions of 2007 and has been 

labelled as big an innovation to the book printing trade as Gutenberg's 

(Oreskovic, 2009). 

®THE CONTEMPORARY PLACE OF THESE SUPERSEDED PRINTING 

AND PAPERMAKING METHODS 

Within context of this brief17 historical lesson, the place of this outdated 

(and superseded) technology has to be questioned. In particular what is 

the contemporary place of handmade paper and hand composing type 

and who still operates it? 

There are still private collections of this material as well as a few 

companies that employ it for commercial purposes. In Cape Town, OzPrint 

is in possession of 15 fully functional Heidelberg's and numerous job 

cases of type, while Merckel & Sons Printers own an Intertype and various 

font matrices. In Johannesburg Calrose Typesetters have a fully functional 

workshop and produce leading with a Monotype Supercaster, type on 

an Intertype C4 and use a Ludlow Typograph to cast type from handset 

matrixes. In addition to this they also recycle type for a fair price. Certain 

tertiary institutions also have collections like the Michaelis School of Fine 

Art (housed in the University of Cape Town Bindery department) as well as 

the University of Stellenbosch, and then there are the smaller collections in 
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practices in the handmade paper industry. In addition to providing 

research opportunities, Phumani Paper also supports and trains 14 

handmade paper producers2o in 6 provinces, and thus also functions as a 

form of sustainable community development for these areas. Using local 

materials these papermakers produce a variety of handmade papers and 

paper related products. 

Eco Africa is a project founded by Walter Ruprecht in the 1990's in Harare 

Zimbabwe with similar ideals of sustainable community development 

(Brockbank, H & Ashby, J, 2004: 68). Aside from offering much needed 
work opportunities and skills training in economically impoverished 

Zimbabwe, it also offers on-site day-care facilities and daily meals to its 

employees (Brockbank & Ashby, 2004: 71). Eco Africa is currently run by 

Janice Ashby and Walter Ruprecht, and sells its wares on the US market 

through Provo Craft. 

On the international front the following companies produce handmade 

paper in large quantities: Fabriano (Fabriano, Italy), Twin Rocker 

(Brookston, Indiana), Cave Paper (Minneapolis, Minnesota), Somerset 
Paper (England)21 as well as the community of Kagzi (Sanganer, Jaipur). 

There are of course various other producers of handmade paper, but 
these examples should make it clear that the industry is still thriving. 

* * 


The equipment required for professionally producing handmade paper is 

quite intricate to manufacture, there are currently only a few individuals 

operating in the West who engage in this task for commercial gain. Two 

notable examples are Lee Scott McDonald (Boston), who provides a host 

of tools for papermaking, and Timothy Moore22 (Britain), who specializes in 

mould and book binding tools. Both have numerous years of experience 

and supply products to customers world-wide. The construction of these 

tools, the Hollander Beaters for example, are also quite a mammoth task 
to undertake. Some of the reasons why these items are so scarce are the 

high input costs, the level of specialization required from the artisan, the 
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difficult techniques required to construct the equipment, as well as the low 
profit margins and the diminished customer base. 

A BRIEF BREAKDOWN OF MY PRODUCTION PROCESS 
PAPERMAKING 

Tearing & sorting the COpies of Postproduction according to the project's requirements. 

Feeding these sections of paper through a paper shredder 

Cutting the pages by hand wrth a pair of scissors 

Soaking bits 01 paper & boiling it on a spiral plate stove 

Pulping with my pulping device for 3D to 60 minurtes (the last two steps are repeated) 

Adding pulped paper to the vat. one page at a time 

Pulling sheets from the vat in groups of five. each sheet is placed on a separate sheet of fe~ 

The group paper pulled from vat IS then pad with newspaper on all Sides 

Apply pressure to the paper in a screw type bookmaking press 

Transfer press paper to dry sheets of lett. pad with dry newspaper 

Leave in press overnight * * 

Change to dry sheets of lelt next morning (remove resin sheets). repeat transfer to dry fett 

each morn ing 

When paper dry enough transfer pages to aluminium plates 

Rotate pages amongst themselves each morning. changing which paper surface which way 

and orientation of page 

PRINTING 


Select page to be printed 


Compose textual content of page with movable type 


Once complete page. correct any spacing problems. lock up forme 


Print proof 


Read through print for errors 


Correct errors (these three steps alre repeated to eliminate any errors) 


Print final page on handmade paper 


Allow prints to dry and add any missing details by hand 
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FINALIZING PROJECT 

When prinltng process IS complete 

Select the prints of the highest quality, and group sections accordingly 

Repeat the papermaking process to pulp the pages printed wrth movable type that do not 

form part of the final manuscript". 

MOTIVATION FOR THE CHOICES RELATING TO PRODUCTION 

PROCESSES AND MATERIALS 
There are three concerns that need to be addressed before a more 
rigorous investigation of the project can continue. The first is the 
motivation for the choices that were made during the project with regard 

to materials; the second is the importance of documentation in my project 

and lastly, why I elected to print Postproduction. 

MATERIALS
@ @During the production process I had to make some key decisions about 

the physical properties of the book. The core components of bookmaking 
is paper, printed content, ink and lastly tools. At the start of the process 

the knowledge of the impact these choices would have on the final 
product was rather immobilizing and to compensate lover-researched 

largely irrelevant data. Given the parameters of my investigation the logical 
choice was initially to produce everything myself. This would have included 

everything from the press, paper, ink, exquisite hand-woven brass moulds 
for papermaking as well as deSigning and manufacturing a typeface24 . 

When it came to the paper I printed the text upon, I deemed it more 

conceptually appropriate to print on paper recycled from existing copies 

of Postproduction rather than imported handmade paper. The motivation 

was primarily to make the artwork materially linked to the focus of my 
investigation. There was also the slightly perverse act of destroying 

existing copies of the contested text. Bourriaud's text therefore not only 
provided the textual content, and a conceptual framework for the project 

but also the vehicle for the physical consumption of the reproduced text. 
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Another complex choice was to either produce the ink myself or purchase 
it. In the brief explanation of my project I pOinted out that I elected to 
purchase the ink, but this choice was in no way taken lightly. There was' 

the element of time constraints: I spent roughly six months experimenting 

with papermaking processes, and did not have the lUxury of dedicating 
another extensive time period to experimentation with materials and 
honing ink-making skills . Furthermore there was the issue of whether it 
would be possible to produce ink of a sufficient quantity and quality to 
print the book. 

After extensive research into ink-making as well as its place in the overall 
history of bookmaking, it dawned upon me that the focus of the project 

was not to produce an entire book from scratch (unlike Dard Hunter, which 
will be expanded on later) . Within the history of bookmaking there was 
always a division of labour; in the printing trade books were printed using @ @
a chapel of four or five men, compositors, pressmen, the printers reader 
and a series of apprentices25. With papermaking a similar division of labour 
exists and in both cases a large portion of the materials required for the 
process was outsourced. This is also true of the way manuscripts and 
other scriptures were produced by monasteries. 

The fact remains that very few books (if any at all) were produced 
according to the obscure parameters of my project. In my project I am 
single-handedly producing handmade paper from existing copies of the 
book and reprinting the entire textual content of that book through the 
most laborious means possible. My project is not just about re-enacting 

history or making my interest in antiquated technology the subject of my 
work. In this project I designed a systematic and labour-intensive process 
in reaction to the intellectual and historical terrain outlined by the focus of 
my investigation. This terrain, as well as the complex history of printing 
and papermaking, provides not only a backdrop against which to view the 
work, but an entry point into the work itself. The detailed account of the 
various developments in the fields of papenmaking and printing is intended 

23 

@ 



Univ
ers

ity
 of

 C
ap

e T
ow

n

@ 

as a means to situate my project within a very specific continuum of 
thought surrounding the printed word; 

There is another consideration that is to be mentioned here that relates to 

the way the art world, as an industry, co-opts outdated technologies that 

have lost their commercial value. Although the link might seem tenuous, 

it is useful to note that Etching was at one stage the primary means 
to illustrate printed material, when it was superseded by various other 
printing media the technique was co-opted for artistic expression 

The term 'altermodern' is useful on this point as it accounts for two 
particularly important qualities of my project. This term, coined by Nicolas 

Bourriaud, provides an outline for the contemporary response to the 

current artistic crisis of identity, representation and expression. 

@ @
The term anermodern·. which serves ... to delimit the void beyond the postmodern, has 

its roots in the idea of 'other· ness' (Latin aner = other' , with the added English connotation 

of 'different') and suggests a munitude of possibilities, of anernatives to a single route. In 

the geo·political world, 'alterglobalisation' defines the plurality of local opposit ions to the 

economic standardisation imposed by globalisation, i.e. the struggle for diversity. Here we 

are back with the image of the archipelago"': instead of aiming at a kind of summation, 

anermodernism sees itself as a constellation of ideas linked by the emerging and ultimately 

irresistible will to create a form of modernism for the twenty· first century (Bourriaud, 2009: 

12). 

Attermodemsm can be defined as that moment when it became possible for us to produce 

something that made sense starting from an assumed heterOChrony, that is, from a viSion 

of human history as constituted of muniple temporalities, disdaining the nostalgia for the 

avant·garde and indeed for any era· a positive vision of chaos and complexity. It is neither 

a petnfied kind of time advancing in loops (post modernism) nor a linear vision of history 

(modernism), but a positive experience of disorientation through an art·form exploring all 

dimensions of the present, tracing lines in all directions of time and space. The artist turns 

cultural nomad: what remains of the Baudelairean model of modernism is no doubt this 
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fianerie, transformed into a technique for generating creativeness and deriving knowledge 

(Bourriaud, 2009: 13). 

The first section outlines this relation of the altermodern with relation to 

modernity as well as postmodernism, and attempts to situate in a parallel 
plane rather than one involving the linear progressions of time. The reason 
is that the historical trajectory by default places the altermodern after 
modernism, rather than allowing it to operate freely without such narrow 
boundaries. 

The relevance of this particular term to my project is the following; firstly 

it accounts for my interest in time as manifested by the use of outdated 
and superseded technology and secondly it formulates a paradigm for 

my approach to production. In the first instance Bourriaud outlines artists 
who use the past to confound the (their) present (Bourriaud, 2009: 12). 

@ @When citing Marcel Duchamp, Bourriaud points out that the incorporation 
of archaic forms and anachronistic elements introduces a time-lag or 
delay and an element of multi-temporality into the ari'Norks (Bourriaud, 
2009: 12). Through the act of sampling the past, artists construct a duality 
between opposing ideas; for example between past and present, pre
recorded and immediate (live) or the documentation and fiction (Bourriaud, 
2009: 12). In my work these opposing views are combined to re-examine 
the present, both in terms of the production process of the work as well as 
my own relationship to the dense history of papermaking and printing. 

The second element of the altermodern is the reframing of the artist as 
a nomad, the idea is argued for more intensely by T. J. Demos when 

examining the work of artists in exile, diaspora and those who engage 
this terrain. While I am in not primarily interested in the plight of refugees 
or exiles, the idea of the artist as nomad is extremely useful as it outlines 
my approach to production. I migrate from one media and medium to 
another in order to find the most conceptually eloquent expressions for my 
concerns27 • This is perhaps a more pOSitive connotation than Wim Delvoye 
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who likens his artistic practice to a viral or parasitic mode of production 
(Enright, 2005: Online). 

My equipment and process are very crude derivatives of the elegant 

designs often found in these crafts. Some examples of these designs are 

provided in the accompanying documentation booklet. After extensive 

research into this field I elected the most laborious means to produce 
my end-product. At various points I had the option of taking an easier 

route - Joseph Deliza (a papermaker I consulted) offered to pulp my paper 
for me in his Hollander Beater, the Parliament Conservation Department 

offered me the use of their presses and calendaring tools to ensure a 

smoother paper surface, an operator at Merkel and Sons offered me the 

use of their Linotype machine for the composition and printing of the text, 

The Cape Town Letterpress Company suggested the use of the polymer 

plate printing process for a higher quality print. At each of these points I @ @
remained committed to my goal of engaging in a time and labour-intensive 

production process that made the intense physicality of the act of creating 

the book part and parcel of the overall reading of the work2B 

DOCUMENTATION AND ITS IMPORTANCE FOR MY PROCESS 

The act of documenting my process plays an important part in sculpting 
the overall nature of my project. There are after all various connotations 

attached to different forms of documentation. The particular modes I 

reference here are video recording through CC1V cameras, blogging, as 

well time notations and photographs. 

I have elected to mainly document my process through time notations and 

photographs, but I wish to expand on my motivation. Initially I considered 

documenting the entire process with the use of CC1V cameras, but based 

on the following reasons I felt it was not an appropriate medium. CC1V 

documentation would have provided an accurate means to circumscribe 
the entire length and effort required to complete the project. It would also 

however have resulted in a terabyte29 of data that would serve little other 
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purpose than proving that I did indeed to 2, 000 hours of labour. 

Through a much laboure~ process of editing, converting and file renaming 

I would have created an archive that no one would actually consultJO . The 

idea of going through considerable effort to establishing an essentially 
useless archive is linked to the aims of the work through the possibilities 
that the interaction with that database would proffer. The important 
question, as Virginia Mac Kenny pointed out, is what would anyone who 

did indeed decided to watch 2, 000 hours of me producing the object 
successfully establish? These kinds of ideas around practice, product, 
reception and the value of that gesture is intricately tied to the fact that I 
am laboriously printing a book that is not intended to be read. 

The choice to limit the physical evidence is an attempt to let the project 
enter the domain of faith. Within this sphere of reference the viewer @ ®is required to have faith in the scale of the project . The lack of factual 
evidence to prove that the project is indeed what it attests to be is further 
accentuated by the fact that the viewer will have very limited access to the 
actual work31 

. To my mind this kind of consideration is more appropriate 
given my project's association with individuals who painstakingly 
transcribed and reproduced complex medieval manuscripts and other 
texts by hand. 

As pointed out before, I elected to primarily document my project through 

photographs and time measurements. The first is general snapshots of 
various stages of the production process; the second is the photographs 
of the re-printed pages of Postproduction as well scans of the movable 
type shortly after printing the final version of each page. 
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The time measurements mentioned earlier needs to be explained on in 
order to elucidate their importance for my project. With each spe.cific 

task like papermaking and printing the task was divided into various 

sub-actions, each of these were stop-watched and the data collated 

into Microsoft Office - Excel spreadsheets . These stop-watChed time

measurements (and their previous manifestation as graphs32j are however 

not part and parcel of the final work. The time measurements (with all 
their baggage of being potentially regarded as obsessive) are primarily a 

means to facilitate my production process. The graphs provide feedback 
on my performance/progress, and doubles as an accurate reflection of the 
length of the repetitive aspects of the project. These graphs were crucial in 

establishing the feasibility of the project, but unfortunately omit a great deal 

of information. Missing elements are the time I invested in learning each 

trade, adapting that knowledge to accommodate my process, certain 

errors in the creation of the work, the various consultations I had with ® ®professionals, time spent on the telephone with printers and scrap-metal 

yards in search of type and hours spent online downloading additional 
data for improving the quality of my product (unfortunately these elements, 

could be not reduced to time and motion studies). 

NICOLAS BOURRIAUD - POSTPRODUCTION 

At this point it is quite crucial to initiate my discussion of Nicolas 

Bourriaud's text Postproduction (2007). At the time of its publication the 
work attempted to provide new methods to examine the works of artist 

who engage ideas of reproduction, copying and reinterpretation . Bourriaud 
argued that the difference in the contemporary artist acts of reproduction 

and that of their predecessors is the specificity of their articulation of 

ideas. The artists;':) Bourriaud discusses engage the existing object in 

way that articulates new ideas about the existing work and provides a re
examination of the ideas represented in it. 

Bourriaud states that what motivates artists to reproduce existing works 

is an attempt to "produce an alternative space and time, that is to 
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reintroduce the multiple and the possible back into the closed circuit of the 
social, and for this, the artists must go as back as far as possible into the 
collective machinery" (Bourriaud, 2005~65) . This act offers the possibility to 

change the viewer's relationship with the object, the subject and allow for 

a reinterpretation of the very way we 'see' the object. 

To my mind this is the most important argument in this section, because 
in its primary sense my project is not really a copy of Postproduction. 
It does not qualify as a "true" facsimile if compared to the set of eight 
requirements for an item to be described as "true" facsimile outlined 
by Michael Camille (1990)34. Nor does it qualify as a copy according to 
the table of definitions published by the Tate for the "Inherent Vice: The 
Replica and its Implications in Modern Sculpture Workshop", held at Tate 
Modern on 18---19 October 2007. 

@ @
Copy - item made by someone other than the artist In order to match the original. [e.g. Roman 

copies of Greek sculptures) 

Facsimile - an exact copy or fa~hful likeness of the Original work [e.g. particularly used In 

relation to books or manuscripts) 


Replica - item made by someone other than the artist (though under licence) as a publiC 


substitute for the original using the same specifications (Tate. 2007: Online) 


The entire textual content of Postproduction is indeed reproduced, 
but the differences between my project and recently printed version of 
Postproduction are so numerous that declaring it a copy lacks any critical 
weight. 

The text of Postproduction is printed with Helvetica New 45 - Light in 8.5 
pt, and the titles, Helvetica New 55 Roman, 8.5 pt (footnotes are roughly 
half that size). The line-spacing of each page is 1.5 pt and the book is 
printed on Alster Werkdruck, blaulichweiB, 1.3 Vol., 80 gsm (Gunthner, 
2007). 
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I am printing the book with Gill Medium 12 pt, Gill Medium Italic 12 pt, Gill 

Light, 10 pt, Aries Italic 10 pt and Gill Medium 8pt35. The formatting of the 

page remains the same in terms of italic, grammar, spelling (the printer's 


devil will without a doubt show up somewhere), but the actual object is so 


intensely different that the language of the copy seems very inappropriate 


as a direct reference. On a material level the typeface is different, the font 


size is different, the weight of the paper is different, the ink is different the 

production processes of both the paper and the entire book is completely 

different. In brief my project is an artwork that draws on the ideas and 

issues surrounding the artistic processes of reproduction. 


POSTPRODUCTION - WHY POSTPRODUCTION? 

In the past few years Nicolas Bourriaud has produced a trilogy of 

contested texts, they are listed below in table format: 


2009 The Radicant English edition ·if @
2007 Postproduction English edition (reprint of 2nd edition) 

2005 Postproduction English edition (2nd edition wrth new preface - out of print) 

2004 Postproduction French edition (translation of 2002 English version) 

2002 Postproduction EngliSh edition 

2002 Relational Aesthetics English edition 

1998 EstMbque relationneffe French edrtion 

When viewed in unison these three works attempt to circumscribe the 
terrain mapped out by contemporary modes of art production. These 

essays are not regarded as biblical wisdom within the art world and 
Bourriaud has been the subject of quite intense criticism. So much so 

that when Postproduction was reprinted in 2005 Bourriaud added preface 

that stated that there is an element of "".malevolence , on the part of 
a critical generation that knows itself to be slowing down [his] theories 
with recitations from the 'The Perfect American Soft Marxist Handbook' 

and a few vestiges of Greenbergian catechism. Let's not even talk about 
it" (Bourriaud, 2007:7). Postproduction is therefore not seen as a solid 
bastion of contemporary critical thought. Although Bourriaud's contribution 
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to the terrain has been acknowledged by various parties, it does not have 
the aura of importance and historical value attributed to a text like "Art in 

the Age of Mechanical Reproduction" by Walter Be'njamin. 

Postproduction was initially published in 2002, thus the ideas contained 

in the text no longer seem fresh and original, and by 2009 potentially 

over-referenced by students, theorists and critics. As an example one 
could refer here to the dense history of criticism and general excitement 

that accompanied the initial publication of Nicolas Bourriaud 's Relational 
Aesthetics. At the time of publishing the discussions were pertinent and 
inSightful but seven years later the discussion on Relational Aesthetics 

has completely died down. The artists who Bourriaud focussed on were 

new on the art scene then, but are by now established names, recently 

exhibiting in "II Tempo del Postino" at Theater Basel, as one of the main 

events during Art 40 Basel.if @ 
The choice to print Bourriaud's text was made with full awareness of the 

critical issues surrounding Postproduction. In terms of contemporary 
critical thought Postproduction offers a rich terrain for my project to 

operate in. My project seems at once to be a most extreme manifestation 

of Bourriaud's ideas, yet also ambiguously a critique of it. The process 
requires not only outdated technology but in addition to that an outdated 

and superseded model of artistic production - the "suffering" artist in 

the garret engaging in unalienated labour to create a single work of art. 

Contemporary artist have the option of cutting and pasting, copying and 
reprogramming existing works (to use Bourriaud's terms), yet my choice 

seems to be the extreme opposite of this. Tangentially Bourriaud too is 

participating in an outmoded practice, namely the defining of an artistic 

movement. The theorist grouping together separate strands of expression 
as a sign of the times, and a re-action to the state of SOCiety. So there 

is an element of tension in the appropriateness of the source and the 
method through which it is engaged. 
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Bourriaud states that it is imperative to note that the idea of re-using 
existing forms thro.ugh appropriation is not a new one, but that the 
difference (and import) lies in the specificity of the contemporary 
articulation of those ideas (Bourriaud, 2009: 9). In the introduction to 

Postproduction Bourriaud states that the problem with critics who cite 
that the tendencies he points towards are 'nothing new' are "often the 

last to know that Gerald Murphy or Stuart Davis made Pop Art in the 
thirties" (Bourriaud, 2009: 9). Bourriaud proceeds to use the contemporary 
production of artists to evidence specific techniques that renegotiate the 
divide between source and product, reality and fiction, past and present. 

In a section entitled "The Use of Objects", Bourriaud briefly runs through 

the historical importance of the term appropriation36 (Bourriaud, 2007: 27
34). He starts his argument by referencing Marcel Duchamp, and how his 

various works had set the precedent for a large portion of contemporary

* @
practice. Particular reference is made to Duchamp's assisted ready
mades; where the creative process shifts from an artist manipulating 
material through labour to emphasizing the artists gaze and producing 
an artwork through selection. By linking these ideas through various 
artworks throughout history Bourriaud identifies how artists neutralize the 

"notion of use" through a process of framing, isolation and re-presentation. 
(Bourriaud, 2007: 27). This forces a shift in the viewer's relationship to the 
object, and "an object once used in conformation with the concept for 
which it was produced now finds new uses" (Bourriaud, 2007: 29). 

There is something specific about the methods contemporary artists use 

to draw on existing cultural objects, there is a programme, a plan and 
a clear linkage between their sources and their use of those forms. The 
"art of postproduction" is couched in a series of concerns and operative 
practices that extend the argument beyond "the art of appropriation" 
(Bourriaud, 2007: 9) and the ideological issues of ownership. Bourriaud 
identifies contemporary models to en9age the "art of postproduction" 
with namely; the hacker, DJ and programmer (Bourriaud, 2007: 29). 
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For contemporary artists the preceding bodies of creative thought have 
become data that can be sourced, filed, scrubbed, dubbed and re-used 

again. 

In his discussion of re-making or recoding existing cultural artefacts 
Nicolas Bourriaud draws attention to the work of Pierre Huyghe. Although 

the practice of appropriation is common in the contemporary art world, 

Hyughe engages the field in a very specific way. For Remake (1995) 
Huyghe and a group of young French actors reshot the entire Hitchcock 
film Fenetre sur Gour (Rear Window) (1954) in a line-by-line/ scene-by

scene fashion. Video stills of various scenes were paired the same scene 

from the original film and presented in the gallery space. In La Terza 

Memoria (The Third Memory) Huyghe re-filmed the events portrayed in 

Sidney Lumet's Dog Day Afternoon (1975), which stars AI Pachino in the 

role of Sonny Wortzik. Dog Day Afternoon (1975) was based on a true ® @
story, John Wojtowicz 's attempt to rob the Chase Manhattan Bank in 

Brooklyn on 22 August 1972. The main difference is in Huyghe's version 

the original protagonist of the bank robbery, John Wojtowicz, is offered the 
opportunity to perform his memory of the event on a duplicate of the film 

set of Dog Day Afternoon. Bourriaud argues that Huyghe's work operates 

primarily within the interstice that separates reality from fiction, and that the 
tension between the two is what makes his work so powerful (Bourriaud, 

2007 : 51) . 

Siemon Allen's interaction with film is however more closely aligned to 
my concerns than the work of Pierre Huyghe. The Birds (2008) features 

almost the entire 166mm film reel of Alfred Hitchcock's The Birds woven 

onto an aluminium framework. A specially constructed hand-weaving 

loom was required for the production of the work. Allen has employed 

this technique numerous times in the past to produce screens of various 
shapes and sizes. What is particularly striking is the way The Birds (2008) 

implodes the narrative structure of the film. Close scrutiny of the image 

surface will reveal all the scenes of the narrative, but the emotive impact 
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has been removed because of the difference with the traditional viewing 
mode. The element of suspens~, something crucial to the viewing of 

the film, is completely erased as there is no way to access the story line 

or the audio information contained on the film . This is a crucial point to 

note as Allen not only engages the narrative structure of the film, but also 

shifts the emphasis onto the material properties of the film. Allen 's work 

presents a carefully considered gesture that combines the appropriation 

of an existing work, an outdated film format and the labourious process of 
hand-weaving. In light of these properties it is clear why Allen's project has 
a closer affinity to my own work than Pierre Huyghe's Remake (1995). 

Bourriaud argues that the reason artists "remake, dismantle and 

reconstruct the components of our visual universe" is an attempt to 

"produce an alternative space and time, to reintroduce the multiple and 

the possible into closed circuits of the social" (Bourriaud, 2007: 65) if @
and to do this effectively "the artist must go as far back as possible into 

the collective machinery" (Bourriaud, 2007: 65). When artists re-use 
objects that are already in circulation on the cultural market (rather than 

producing it ex nihilo) , they insert their own content in addition to the 
existing contextual information of that object onto the framework of our 

understanding of the object (Bourriaud, 2007: 25). In this sense the role of 
critic and the viewer have changed, and both figures now have to examine 

the complex array of interlinked messages, rather that seek one specific 
meaning or a value based judgement (Bourriaud, 2007:93)37. 

CONCLUSION 

The section functions primarily as the foundation for the ensuing 

discussion in the remainder of this document. A brief introduction to my 

project is provided, as well as an outline of some key concerns and critical 
choices that were made during the production process. These particular 

choices primarily related to the materials' impact on the overall meaning 
of the project. By tracing some of these choices it has been made clear 

that the intention of this project is not to produce a book from scratch, but 
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NOTES 

, Most monographs on the topic of bookmaking delve deeply into the history of the spoken and writ

ten word to give an indication of the development of various technologies to preserve knowledge. The 

progression from oral traditions to Initiai pictographIC, logogrammatic and phonogrammic forms of writing 

is well documented, and not the primary focus of my research project. What is crucial is wihen the written 

word became the printed word, as well as the subsequent development of printing technology. 

, During my revision of this section for Inclusion In my dissertation I realized that I made no reference to 

the contributions by women to the printing industry. I have primarily focused on the innovations made in 

these industries as ~ has been historically reported. It should be noted that "obstacles to women's par

ticipation in the printing industry became InstitutionalIZed In the mid-nineteenth century" (Drucker. 2007: 

15). The male-only unions' regulations relegated women to perfotmlng menial tasks. In 1851 these were 

'The Book Folder." 'The Bock Sewer: "The Gold Leaf Packer: "The Press Feeder." 'The Print Colorer •. 

and ''The Type Rubber" (the last task involved polishing imperfections from metal type) (Davidscn. 2004: 

Online). This did not stop women-owned-and-operated pnntlng and publishing fitms from developing 

(Drucker, 2007: 15). For detailed account of this history view the following website: 

Davidson, R. W. 2003. Unseen Hands: Women Printers. Bmders. and Book Designers. Princeton.@ @ 
N.J.. Princeton University Utxary. 10nline). Available: httpJflnfosharel.pnnceton.eduirbsc2lgai 

unseeohands/ 12009-08-11) 

The link is the home page of the "Unseen Hands: Women Primers, Binders. and Book Designers" 

exhibition and provides the following resources: a thumbnail gallery of the production of female printers. 

a tlmeline of their practice, a brief biographicai record of each contributor and the option to browse the 

prints/printers by their occupational categoies. These categories are Artists/illustrators. Book/Bookplate 

Designers. Bookbinders/Binding Designers. Booksellers/Publishers/Printing Historians, Printers. Type 

Designers. Typesetters and of course a Miscellaneous category. 

3 There exists an extensive body of myths and legends surrounding the spread of papermalking through 

China, Korea. Japan and the West. Although these do not form part of my investigation I have included 

the tale of Mizuha-Nome-no-Mikoto. the mythical founder of Echizen papermalking. 

The exact date of the origin of papetmalking in Echizen. one of the great Japanese papetmak

ing districts of the present day. is not known. but there is a fancifullocai legend that purports to 

be ancient. A certain deity. so the legend goes. revealed himself by the side of the stream. and. 

disguised as a beautiful woman. he placed a part of his kimono upon a bamboo stick in imrtatlon 

of a papermaking mould; this he then dipped Into the stream and shook as if in the act of fotm

ing a sheet of paper. The villagers upon seeing the strange happening were much exerted and 

astonished and implored to be told the significance of the unusual actions. The reply. according to 
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the story. was: "The soil of this stream is poor and lacks fertility. but the water from the mountain 

streams is pure and clear. I shall therefore teach you paper making so that all may live by !('is craft." 

The vil!3gers asked who the stranger might be and received only the reply: "My name is Mizuha

Nome-no-Mikoto." The moment the answer was given. the appantion disappeared and was seen 

no more by the simple village people. Soon after this strange occurrence the art of papermaking 

was established in Echizen. and the people from the surrounding countryside built. near the village 

of Okarroto. a beautiful Shinto shrine and dedicated it to Mlzuha-Nome-no-Mikoto. the mythical 

founder of Echizen papermaking. The lovely old grey group of wooden. tiled-roof buildings. some 

half dozen in number. is set on a quiet and lone;y hillside amid giant evergreen trees throuc;tJ which 

penetrate thin streaks of light casting weird patterns upon the moss-covered roofs of the inspiring 

shnne - one of the most impressive sanctuaries in the world dedicated to the cran of papermak

ing" (Hunter. t 974: 55-56) 

• The great inventions of history are hardly ever the work of a single indIVidual. but rather the result of 

collaborative effon ave' extensive penods of time. something that is quite the opposITe of the medieval 

myth of individual genius. ® ® 
, These pages are easily separated from one another because of the type of fibres that are used for 


papermaking in the East . 


, Dard Hunter states that this number may have been exaggerated and the expression may only hold 


tnue in a symbolic sense (Hunter. 1978: 70). 


T The work is primanly accredited to 1he Chinese. even though it was actually pnnted in Nara, Japan. 


the reason was that 8" century Japan was intensely emulating China. This was primarily in tams of its 


technology. social stnucture and traditions. not to mention the strong Buddhist influence on a government 


level (Hunter. 1978:469). 


A1 this point I elect to avoid a lengthy foray into the controversy about accreditation. and rather focus 

on the history/development of printing and ris relation to my project. 

. The stamping mill was a mechanical means to macerate matenal designated to become paper. it relied 

on the principles outlines by beating pulp by hand and sought to produce fibres of the same quality. 

In various parts of the wand these stamping mills are powered by humans. animals or more complex 

mechanical devices. 

" . Papermakers had a rather peculiar habit of not working at maxmum efficiency for fear of their em


ployer increasing their daily quota. 


" Pemaps a similarity could be made to Gutenberg and the lawsuit with his benefactor and partner 


(Faust and Schbffe~ on this point. 
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12 Dard Hunter notes something rather jarring about the individuals who were crucial to the development 

of the papermaking machine; "they contributed something of inestimable value to the paper industry 

but nothing to their own material welfare" (Hunter, 1978: 349). The FOlxdrinier brothers for example had 

invested 60, O~{) pounds on the developmenl of the machine, but due to a flaw in their patent were not 

paid any royalties by many who erected papermaking machines based on their design (Hunter, 1978: 

349). 

,. In the 1920s the ruler Ras Tafari Makonnen, founded his own press, titled In Amharic as "Ya Ityopya 

Mangest Alga Warash Ya Leul Ras Tafari Mahtameya Bet", translated as the "Ethiopian Government 

Pnnting Press of the Crown Prince Ras Tafari". A shorter name was given at a later stage, in AmhariC 

'"Berhanena Salam", literally translated as OUght and Peace" This press imported Its equipment from 

Germany and England, and printed various materials, like books and newspapers . 

.. This is generally regarded a tedious process, although ',n my experience it takes roughly a fourth of the 

time needed to ccmpose an entire page by hand. 

" Printers were a rather peculiar bunch of pecple and generally very secretive. Various printing houses 

in the middle ages often used different layouts for jobcases and when a composrtor left one company to@ @ 
work for another he had to leam the lay of a new case. Similar problems were found in the punctKoutting 

and casting of type which was only standardized at a mcch later stage in the industry. 

". Additional product specifications for the Espresso Book Machine 

The Espresso Book Machine® is a fully integrated patented book making machine which can pro

duce (automatically print, bind and trim) perfect bound library-quality paperback books with 4-color 

cover Indistinguishable from their factory made versions on demand at point of sale (On Demand 

Books, 2009: Online). 

The EBM Version 2.0 is modular in 2 parts and the core unit measures apprOximately 0.82 meters 

deep, 0.97 meters wide and1.37 meters high. The EBM 2.0 is available with a high speed (105 

page per minute) black and whrte printer, a high speed 0010( printer or a 35 page per minute printer 

(On Demand Books, 2009: Online). 

The EBM ;-,ill print, bind, and trim a 3OO-page book in less than four minutes ;-,ith a high speed 

printer model. Prodcction cost is a pe~ny a page and minimal human intervention is required fO( 

operation. The trim size of a book is inftnrtely variable between 20.95cm x 26.67 and 11 .43cm x 

13.97cm and the EBM Version 2.0 can bind up to 830 pages (On Demand Books, 2009: Online) .. 
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Roubne Intervention is needed for such tasks as refilling paper trays and emptying the tnm recepta 

cle tray. Occasionally. a paper jam will occur but the frequency is on par with any high quality laser 

imaging machine. perhaps once or twice a day under heavy use. Once cleared. books will continue 

to print from the page where they left off (On Demand Books. 2009: Online). Consumables used 

by the EBM are paper, cover stOCk. toner. ink. and glue. The EBM is UL listed and well below OSA 

guidelnes. For easy transpon it is modular in two pans and can be reassembled at pont of use , 
(On Demand Books. 2009: Online). 

" This is a very condensed history of the developments in papermalkng and printing. a more detailed 

account could however continue ad infinitum. 

" In some cases these pnnting methods were abandoned quite recently. Car magazine is one such 


example which was set in hot metal With Monotype machines by Devcolight. in London. until 1992. When 


the magazine changed ownership. the new owners decided to switch to digital producllon methods and 


as a result Devcolight folded (Loxley. 2006: 186). 


, . Duncan Avery does note that during a visit in Africa he witnessed casllng machines that were powered 


by a creative system of pulleys and paraffin heating (Loxley. 2006: 58-59). 
@ @

" Below are the names of the 14 handmade paper producers and their geographical locations listed on 

the Phumani Paper websrte. 


Rising SU~ Paper - Mdantsane township of East London. Eastern Cape 


Lukhanyo Papermaking - Somerset-East. Eastern Cape 


Kutloano Papermalkng Group - Welkom (5krn from the business centre). Free State Province. 


Thandanani Craft - Phumani Paper National office. Gauteng 


Thuthukanl Papermakers and DeSigners - far east of Johannesburg near the Geluksdal Township. 


near Brakpan. Gauteng 


Twanano Papermalkng - Ivory Park. an Informal settlement near Midrand. Gauteng 


Rags to Paper - the Docrnfontein Campus of the University of Johannesburg. Gauteng 


KZN Papermaklng and Craft PaCkaging Project - Eshowe. The Nonqayi HistoTical Fon. KwaZulu


Natal Imbanl Woodcraft and Paper Prolect - Oongwana area under Mbila Tradrtional Authority. 


opposrte the Sodwana Bay Lodge. S. KwaZulu-Natal 


Khomanani Paper An - Makhado MUnicipality. Umpopo 


Dikgopaneng- 50krn from Polokwane near Gilead. Umpopo 


Tshwaraganang Paper Project - Winterveldl . Nonh West ProVince. 


Bosele Papermalkng Project - Lelhurutshe. a township 13 krn's from Zeerust. Nonh West Province. 


Madikwe Papermalkng Project - Old SiSal farm. near the Madikwe Game reserve. Nonh West 
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Province. 

" There is also the Wookie Hole in Britam, but it stopped producing paper in February 2008, and cur


rently functions as an amusement park and tourist attraction. 


22 Moore has a note posted on his websne stating that there is a two year waiting list for new orders, but 


certain pre-manu1actured goods are available immediately as the book binding tools, for example, are 


produced in batches of 10 or 20 units. 


23 For a more detailed account of my production process, consult accompanying booklet on documenta


tion. 


,. Some fragments of thiS research are reproduced In the accompanying booklet on documentation. 


,. In larger publishing houses more than one person performed a specific task. Apprentices were em


ployed to redistribute the type back into the job cases, and clean up PI'S (when type tumbles to the fiooe) 


and periorm other arbrtrary errands. 


'" The archipelago refers to a loose cluster of islands. united undec that name, although they share little 


else In common, except perhaps their geographic proximity. Bourriaud's uses this term to denote the 


current formation of global culture, something primarily caused by globalisation and the rapid evolution of
@ @ 
the internet culture. Other references could be the networK (the Internet rtself, as extenSively argued for 

by Bourriaud in PostproducUon), as well as the term "cluste(' or "constellation". This term in nself offers a 

useful analogy to my research project which inter-relates a host of seemingly disparate ideas connected 

primarily by their contingency to my process. 

" My previous large-scale worK was Unravefled and Rewoven Canvas (2006), for ths project I unravelled 

and rewove a specific section of canvas, each thread was numbered in the order unravelled and woven 

together in the exact order to remain faithful to the source material. The production process was stop


watched and each interval was noted, this provided both a method to measure my productivity and 


document the process. The majority of the production process was documented by a black and Whrte 


CCTV camera Installed in the ceiling of my studio space. 


'" For a more detailed account of the import of this statement see "Section4: Process-based production". 


particularly the subsections tttled Core Issues/Ideals of Movement and Historical Context. 


,. This is merely an estimate, but in order to add soma weight to this figure it should be noted that a 


terabyte is unrt of information used to descrbe the file size of digital data ecual to a trillion bytes or 1024 


gigaloytes. This would have recuired roughly 233 standard 4.5 gigaloyte DVDs to back up and if wrinen on 


a 4 speed setting would talke approximately 3, 495 minutes or 58.25 hours to back up to DVD. 


JO Aside from the exhibition of the video documentation of Unravel/ed and Rewoven Canvas (2006), very 


faw individuals have actually exhibited any interest in the CCTV footage. 
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31 The work will be exhibited In a sealed display case for the entire duration of the exhibition. 

" I refer here to the graphs that accompanied UnraveHed and Rewoven Canvas (2006) when it was 


exhibited at Michael Stevenson in 2007, as well as the graphs that I have produced for this project. 


33 The artists that operate within this particular framework are Rirknt Tiravanija, Pierre Huyghe, [jam Gil


lick, Dominique Gonzales-Foerster. Jorge Pardo. Maurizio Canelan and Philippe Parreno. 


" Michael Camille (1990) cites a set of eight requirements for an item to be describec as "true" facsimle: 


1 . Reproduction of a manuscript should be tnue. in all respects. to the origmal and should be 

produceo according to the best printing techniques .. 

2. The facsimile should reproduce the presenl-day condition of the original unaltereo in all respects. 

3. The surface on which the facsimile IS to De pnnted should approximate the matenal of the 

original as closely as possible. 

4. The edges of every page of a facsimile should correspond to the cut of the original. 

5. The binding should .. . be an exact dupllcale of the original. 

5. umiteo eoilions and corresponding numbering 01 the copies . .. lare] a firm indicabon of the 

value of a facsimile edition. 
@ @

7. ScholaJ1y presentation. The facsimile edition should be accompanied by a v~ume of scholary 


commentary; wrthout this it would be incomplete. 


8. FaCSimiles are active conservation 01 our cultural heritage. In the event of damage or destruc


tion, a facsimile which fulfils the abovementioned specitcations can be a worthy replacement of 


the original. 


(Masterpieces 01 Book f1/umination In Genuine Facsimile Editions, p. 31 as Cited In Camille. 1990) 


(emphasis in coginal text} 


'., Type IS a rather scarce commodity in Cape Town. although I am aware of the pOSSibility of having It 

manufactured. Casting six cases of type at Calrose Typesetters in Johannesburg would cost between 

R5. 000 and R 7. 200. Driving from Cape Town to Johannesburg, and back. to collect the type would 

cost between R2. 400 and R3, 000 (depending on traffic and travelling speed). International shipping and 

air courier cost were prohibrtively expensive. thus I elected to print the text primarly with the type at my 

disposal. Gill Medium was selected because it is a typeface that resembles Postproduction's Helvetica 

It is easy to visually differentiate Gill and Helvetica. but they do belong to the same family tree and carry 

similar idecloglcal context. Furthermore the chances of locating the exact typeface were rather small to 

begin with, because all the contemporary varations on basic fonts are not availaJole in movaJole type. 

Unfortunately I also had to resort to using Aries Italic 10 pt. as there were no appropriate italic fonts In that 

size available to me; thiS choice was made on the basis of exigecoy, and does unfortunately attest to the 
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limitations imposed on me by my unsuccessful search for type as well as my geographical location. 


" Although Bourriaud maintains that the "h;slory of appropriation must still be written" (Bourriaud, 


2007:25). 


:r1 A digrtal media analogy proffers an alternative explanation - the act of remaking an existing cultural 


artefact is similar to a format change; from avi to mvk or rmvb. It is still a compressed digrral video format, 


but the program and codse required to view it has changed, as has the relationship to the original in 


terms of the audiolvisual quality, productlon date and file size. 


I) 

@ @ 
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ILLUSTRATIONS 
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(Top Left) Fig. 01. A wooden pagoda used as a receptacle for one of Empress Shotoku's printed 

chanms, the wortd's first printing upon paper. 

(Top Right) Fig. 02. The Four Empress Shotoku dharani of />D. 770. 

(Center R) Fig. 03. A section of The Diamond Surra printed from Wood blocks in China AD 868. 

(Bottom L) Fig. 04. The parts of type. 

(Bottom R) Fig. 05. A pair of cases, showing the lay. 
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THE IDEA OF THE BOOK AS A MANIFESTATION OF THE TENSION 

BETWEEN TEXT AND IMAGE 
It is important to move the discussion closer to the type of object I am 
reproducing: an artwork that draws strongly on the material properties 

of the printed book. It remains pertinent to focus on certain sections that 
will further my discussion with relation to my own work. Nelson Goodman 
argues that artistic production can be separated into two kinds of objects 
- allographic and autographic (Goodman, 1976). The primary motivation 
behind this, as Megan Winget argues, is that to Goodman the catego
rization relates to their dependence on the works' history of production. 
"If that history is essential in determining the value of the work. then that 
work is called 'autographic'" ('Ninget. 2005: Online). In accordance with 

this principle Goodman allocates expressions like painting, sculpture 
and prints (woodcuts for example) to the autographic category (Good
man. 1976: 114). His motivation is the fact that these products are the @ @ 
result of a single process (or a one stage process), and that it is authentic 
because of its one to one relation to its producer and its singular expres
sion. (Goodman, 1976: 114). There can only be one original painting. as 
opposed to the multiple forms of the allographic category'. 

Music. literature, dance and architecture are allocated to the allographic 
category, as the work can be experienced independently of its history 
of production (Goodman. 1976). Allographic works can be reduced to a 
system of notation, in the case of music it is a musical score. This score 

can be performed by any individual (or individuals) even if it is not neces
sarily the creator of the work. This is a two stage process. the first is the 
creation of the work and the second is the performance of the work. This 

second performance of the work is necessary for its reception, and its 
classification as an allographic form. but not part of the creation process in 
itself (Goodman. 1976). 

Goodman's text is intricately involved in the language of fakes, copies and 
forgeries and this is where the import of his distinctions comes into play. 
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"A problem concerning authenticity is raised by a rather curious fact that 
in music, unlike painting, there is no thing such a,s a forgery of a known 

work" (Goodman, 1976: 120). Goodman states: "Any accurate copy of 

the text of a poem or a novel is as much the original work as any other"2 

(Goodman, 1976: 114). 

There is thus, as outlined by Goodman, a difference between artistic 


forms/objects and our ability to copy certain forms. Goodman was con


cerned with the issue of authenticity and the various issues surrounding 


it; why one can discuss a forgery of a painting or a print, but not a forgery 


of a book, or a musical score. Although his separation of into these two 


groupings have faced some critique over the past few decades I do feel it 


adds something valuable to the reading of my work. This is with particular 


reference to my choice to reproduce an object that is not only mass-pro

'" duced - but also an artefact that, according to Goodman's theorization is .@ @

allographic and not something that one can copy or forge. 

The binary of allographic and autographic forms needs to be unpacked 


at more length to explain the importance in relation to my project. The 


process that I have undertaken actually uses Nicolas Bourriaud's text 


Postproduction as a musical score and 'performs' it. Although this may 


seem to function as Goodman says of all allographic forms, there is a 


disjuncture with the functional value of the text. I am not only reading the 


text, but I am writing the text, and physically reproducing the text - in a 


much more extreme way than Marx's definition of the consumption/pro


duction pair. Perhaps this makes me a reader in the Derridean sense as 


outlined by Peggy Kamuf in the preface of A Dern'da Reader: Between the 

Blinds. Kamuf notes that the term "reader" connotes both an active and 


passive subject; the passive is the text waiting to be read and the active 


in the person reading the text (Derrida, 1991). The appropriateness of this 


formulation is, as Nicholas Royle points out, that Derrida's approach to 

text is one of an attentive reader3 that opens up the possibilities of text far 


wider than the authors intentions'. This is achieved by not only relating 
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these areas through my shredding and pulping of Postproduction, the 

labour-intensive method of reproducing the text, my choice to deny the 

viewer access to my Mal document, and lastly by citing the very way we 

understand and engage books'3. 

CONCLUSION 
In this section a condensed version of the core of my engagement is pro

vided, it is important to note that these ideas are not intended as a map 

of the meaning of the work but rather an outline of the operative factors 

attributed through the process. 

Emphasis is placed on materiality of the object rather than seeking (or 

superimposing) meaning external to those circumscribed by the physi

cal artefact. One salient link is how the material properties of the artwork 

relate to the object's real world counterpart. This link is activated by the@ @
difference between the two production processes, particularly my solitary 

effort to single-handedly produce a unique object as opposed to the 

mass-produced consumer artefact that it cites as a source. In my case 

this tension is particularly important because of the registered shift in the 

scale and intent of the production process, and how that impacts the 

interpretation of the object. 

The fact that my project is centred on the reproduction of a printed text 

has particularly important connotations. To explain this Nelson Goodman's 

argument that artistic production can be separated into two categories, al

lographic and autographic, is cited to explain the tension between text and 

image. The motivation for this is the use of Bourriaud's text as a musical 

score; something physically performed to produce an artwork. 

The Art & Crafts movement is referenced to explain the tension that exists 

between craft and art, although this is not developed into a full argument 
it is noted as a commonly misunderstood element of my practice. Unlike 

the Art & Crafts movement, the Private Press movement and the various 
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pockets of interest in letterpress printing, I am not primarily interested in 
revitalizing craft for craft's sake. My production is not intendeq as an art

ist's book; it is an artwork that exhibits an awareness of a particular history 
of the book and employs that as part of a nexus of critical ideas. 

The work of Dard Hunter is cited to explain two particularly important 

points. The first is his interest in antiquated production methods. In the 
early part of the 20'" century Hunter set up a papermill where he produced 
handmade paper almost exclusively using 17'" century techniques. The 
second point of importance is The Etching of Figures, which was pro
duced in its entirety by Dard Hunter, and was the world's first one man 
book. This contrasted greatly with the division of labour commonly found 

in the printing trade. These two pOints are noted once again to contrast 
my process and clarify my particular interest in the history of books. 

My process is not focussed on creating a book from raw materials, but ® @
interacting with a speCific group of references to create an artwork that 
engages issues like labour, process, time and solitude. 

Various artists who have operated in this field are cited. Jorge Luis Borges' 
fictional tale "Pierre Menard, Author of the Quixote", John Latham's Spit 
and Chew: Art and Culture (1966-67), Marcel Broodthaers' Un Coup De 
Des Jamais N'abolira Le Hasard (1969), Ruppersberg's work, Henry David 

Thoreau's Walden by Allen Ruppersberg (1973) and The Picture of Dorian 
Gray (1974). These art-historical examples overlap with various elements 

of my process, and situate my engagement with Postproduction in a con
tinuum of re-examining literary texts through artistic engagement. Through 
these pOints I have outlined how books occupy a particular pOSition within 

cultural production and how the interaction with those material artefacts 
has a dense history of development. 
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NOTES 

, Th's point could of course be contested, particularly with reference to the follow section of my asserta


tion that focuses on copies reproductions, and replications. In addition to this is GOOdman's theorization 


of woodcuts as autographic, but the attribution of ~ p!int to this categOIY is that the onginal woodJlock 


from which IT is printed acts like container for the onginal expression and even through multiples plints are 


producec they are echo's of the artists hand (Goodman, 1976). 


, A possible tangent at this stage could have been the ideas surrounding good copies and bad ccpies , 


as well as the quandalies that those present for GOOdman's theones, but that is not the core argrnent 


at this stage. 


3 When Derride engages Plato's formulation of the act of wnting as pharmakon he effectively arg..oes thaI 


it IS both a poison and a remedy (Royle, 2003) . 


• This is in no way a loose reference to the 'Oeath of the author' as outlined by Barthes. 

• Had my work been intended as a physical forgery in shape, size and matenality then it would have been 


appropriate to reference the varying views in art histOIY relating to the value of indiscernible copies to their 


onginals. 


, Michael Camille presents an interesting anecdote about Ruskin; he cut up Gothic manuscnpts and 
@ @ 
circutated the fragments amongst hiS audience to explain the value of Medieval craftsmanship (Camille, 

lGG0:94). 


7 The Etching of Fl(Jures (1915), wntten by William AspenwaJl Bradley, was the world's first one-man 


book. Dard Hunter personally hand-made the paper, des~ned the type, cast the type and pnnted the 


book. 


• This point might be contested by referencing the transcnption of religious texts by monks, but 9.'en in 


these monastelies a single individual was not responsible for the manufacture of the ink, paper, quills, etc. 


The valious tasks were subdivided amongst the many individuals residing at the monastelY. 


, William Joseph "Oard" Hunter's name was forever shortened to Oard Hunter when his father hied him 


as an assistant at his newspaper firm In 1900, 
 • 
" InITially I thought that any person Who professionally produces handmade paper would probatly scoff 


at my limited expelience with the craft and the artefacts I am producing. Much to my surpnse I recently 


re~eived a compliment on my produce from Genevieve Wood, an aocomplished papermalker. This was 


in reference to the consistency and the quality of the paper I am producing, especially in consideration of 


the crude production methods I am USing . 


" The inrtial proof is actually made from a galley on a length of paper far longer than a single page (as this 


facilrtates quicker pnnting, reading and correcting), after all the corrections are complete and the printer's 


reader approves the type is divided into pages and pnnted according to the chosen binding metOOd. 
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" One of the rare exceptions to this is Panninder Kumar Rajput who familiarized himself with Monotype's 

entire production process and currenUy works at the Type Museum, in London (Loxley, 2006: 60). 

" There are of course other, more contemporary, anlsts operating in this field like the following: 

Anne H" mitton's text pieces are quite relevant In this regard, in particular because of the way she narrates 

her physical experience of the text through installations and Video works. Often the act of consuming the 

text IS emphasised like in uneamenr, while in other works like Mein (1999) focus in placed on the maten

allty of text through a large SCale installation that includes sections of Braille and the phonetic alphabet. 

Richard Long uses text as both evocations and substtMions of his labour-intensive journeys in LJght 

Winds (1992), this example is discussed at a later stage in thiS document. 

Cetith Wyn Evans employs chardetiers to flicker out the Morse code versions of various texts selected 

because of their site-specific resonance with the spaces they are installed in. 

® @ 
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There are two incidents of particular interest "Day One Thousand Four 
Hundred and Thirteen - The Department of Copies" (Mathieu, 2007: 29) 

and "Day Fourteen Thousand Five Hundred and Seven - The Icon" (Ma

thieu, 2007: 52). 

A discussion takes place between two characters about value of the act 


of copying, as well as how that value was not fixed. At one stage in history 

was a highly prized practice and at other times deemed unworthy of merit. 


A room filled with copies of famous paintings is shown as well as numer

ous diligent students eagerly copying not only single masterpieces, but 


copies of that work as well as each other's works. Mathieu continues to 


make a clever play on how the copy, the fake and the material value of an 


artwork, are all intertwined. 


The one character states that fifth or fourth generation copy sometimes@ @
creates an illusion and has the potential to contribute something original 


to the ideas presented in the original (Mathieu, 2007: 29). Whilst he also 

notes that this is quite rare, his point echoes the ideas in "Tlon, Uqbar, Or


bis Tertius". In this tale Jorge Luis Borges discusses a culture consumed 


by the craft of meticulously copying artefacts. In this world a copy (termed 

a hron) of the 11 th generation has the possibility to contain a purity of line 


not found in the original (LaFarge, 2008: Online). 


There exists a tension here between the value of the copy as secondary 


to the original, and the copy surpassing the value attributed to the original. 

This is something that Mathieu capitalizes on when one of the charac


ters says that in some cases copies replace, not substitute but actually 


replace, the original paintings adorning the museum walls (Mathieu, 2007: 

29). 


On day fourteen thousand five hundred and seven the expert finds an 

elderly individual gazing at numerous versions of a painting that is never 


revealed6. The museum employee states that the paintings were intended 
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to be rotated on a regular basis so that visitors would each see a differ
ent version of th,e smile thereby adding to the mystery surrounding the 

work and its 'true' meaning (Mathieu, 2007: 54). He further states that it 
is tragic that the invention of a magic box, the daguerreotype, will make a 

single smile the objective reference for all viewers. This would nullify this 

play on the artist's part by finalizing the form of the image, and essentially 

condemning all the other variations on that smile to an obscure corner 
in a sub-basement (Mathieu, 2007: 55). This statement in combination 
with the previous discussion of copies and originals is a clever play on 
Walter Benjamin's critical text "Art in the Age of Mechanical Reproduction" 
(1978). In the first example the copy of a copy of a copy produced by the 
artist's hand of an original painting supersedes the original. In the second 

example the technology to mechanically reproduce an image, which is 
intended as a means to multiply the singular and allow and autographic 

form of expression a wider audience in effect diminishes the aura of the 
original in a manner akin to Benjamin's postulation. * 
Although this reference comes from popular culture it does cite some 
critical texts in an attempt to opening the discussion around the idea of a 
masterpiece and its inherent value as the original. This example also brings 
to light various issues that are present in our understanding of art history. 
Copying as a practice is of course not new at all , the import attributed to it 

has however changed. In the history of painting there existed a particular 
model of teaching - the Master painter and the apprentice. In their time as 

studio assistants to the great masters these aspiring artists had to climb 
the hierarchy of tasks: running basic errands, grinding materials, mixing 
paint, painting a cloud in some obscure corner of an image and finally 

painting full figures. 

In addition aspirant artists were advised to copy the works of the great 
masters in order to tool themselves in the craft of painting and under
standing the complexities of this trade . This was of course all throughout 

history, and numerous well known painters produced copies of the works 
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of their contemporaries as well as those great painters that preceded 
them. When writing about a similar, albeit more complex phenomenon, 

in the context of literature and poetic influence Harold Bloom m~kes a 

very pertinent observation (1975). In The Anxiety of Influence: A Theory 

of Poetry, Bloom states that new poets are continually in a battle to find 
original self expression (Bloom, 1975). Through their failed attempts at 

emulating the powerful works of their masters these new poets stumble 
upon new ways of constructing meaning, partly because of their relation to 

time and place and partly because of their inability to recreate the masters 
(1975). Perhaps this provides a counterpoint to the discussion initiated by 

me electing to reproduce Nicolas Bourriaud's text through a process that I 

knew would not result in a facsimile of Postproduction. On a material level 

this act opens new possibilities for the engagement of Bourriaud's ideas, 

by taking an altermodern position. It in effect confounds the expected 

language of the copy (which to my mind is a superficial engagement of my @ @
project), and allows the artwork to engage a much wider terrain . 

Tangentially, this practice of copying the great masters becomes quite 
contentions when the issue of accreditation, the trajectory of artistic 

influence as well as financial value of an artwork is questioned. Empiri
cally establishing the authorship of paintings as well as accumulating a 

database of characteristics unique to specific artists has proven to be 

quite a Byzantine undertaking. One example of artworks that have been 

historically mis-attributed to artists is the Johannes Vermeer and Han 

van Meegeren controversy (Dutton, D. 1993). Van Meegeren forged an 
'authentic ' Vermeer titled Christ and the Oisciples at Emmaeus (1936

37), it was sold for the equivalent of 5, 4 Million South African Rand. Van 

Meegeren was accused of treason because a painting he sold , thought to 

be an authentic Vermeer at the time and thus part of the national Ductch 
heritage, ended in the hands of Nazi's. In this court trial he confessed that 

he was forging Vermeer's; he proved this by painting an authentic Vermeer 
in prison and was convicted of forgery (no doubt preferable as the sen

tence for treason was the death penalty). This court trial ruined his career 
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as a forger and what remained of his dwindling career as an artist (Dutton, 
1993). A large portion of the ~ritics, scholars and collectors of the time 

was convinced that the work was an original Vermeer, something which 

made Van Meegeren somewhat of a hero amongst the lower class (Dut

ton, 1993). Furthermore, an authentic Vermeer, A Young Woman Seated 
at the Virginal was incorrectly attributed to Van Meegeren (Howarth, 2004: 

Online). The majority of the issues surrounding authenticity and is directly 
related to the romantic Renaissance ideal of the single genius working in 

isolation on a single masterpiece. This is more commonly referred to as 
the 'Modernist cult of genius'7. 

THE IMPORTANCE OF REPRODUCTION IN THE WORK OF MARCEL 

DUCHAMP 

One individual whose oeuvre engages this cult of genius and the value 

attributed to the 'original masterpiece' is Marcel Duchamp. There is a@ @
portion of Marcel Duchamp's works that survive today primarily in the form 

of repliCas, miniature replicas and photographic reproductions. Often the 
titles of these works are accompanied by statements like the following: 

1913 'original' lost. An example of the causes for the loss of the original 
art-object is the cleaning of his apartment after he had left for New York 
in 1915 by his sister. Suzanne. and his sister-in-law. Duchamp had writ

ten a letter addressed to Suzanne with clear instructions on how to sign 

and inscribe these works on his behalf. This act was intended to shift 

their status from items purchased at a department store to artworks. It 

should be noted that the artwork was one specific gesture separated into 
the following component parts: the mass-produced Object. its selection 

by Duchamp. its relation to its own material nature as an object with a 

pre-determined use-value and lastly Duchamp's intention to let his sister 

inscribe a cryptic message on the object. Suzanne had unfortunately not 
received Duchamp's letter and had disposed of the artworks as rubbish 

(Geiger. 2003). 
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Richard Hamilton 1965-6)11. This work is mostly discussed as a repro

duction or a reconstruction of Marcel Duchamp's La Mariee mise aNu 

par'ses Celibataires, meme (The Bride Stripped Bare by her Bachelors, 

Even) (1915-23) also commonly referred to as Duchamp's The Large 

Glass (1915-23) . To explain the importance of this work in the context 

of my studies one has to situate it within its historical context as well as 

the relationship between Duchamp and Hamilton. To achieve this, a brief 
timeline of The Large Glass (1915-23) and the circumstances surrounding 

the initial production of the work is provided in Addendum - A: Timeline of 
La Mariee mise aNu par ses Celibataires, meme (The Bride Stripped Bare 

by her Bachelors, Even (1915-23) . 

As evidenced in this table of information Duchamp paid very keen atten

tion to the way the work was received as well as what information was 

appropriate for audiences during that time period. Something that was no@ @
doubt carefully calculated well beforehand and a game he played with the 

tenacity one would expect from a chess player. This should also go some 
way into evidencing Duchamp's interest in the play between text and im

age and the possibility for the combination to represent something greater 

than the sum of its parts. 

It is within this context that Richard Hamilton's Large Glass (1965-6) was 

produced. A major retrospective of Duchamp's work was scheduled for 

June-July 1966 at the Tate Gallery, and logically the exhibition would not 

be complete without The Large Glass (1915-23). The original was too 
fragile for transportation, and Richard Hamilton, who was responsible for 

organizing the exhibition proposed to construct a full-scale version of The 

Large Glass (1915-23) in collaboration with Marcel Duchamp. The cost of 

the material required for the production was covered by William N. Copley, 

who paid an equal amount to Marcel Duchamp at Hamilton's request (AI

ley, 1981: Online). 
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The production process '2 that Richard Hamilton followed was quite 
complex and rather than delve into too ml(ch detail, it will be most useful 

to focus on his approach to the act of reproducing the work. "Hamilton 

decides in 1965 that he would make a reconstruction not by working from 

photographs but by using the detailed documentation in the Green Box 

(1934) to retrace the various stages which led up to the production of the 

original work. It was made in the Fine Art Department of the University of 
Newcastle upon Tyne, where he was teaching at the time" (Alley, 1981: 

Online). 

"In carryIng out this reconstruction Hamilton deliberately avoided making a copy of the 

present appearance of the Glass and reproducing the severe deterioration which has oc

curred. partly as a resu~ of the fragmentation of the glass itse~. Instead he set out to make 

the glass as it was conceived, accepting that it would likewise change to some extent 

with the passage of time. Unlike the original. however. it will never crack, as it is made of @ @
Arrnourplate glass" (Alley, 1981: Online). 

Hamilton's approach hovers somewhere between the Tate's definition of 
a reproduction and a remake of an art work '3. In this particular case how

ever the emphasis is placed on the collaborative effort of Duchamp and 
Hamilton. This does go some way in setting it apart not only from Linde's 

flawed reproduction of The Large Glass, but also sets it apart from the 

nature of reproduction as an artistic practice. To my mind this is an invalu

able addition to my research, primarily because of the labyrinthine manner 

that Duchamp toyed with the ideas regarding reproduction, replication 
and reception of one of his major works. In addition the entire collection 

of publications on the topic of The Large Glass (1915-23) collates into a 

mass of simultaneously encrypted, decipherable, yet somehow, elusive 

compendium of information. The culmination of my discussion on the topic 
of reproduction, The Large Glass (1915-23) (reconstruction by Richard 

Hamilton 1965-6), is an attempt to point to how Duchamp's production 
process of the artist gaze and intellectual, rather than physical, production 

takes on a unique characteristic through Hamilton's Large Glass (1965-6). 
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PROCESS-BASED PRODUCTION 

In this section I wish to examine how the core ideals of the Process Art 
movement can be used as a framework to engage time ~md labour

intensive projects. In order to accomplish this task, detail will be provided 

about the movement and then these ideals will be related to both my own 

project and that of a select group of artists. During my research it became 

apparent that although Process Art was a key factor in my overall project, 

it failed to address certain elements in my practice. I will examine these 
critical differences and expand on how the validity of the reference to Pro

cess Art forms the basis for what I term process-based production. 

A BRIEF DEFINITION OF PROCESS ART 

Process Art, Procedural Art or Process-orientated Art are terms used to 

describe a set of artistic practices and ideas that were prevalent in the 
mid 60s and 70s. It is also referred to as Anti-formal Art and Anti-form Art 

(Armstrong, 1990: 12). It is often included under various umbrella terms @ @
like Post-Minimalist Art (Armstrong, 1990: 12), The New Sculpture, Ec

centric Abstraction and Anti-Illusionism (Lippard, 1973:5). These terms 
refer to a large grouping of movements that sought to redefine the nature 

of the art object during this speCific time period. Other movements that 
these terms are applied to are Earth Art, Body Art, Installation Art and 
Conceptual Art. Each movement had specific artists who championed 

their cause, as well as a horde of imitators. See Figure 30 for an illustra

tion of how categories/movements that are considered to be separate, are 

actually closely related and their development dependent on the works of 

the same artists. 

The core group of exhibitions that are mentioned when discussing 

Process Art are the following: Eccentric Abstraction (1966), 9 at Castelli 

(1969), and Anti-Illusion: Procedures/Materials (1969). Eccentric Ab
straction (1966), organized by Lucy Lippard, was the first exhibition that 

brought together a group of artists who started to move away from the 
predominantly Minimalist aesthetic. After this exhibition artists started 

working towards a more coherent vision , or rather opposition, of art at the 
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to (1990b: 100). There is a divorce between process and product, and 
given Minimalism's reductive and rigid production values there seems to 

be a certain element of emptin~ss that peNades these objects (Morris 

in Sandler, 1996: 22). Robert Morris argued convincingly that Minimalist 

objects were lacking physicality, and that art could be made more physical 

by emphasizing the process of making. In Morris's argument the process 

extended the work out of itself and into the sphere of human experience 

(Sandler, 1996: 22). 

Minimalism, which was the overarching movement at the time, was very 

concerned with the creation of structure and order, the execution of a 

preconceived idea in a mechanical and clinical fashion. Process Art made 

a clear break with these ideas and ideals, opting for a loose, open-ended, 

explorative and intuitive approach to art. This break was so pronounced 

that curator Marcia Tucker wrote that Process Art was not a new materials@ @
combined with old ideas, or, but a combination of new content integrated 

with new materials (Tucker in Armstrong, 1990: 16). 

ARTIST(S) IN FOCUS 

There were a large group of individuals who were classified in the early 

stages of their careers as process artists: Eva Hesse, Richard Serra, Rob

ert Morris, Keith Sonner, Bruce Nauman, Robert Smithson, Richard Tuttle, 

Giovanni Anselmo, Bill Bolinger, Alan Seret, Steve Kaltenbach, Alberto 

Zaria and many more. Of these Eva Hesse and Robert Morris, whose felt 

works have been mentioned earlier, would be the most useful choices for 

my discussion, but rather than relying on the exhibition rosters it is useful 

to look wider than what was regarded as Process Art at the time (espe

Cially given the Intermedia diagram earlier). 

My particular choice is motivated by the history of Process Art and the 

data gathered whilst researching my current project. In the light of these 
considerations I have elected to look at the operative parameters of the 

work of Richard Long, in particular Une Made by Walking, England (1969). 

97 

@ 



Univ
ers

ity
 of

 C
ap

e T
ow

n

@ 

This work is a very useful example because it exemplifies the interface 

point between what is historically regarded as opposing concerns: Mi~i

malist Art and Process Art. To my mind there is visible tension between 

the implementation of a geometriC shape and an ultimately futile process. 

Although Long endured quite an intense production process to imprint this 

line in the landscape, over time the grass grew back and erased all the 

visible evidence of his endeavour. In time all that remains is Long's physical 

experience of the making of the line, the translation of that experience as a 

memory, and of course the photographic documentation of his actions. 

Walking is a very ubiquitous act, yet the specificity of the work lies in 

coupling that basic method of movement with an aim. Here the aim was 

to walk a set distance in the landscape until a path emerges, which to my 

mind makes for a very humble work. This was however a very early work, 

later in Long's career he considerably expanded the parameters of his @
processes and the visual manifestation thereof. The aim in Ught Winds * 	 (1992) was to walk 586 miles (943km) in 18,5 days and take notations 

of the wind direction during the first 12 days. In terms of the physical de

mands on the artists to produce the work it is quite an intense production 

process, but the manifestation remains on human-scale. 

Richard Long's work crosses the boundaries between the other move

ments that are grouped under the term Post-Minimalist Art: like Earth Art, 

Body Art, Installation Art (later in his career) and Conceptual Art. It should 

be noted that although these categories are considered to be separate, 

they are to a large extent interchangeable and an accurate reading of their 

development is interdependent on the works of the same artists. 

Une Made by Walking, England (1969) also clearly references all the keys 

issues regarding Process Art: ephemerality, emphasis on process, aware

ness of the importance of documentation, re-investigation of the union 
between tools and materials. 
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THE FAILURE OF THE MOVEMENT 
For all its radicalism, 'newness' and attempt to break free from the system ; 

Process Art did indeed eventually get assimnated into the art-canon. This 

is the fate of all movements that attempted to break free from the art

world , and its systems of collections, collectors and museums (Lippard, 

1973: 6). What is important to take note of is the manner that Process Art 

got assimilated. 

In its insistence to destroy the art-object and attack the revered status of 

the art-object, Process Art inadvertently shifted that value and status onto 
another form: the documentation - be it the photograph, the video, the 

catalogue, the proposal or the wall text. Although the artworks in them

selves were impermanent and often destroyed, what did survive was the 

documentations. The documentation's value increased primarily because 

of its capacity to represent 'dematerialized' artworks. The documentation @
then took the place of the art-object and became a commodity that could * be bought , sold , collected and preserved. 

CONTRADICTIONS BETWEEN MY PROJECT AND PROCESS ART 

There are contradictions and complications with the link between my 

project and Process Art . These are primarily located in the follOW arena: a 
misunderstanding of Process Art, Process Art's championing of process 

over product, ephemerality and subverting the art-world/system. 

Firstly is the banal argument that all art requires a production process of 
some kind, and since all art is the product of a process of some kind, 

therefore everything must be Process Art or rooted in it. While this argu

ment does have some superficial value to it, it does fall drastically short 
when scrutinized. Process Art was a speCific group of practices in the 

mid sixties that provided a new way of producing and engaging artistic 

production. The dichotomy of process and product was collapsed and re
emerged as a unity. It requires awareness of the fact that the artist was not 

merely producing a product but rather allowing its production process to 
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fill in the space around the work as well as its interrogation and reception. 

The proce:;s is part and parcel of the product and not merely the means to 
an end. It is the difference between a painting process where the artist is 

using a skill to represent an idea, as opposed to a process where the very 

act of painting forms part of the meaning inscribed into the image/surface. 

An appropriate example is found in Robert Morris' discussion of the work 

of Jackson Pollock in the article "Antiform" (1968) referenced earlier. 

In the case of my production process the very act of unmaking/re-making 
the work contributes to the overall meaning. This is of course primar
ily located in terms of the meaning-loaded matter I am working with in 

combination with the processes I subject that matter to. One could locate 

some peNerse pleasure in destroying Nicolas Bourriaud's (contested) text, 

yet there is also the very taxing process of recreating that same text. To 

my mind it requires a certain sensibility; and it is a specific approach to@ @
constructing meaning through a process-based engagement with materi

als. To a large extent this very premise is an argument for process not just 

product, where my resultant object will be a testament to the process9• 

The idea of ephemerality and the emphasis on making work that was 
not permanent, seems to contradict certain elements of my production 
process. Yet, this position does not include the physical experience of the 

making of the work. The fact that I am using movable type means that I 

have to compose every single page by hand, in order to print it. Given the 

limited amount of type at my disposal I can only set one page at a time, 
which has to be redistributed back into the job case before I can start the 

next page. So if an error occurs whilst doing the final prints of a section 
of the book, I will have to restart that section from scratch,a. This is an 

experience on my part of that ephemerality or rather the transience of the 

object, where the very intense physicality of the movable type falls away 
to some extent, and only a recording of it (in the form of a print) remains". 
This also cites an idea espoused by Robert Morris to create an artwork 

that could be taken apart and returned to 'stock' after being viewed. Un
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like my book, Morris's work took the form of large-scale architectural envi

ronment that was installed in the Tate gallery space during 1971. Once the 

exhibition was complete the environment could be disass~mbled and the 

parts reused for altering the gallery spaces in other exhibitions (Compton & 
Sylvester, 1971). 

Process Artists advocated just launching in and letting the process dictate 

the form and content of the artwork. In contrast I invested a large portion 

of time developing the skill and technique in order to produce the object. 

My project is a terminable project, it is estimated to last a set amount of 

time and produce a specific outcome. This seems in direct conflict with 

the very premise of Process Art and much more related to artistic projects 

that are based on systems, clearly defined rules , logical formulas and 

sequential modular units. 

@ 
Furthermore, one could argue that my work is very much concerned with 

the object as well, primarily in my insistence to make it as sturdy and * 
permanent as possible. What needs to be considered is that the re-printed 

version of Bourriaud's Postproduction acts in its primary form not only as 

an object, but rather as a abstraction of the labour-intensive process that 

preceded it. Without the acknowledgement of that essentially private and 

performative aspect of the work, a crucial aspect will be omitted in the 

reading of the work. The process is not undergone merely to produce the 

book, but as a physical challenge in itself and a means to intellectually 

expand the arena of ideas that the work engages. 

PROCESS-BASED PRODUCTION 

Up to this point I have drawn a series of parallels and contradictions 

between my production and the ideals of the Process Artists. It should 

become clear by this point that my revisiting of their ideas and concerns 

is a very speCific engagement with a way of working or thinking about art. 
Rather than just copying their ideas, I have attempted to flesh out how my 

work interlinks with theirs as well as how it contradicts theirs. 
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It is useful to define my approach as "process-based production"'2, rather 

than Process Art. This i~ based on the time-gap between my production 

and the movement, as well as the content of the history, and the other 

operative elements in my practice. A similar idea is found in Nicolas Bour

riaud's discussion of the work of Rirkrit Tiravanija, Bourriaud states that 

Tiravanija uses the 'performative-form' (2007). The connotation here is 

that Performance Art was a specific movement that had its own govern

ing principles as well as historical context that it belongs to. Artists that 

employ the ideas of the movement and use it as a means to engage the 

audience, the gallery system and their peers need to be categorised ac

cordingly. 

Another reference in terms of the way project relates to Process Art can 

be found in an essay ''The Serial Attitude", by Mel Bochner (2005). Rather 

than attempting to lock down a movement, or claim membership to any@ @
movement, Bochner identifies specific characteristics that he groups as 

"The Serial Attitude" (Bochner, 2005). It is in terms of these approaches 

that I argue for the importance of Process Art as a sensibility or an ap

proach to production. To my mind, the import of this sensibility is the 

impact it has had on the nature of our interaction with our materials. These 

materials might have been considered neutral up to that point. The link to 

Process Art is a crucial aspect to my practice, but it is only one of many 

elements that contribute to my specific engagement. 

CONTEMPORARY MANIFESTATIONS OF MATERIALITY 

In her essay "Materializing Pedagogies" Babara Bolt argues that theorizing 

out of practice is completely different that as opposed to applying theory 

to practice (2006). She cites Paul Carter's term 'material thinking', which 

reconsiders the actions that take place within the very process of making 

and is in stark opposition to the external intellectualising of artworks (2006: 

Online). Carter argues that the material is not a passive component of the 
artwork, but an active component that functions in partnership with the 

artist's skill and intelligence (Carter cited in Bolt, 2006: Online). 
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An example of this is David Hockney's response to an Ingres exhibition at 
the National Gallery in London during January of 1999, in his text Seaet 

Knowledge: Rediscovering the Lost Techniques of the Old Masters (2001). 

Hockney was enticed by portraits, like Drawing of Madam Godinot (1829), 

which Ingres made with great accuracy on a small scale, and sought to 

find out how they were produced. It is important to note that Hockney 

approached the task from a practitioner's point of view and not that of a 
critic or art-historian (Bolt, 2006: Online). He started experimenting with 

techniques in an attempt to gain insight into the production process used 
by Ingres. Hockney experimented first with un-aided freehand drawing 

and secondly with the use of a camera lucida and compared the re

sults. Hockney found that the particular properties of the marks and the 

confidence in the artist touch as presented by these gestures were much 

closer approximated by the use of a mechanical device (Hockney cited in 

Bolt, 2006: Online). In this example Hockney came to a conclusion based @ @
on his experience with a variety of drawing techniques and mediums, that 

experience allowed him with a particular kind of insight or logic into Ingres' 

production methods (Bolt, 2006: Online). 

What is crucial to understand is that this places the starting pOint to the 

understanding of the work inside the production process rather than at

tributing meaning or import from a purely theoretical vantage point. Martin 
Heidegger's term 'handlability' is used by Barbara Bolt to explain the 

importance of this link (Heidegger cited in Bolt, 2006: Online) . In the text 

In Being and Time Heidegger proposes that we cannot understand the 
work by conceptualizing it, but only through the physical interaction with it 

(Heidegger, 1962: 99). The knowledge of the practical use of the hammer 
cannot be accessed theoretically or perceptually, but only through physi

cally employing the hammer to hammer something - Heidegger terms 
this the 'handlability' of the object (Heidegger, 1962: 99). This relates to 

the intended use-value of what the object was designed for. There is a big 
difference between the instructions on the flat-pack for a bicycle and the 

actual experience of repairing that tyre. The physical hands-on experience 
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is a particular way of coming to terms with the world and is a particular 

form of knowledge (Bolt, 2006: Onlin~). 'Words may allow us to articulate 

and communicate the realizations that happen through material thinking, 

but as a mode of thought, material thinking involves a particular respon

siveness to or conjunction with the intelligence of materials and processes 

in practice" (Bolt, 2006: Online). 

Certain works by Tom Friedman, Paul Edmunds and Marco Maggi can be 
understood according to this outline. These labour-intensive production 
processes do not materialise works of art that contribute to grand narra
tives of art -history, but humble works that emphasise the materiality of the 

objects produced. Paul Edmunds' created Fold (1999) over a period of 

six months by interlocking and cutting approximately 10, 000 cable-ties. 

Alternatively, one could refer to Reef (2001) for which Edmunds incised 

80, 000 arrows into a collection of Polystyrene cups. In Hotbed (Orange)

* @
(2009) Marco Maggi presents 125, 000 A4 pages with incisions. In Blind 

Slides (2007) he used drypoint on 820 aluminum foil slide mounts. For 

Untitled (1992) Tom Friedman stuffed about 3, 000 rubbish bags into each 

other. For Untitleel (1990) Friedman chewed approximately 1 , 500 pieces 
of bubblegum and sculpted it into a sphere. In 1,000 Hours of Staring 

(1992-97). Friedman stared at a single piece of 82.5 x 82.5 cm paper for 

1, 000 hours. As a process the creation of these works are not only deeply 
grounded in conceptual concerns about the materiality of the work, but 

also involve an intensely physical endeavour to create each respective 

work. 

When faced with a work like 1,000 Hours of Staring (1992-97), one pos

sible route is considering under what conditions anyone else would stare 

that long at a blank piece of paper. That dead-end alone should lend 

some associative power to Friedman's endeavour, as not even a quality

control inspector would invest this much time in a single sheet of paper. 
There is no contractual stipulation that requires him to perform this task, 

and it is not an example of enforced solitude or punishment. The artist 
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elects to dedicate himself to a mundane piece of paper for 1 , 000 hours. 
Moreover, it is the unremarkable nature of the material that makes the ex

tremely len~hy nature of that production process so pOignant. It is notable 

that in the description of Friedman's works in catalogues, reviews and 

monographs, additional detail is often given about the process required to 

create each of these objects. This quotidian materiality is found throughout 

Friedman's oeuvre, and is an insightful play on the tension between the 

Minimalist rhetoric13 and Process Art's attempted to supersede it. 

In the past Friedman has focussed on toilet rolls, garbage bags, tooth
picks, Play-Doh, eraser shavings, bubble gum, faeces, spaghetti, plastic 

cups, laundry detergent, Styrofoam, sugar, pubic hair, drinking straws 

and dust. Paul Edmunds' list reads pins, car tyres, cable-ties, Styrofoam 

pun nets, polystyrene cups, polyurethane foam, plastic bottle sealing strips, 

polypropylene mesh, galvanised wire and even a brass door handle. Mar@ @ 
co Maggi employs materials like pencil shavings, paper, apples, aluminium 

foil, rulers, and clay boards. The import of mentioning this is to contrast 

the meagre materials with the amount of attention and time dedicated by 

each individual artist to them. After all, no one invests this much time in 
any of these materials, nor these activities. 

What is interesting to note is that the awareness of the artists ' labour liter

ally alters the emphasis of the viewing experience. This is not just a case 

of rehashing Arte Povera; these expendable objects are not just recycled 

and given a 'second lease on life' as art. These materials are taken, recon
sidered and laboured in a manner that almost makes them profound. Tom 

Friedman notes that his work initially seems very casual and when some 

knowledge is gained or perceived about its production process, it changes 

into something very intense and laboured (Cooper, 2004: 19). For example 

like a blank piece of 82,5 x 82,5cm piece of a paper on a wall. The realiza

tion that the piece of paper has been stared at for 1 , 000 hours physically 
changes the impact the artwork has on the viewer. 

105 

® 



Univ
ers

ity
 of

 C
ap

e T
ow

n

@ 

These processes transfigure the objects without allowing them to lose 
their tactile quality. Edmunds describes the cable ti~s used in Fold (1999) 
as "ultimately redundant objects". ''They are made to be used only once, 

but if you're careful you can use them twice, and if you're very careful you 

can use them three times" (Saptouw &Edmunds, 2005). This is literally en

acted in the production of the artwork as Edmunds recycled this specific 

collection of cable ties from city lampposts. Cable-ties are produced to 
bind masses together, yet here constrain nothing except more cable-ties. 

The object is distanced, yet remains connected to its intended purpose. 
There is a notable tension between the viewer's familiarity with the materi
als and the uses artists like Friedman and Edmunds subject them to. 

Marco Maggi's objects are unmistakably reticent and self-effacing, and his 

processes are like-wise humble. From Newton to Macintosh (2007) forms 

part of an ongoing process that is an essential component of Maggi's @ @
practice. Each morning Maggi takes an Exacto-blade and engraves 

countless lines on the surface of a fresh Macintosh apple (Weintraub, 

2003). None of these actually pierce the skin of the apple. The gentleness 
of his touch requires an intense amount of preparation. To maintain, and 

improve, his skill as a draftsman Maggi has to perform this ritual everyday 
(Weintraub. 2003). Maggi also has a second ritual: this involves doing free

hand drawings of various geometric configurations until they resemble the 

quality of a line aided by a ruler or other mechanical device. 

Activities like erasing, tying, staring, chewing, polishing, cutting, scrap
ing, and sharpening a pencil are all everyday activities. It is through the 

intensification of that labour that these activities and materials mutate 

from what we understand them to be. When one reads the description of 

1,000 Hours of Staring (1992-97) or Hotbed (Orange) (2009) one starts to 

look differently at the material on display. Attempting to comprehend the 
labour imbues the work with a specific kind of significance, arguably a shift 
in our understanding of the object's. In some cases it is measurable like 

Edmunds' 80, 000 arrows and sometimes it is an interminable process like 
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Maggi's exercises in dexterity. 

CONCLUSION 
The intention with this section has been to trace the historical roots of 

process-based production. In order to accomplish this I have provided 

detail of the art-historical impulses that prompted Process Art as well as 

the social issues that formed the backdrop for the movement. The found
ing moments of the movemnet is focussed on to identify the core ideals of 

the movement. 

One of the most pronounced effects of the movement was a pronounced 

shift in the way artists analysed their tools, materials and the relationship 

of those to their respective end-products. These ideas are applied to the 

work of Richard Long, and frames Long's production process as well as 

the manifestations of his endeavours. 

* 	 Since my project is distanced by a time gap of between 30-40 years, as 
well as certain conflicts with the core ideals of Process Art, it is more use

ful to use Process Art as a framework for interpretation (Process-based 

Production). What is emphasized is a sensibility about production, and the 

kinds of objects that it produced. 

There are various artists whose work has been analyzed as contempo

rary manifestations of the Process Art's interest in materiality, particularly 

Margo Maggi, Paul Edmunds and Tom Friedman. With reference to their 
work, Barbara Bolt's article "Materializing Pedagogies" is cited to explain 

the process of theorizing from within the process of production rather than 

imposing meaning from outside. Through these examples and its relation 
to my project it is clear that there is a particular sensibility about the impor

tance of the production process and how that act contributes meaning, 

which makes Process Art a crucial reference for my project. 

107 

.~ 

* 


I 

I 



Univ
ers

ity
 of

 C
ap

e T
ow

n

@ 

NOTES 

I am aware that Process Art is omitted in this diagram. 

In this context ·traditional' refers to materials that were commonly employed in the art-wO(ld, although 

It should be noted that various new materials had recently been introduced by the Minimalists and Pop 

Artists. 

3 The Art-language Group produced a letter-essay in response to Lucy Lippard and John Chandler's 

article "The Dematerialization of Art". The group questioned Lippard's use of the term dematerialization, 

by putting fOlWard that the photograph, the transcription and the various fragments of material that Lip

pard had classed as 'dematerialized' is in fact as much material as the art-object rtself. So although the 

physical art-object disintegrates, ItS remnants allow it to remain readable. This is a contradictory element 

Inherem in the philosophical argument of Process Art and the body of critical discourse surrounding it. 

, Once again I refer to the Dick Higgins - Intermedia Chart (1995). 

@ 

In this context protest art refers to artworks that were produced in this historical time period primarily 

as a means to protest against various socio-polltlcal issues. Cntlcs of the time regarded the protest art 

produced under these auspices as derivative and repetitive, primarily because there was little innovation 

and depth in the engagement (Sandler, 1990). The work of the Process A'lists however conveyed some 

of these concerns, without becoming subservient to political means (Sandler, 1990). 

Through my projects I attempt to mirror this process, by re-thinking an object in terms of it production * 
process. This often involves examining the technological progress and innovations that shaped our under

standing of that object and made the current material configuration of that object a physical posslbilrty. 

Long moved towards producing large scale installations with materials from his walks and surround

ing areas, as well as Wall, floor and roof paintings. These vaIious manifestations Will not fomn part of my 

Investigation. 

, Lucy Lippard pointed out that these works were often done for the benefit of the camera; they were 

periormed to be documented in a sense (1973). 

During the presentation of a seminar paper an argument was raised that the resultant material artefact 

of my arduous production process could function as both the end-resu~ of that process as well as its 

documentation, I feel that this is only tnue if it is implied that the entire artwork is the perfomn~ce of 

Postproduction as a score, which excludes many of the other equally important elements I have explored 

in this text. 

" This did actually occur during the printing process, without realizing it I registered page 36 incorrectly, 

printed IT and redistributed the type back into the job case. It was only when I registered the paper for 

pnntlng the final version of the next page that I realized my mistalke. 

" Furthermore, since the movable type I am currently using is being loaned to me after this process is 
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TIME 

The focus of this section is using the notion of time to build an argument 
to engage the works of individuals who subject themselves to time and 
labour-intensive processes. The underl'ying concerns of these works, 
although not always explicit, are notions of futility, human endurance and a 

particular the understanding/experience of time. This particular section is 
an attempt to frame 'time' as an operating factor in my own work, as well 

as argue for its place in my studies. 

DEFINITIONS OF TIME 
In order to facilitate a coherent engagement with the selected artworks/ 
artists the meaning of 'time' needs to be unpacked. According to the 
International System of Units (SI) the current1 definition of a second is 
the following: "The second is the duration of 9192631 770 periods of 
the radiation corresponding to the transition between the two hyperfine 

levels of the ground state of the caesium 133 atom" (International Bureau @ @
of Weights and Measures2, 2006: 113) This definition refers to a caesium 
atom at rest at a temperature of 0 K, and thus not affected by black body 
radiation. 

A contemporary version of the Britannica Encyclopaedia defines time as "a 
measured or measurable period, a continuum that lacks spatial dimen
sions" (Smart, 1994:662). This perception of time has its roots in Isaac 
Newton's 1687 definition of time, space and motion. These definitions, 

along with the incorporation of various alterations and renovations as 
science advanced since their inception, form the basis of the way time is 
commonly understood (Barbour, 1999:20). 

Newton's time is absolute. It fiows with perfect un~ormity for ever and nothing in the world 

affects its fiow. Space, too, is absolute. Newton conceived of space as a limitless container. 

It stretches from infinity to infinity like a translucent block of glass, through which, neverthe

less objects can move unhindered. Space is a huge arena; time is a clock in the grand

stand. Both are more fundamental than things. Newton could imagine an empty word but 

not a world without space and time (Barbour, 1999:20). 
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Given that these ideas were initially proposed in 1687, a dense body of 
scie~tific research and engagement with this definition has been devel

oped3 . My intention is however not to provide the full detail of that history, 

but rather to point out that these definitions provide very little assistance in 

pin-pointing the physical experience of time. 

A text that does attempt to provide this is Immanuel Kant's ''Transcenden
tal Aesthetic" in his Critique of Pure Reason, where he offers five distinct 

arguments about the nature of time. Many of these arguments have 
been debunked, primarily because Kant fails to convincingly argue for his 

theories on the basis of empirical facts or grounded conclusions (Hsieh, 

2004:6). Kant's opinion that time is a "contrived method of measurement, 

or a convenience that we invented" (Kant cited in Braschler, 2002:93), 

does remain a useful point in opposing the aforementioned definitions of 

time.@ @ 
Kant also states that to him "time is matter of perception and relative to 

the person who experiences it" (Kant cited in Braschler, 2002:93). This is 
something I can personally attest to as during certain parts of the process, 

like composing the text of Postproduction with movable type, nearly an 
hour would go by without me noticing it. Of course the exact opposite is 

also true, because in the case of papermaking I would become painfully 

aware of the fact that it took me nearly three hours to produce 10 sheets 
of paper. Similarly, there is the experience of spending an hour in the 

pressroom attempting to produce a decent impression, something that 
should by my calculations take no more than 15 minutes. 

These definitions, except possibly Kant's, are greatly in contrast with the 
way the human mind, part icularly the subconscious mind's, experience of 

time as fragmentary non-linear narrative. Individuals who have experienced 

some form of trauma often relive the memory of trauma with a similar 
level of psychological and physiological intensity multiple years after the 

incident took place. More exotic references could be made to various tribal 
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perceptions and theorizations of time have evolved around the world, but I 
feel that the pOint has been made. 

The importance of providing these definitions is to draw attention to the 

capacity of time to frame (or measure) experience or events, in that sense 

time (like space in the Newtonian sense) is the glue that binds experience 

and events together (Barbour, 1999:13). Barbour states that we experi

ence events as snapshots of the universe set in motion, like separate 
frames in an animation, through our perception of time (Barbour, 1999:18). 

Memories, fictional tales and factual accounts are all narrated primarily by 
the relation of events to a specific time-line. 

The standardized Western perception of time stresses this linearity; it is 

regarded as a line or string that stretches from point A to point B. Once a 

moment, minute or hour is passed you cannot physically return to it aside @ @
from fragmentarily reliving that experience through memory or some form 

of documentation like photographs, videos, journals, blogs, biographies 

and transcriptions. In The End of Time (1999), physicist Julian Barbour 

states that the standard experience of time is similar to being on a train 
carriage, you are being moved in one particular direction. All the events 

that constitute your day are progressing according to this perceived unidi

rectional flow of time. This unidirectional flow of time dictates that a cup of 

coffee left on a counter will cool down (Barbour, 1999). Common experi

ence dictates that this flow does not reverse itself; the cup of coffee does 

not magically reheat itself (Barbour, 1999). 

In my field of study certain artists invest large portions of time in seem

ingly pedestrian activities. In a very concrete sense it is thus not about an 

attempt cite various complex texts detailing the exact nature of time, but 

rather use it as a structure to engage a set of seemingly disparate prac

tises. Writing about the 'problem of time' in relation to sculptural space in 
1937, Naum Gabo argued that in order "[tJo bring Time as a reality into 

our consciousness, to make it active and perceivable, we need the real 
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movement of substantial masses removable in space" (Cited in Brettell, 
1996:54). This is ~ore a closely related to my particular interest in time, 

perhaps much more than the aforementioned definitions. In this sense it is 

more about the relationship between time and the art-object, and this rela

tionship is particularly effective when it plays out in the mind of the viewer. 

TIME-BASED ART 
Elementary research on the correlation between time and art provides 

numerous results linked to Time-based Art' . At first glance I thought that I 
had honed in on a crucial element in my practice, but after sifting through 
the results of my research I found this term to be quite problematic. It is 

applied rather loosely to a very divergent group of video, performance 

and theatre works; basically anything that is not a static image or object. 

Festivals like the Time Based Art Festival (TBA festivan, hosted by the 

Portland Institute for Contemporary Art since its inception in 2003, provide @ @
some interesting insight into the development of the field, but also fail to 

approximate my particular concerns with time. What might elucidate this is 

the particular grouping of artists and artworks that fits into the aforemen
tioned category as well as my particular interests. 

If one considers time in its capacity to measure duration certain key video 

works come to mind: Andy Warhol's Empire State Building (or Empire) 

(1964), Douglas Gordon's 24 Hour Psycho (1993), Jacques Rivette's Out 

1 (1971) and Alain Resnais' L'Annee Oemiere aMarienbad (Last year in 

Marienbad) (1961). I wish to point out that these examples are not crucial 
to my investigation of labour-intensive artistic practices, but present 

research of time, in its capacity as duration, as an entry paint into the 

viewing experience. For a more detailed discussion of these examples see 

Addendum B: Time-Based Art. 

The next point of discussion is two intellectual marathons that have taken 
place. The first example is the Serpentine Gallery's 24-hour Interview Mara

thon (2006) that started on July 28 at 6pm and ended on 29 July at 6pm. 
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that we live in a time where there are a plethora of publications available 
on the societal need to slow downs. Examples are Tim Ferris' book titled 
The 4-Hour Work Week: Escape 9-5, Live Anywhere, and Join tM New 

Rich (2004), Dian Glouberman's The Joy of Burn-Out and How the End of 

the Road can be a New Beginning (2002), Alien Bluedorn 's The Human 
Organization of Time: Temporal Realities and Experience (2002), Bertrand 
Russel 's In Praise of Idleness (2001) to name just a few titles. Although 
one could dispute the worth of another lifestyle fad, it should be noted 
that the four hour work week once predicted by Benjamin Franklin is still 
nowhere in sight. 

To further my argument, it is however important to shift the focus from 
projects that offer the spectator with an intense viewing experience to 
artists that submit themselves to labour-intensive production processes. 
In these cases the artists select processes that are inherently slow as a@ 
means through which to arrive at artworks. Although there are numerous 
individuals operating in this field, it is pertinent to select a few artists that * 
mirror my aforementioned concems. These examples will elucidate how 
time can be used both as a means to measure the duration of a process 
and a way to engage the objects on display. 

ARTISTS SPECIFICALLY RELATED TO MY PROCESS 
To Fix The Image in Memory (1977 -82) by Vija Celmins, consists of eleven 
seemingly identical pairs of stones, one half of which was collected from 
the New Mexico Dessert and the other half is bronze casts meticulously 
crafted to resemble the collection. Celmins built up the surface of the 
bronzes through successive layers of paint applied in a pointillist fashion 
over a period of years until they became indistinguishable from their rock 
counterparts. 

Celmins' success at trompe l'oeil is evidenced by various museum-goers 
being impressed by the fact that she managed to track down two identical 
stones (Celmins & Gober, 2004). The failure of the viewers to realise the 
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difference between the two objects unfortunately also attest to an unwill

ingness to really engage these qblique objects9. This greatly contrasts 

Celmins' near ascetic persistence in attempting to approximate the sur

face of her found objects. This dedication, as well as the immense effort 

required on Celmins' part is what makes her work crucial to my argument. 

Celmins' attitude brings to mind a quotation I once read on the relation 

between Buddhism 1O , art and everyday life: "You must look, and look, 

and look ... until you are blind with looking. And out of blindness comes 

illumination"" (Carter Brown in Baas, 2004 : 26). This attitude is also a 

key feature of her production process which is essentially cyclic. Celmins 

is caught in a perpetual act of re-investigation, often returning to a single 

image or object in the hope of re-exploring that territory, opening up a new 

experience or permutation to her previous discoveries. Viewing her other 

works one notices how over the years her scenic ocean views have been 

* @
transformed from graphite drawings, to oil paintings and even woodcuts 

and then the cycle starts again. In this sense her processes, although 

tied to distinct works, form part of a continuum that is very concerned 

with the repetition of certain actions and images. To my mind this is very 

pronounced in To Fix The Image in Memory (1977 -82), one can imagine 

Celmins' in the studio attempting to fix the image of a tiny section of a 

rock in her memory before touching the bronze cast with the tip of her tiny 

brush. 

Celmins' process is what gives her work depth; she continually builds up 

the image surface through incremental changes in tone, hue and shade. 

When these actions are exerted on external objects of focus they result 

in visually dense imagery marked with a laborious attentiveness (Celmins 

& Close, 2004). The articulation of incremental progression towards a 

final artwork is distinctly different in the work of Richard Long. The act of 

walking forms the back bone of Long's work. Walking is inherently slow, 
our body comes with a natural speed-limit, (Honore, 2005: 121) to go 

any faster you would have to power-walk or break into a light sprint. The 
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SCALE AND ITS IMPACT OF THE PERCEPTION OF AN ARTWORK 
Up to this point a few definitions of time, my particular interest in time as 

well a~ details of certain artists working in this field has been provided. It is 

important to discuss how these various elements influence the perception 

of these artworks. In her discussion of the miniature, Susan Stewart cites 
an experiment that attempted to establish the influence miniaturization 

has on the perception of time. In the study by the School of Architecture 

at the University of Tennessee, (Cited in Stewart, 1993: 66) adult subjects 
interacted with scale-model environments 1/6, 1/12 and 1/24 of life-size 

environments. These subjects were requested to imagine that they were 
the scale of the miniature scale-models and use scale figures to explore 

each separate environment. The test subjects' experience of the pas

sage of time was proportionally relational to the shift in scale from full size 
to miniaturization. According to this formulation "30 minutes would be 

experienced in 5 minutes at 1/12 scale and in 2.5minutes at 1/24 scale" 

(Stewart, 1993: 66). * 
Although this relates primarily to the experience of the passage of time un
der very specific conditions, it does open a tangential point of investigation 

that relates to the perception of an environment or an object in accord

ance with the scale we perceive it to be. The question is raised about what 

the findings in the study allow as a framework for the experience of the 

artworks I have outlined before. If the miniature compresses or condenses 

time, then the gigantic by its logical opposition should then arrest, or at 

least slow down, the accurate perception of time. 

In a chapter of On Longing entitled "The Gigantic" Susan Stewart expands 

on how the Land Art movement of the sixties tapped into this language 

(1993). Stewart mentions Dennis Oppenheim's project that involved 

mowing rings 16 kilometers wide in the wheat fields surrounding an active 

volcano in Ecuador (Stewart: 1993: 76). Other examples on this topic 
would include the works produced by Christo and Robert Morris under the 

auspices of Land Art. What is important to note is that this perception of 
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the gigantic is primarily linked to the viewer engaging the object in terms 
of its relation to the viewers' physical size. CI'!ssical examples of these 

undertakings would be the Scrovegni Chapel by Giotto, or Michelangelo's 

ceiling of the Sistine chapel. In both these cases there is an aura of histori

cally attributed artistic excellence that surrounds it, as well as each site's 

ability to physically dwarf its viewers. 

The second way is much more pertinent to my discussion of scale; when 
the artworks are metaphorically gigantic. This involves the understand

ing of the scale of the projects' undertaking in terms of its demands on 
an artist rather than the size of the resultant material artefact. I argue that 

there is a critical difference between admiring the ceiling of Sistine Chapel 

because it encompasses 1, 300 square meters of ceiling and admiring 
the work because of an awareness of the production process. There are 

particular properties of this process that need to be pointed out in order to@ @
explain my position. 

Michelangelo rendered the images in buon fresco, the most difficult of 
fresco painting techniques, and was quite daring given his limited experi

ence of painting (Esaak, 2003: Online). Michelangelo preferred to sculpt 
rather than paint, therefore he needed to significantly develop his own 

abilities before attempting to paint the ceiling. Lastly there was the tricky 

issue of perspective - the figures had to appear proportionally correct 

from roughly 18 meters below (Esaak, 2003: Online). All these elements 

made the initial progress on the ceiling slow, but once Michelangelo was 
versed in these skills he started making rapid progress (Fay, 2006: Online) . 

I argue that an awareness of these elements changes the way a viewer 

engages the work, especially once a viewer is informed that the project 

took the artist four years to complete. 

This distinction is crucial to understand because it requires the viewer 
to be cognisant of the production process of these works. This is of 

particular importance to me because of my aforementioned interest in 
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Process-based production and its value as a tool to engage time and 
labour-intensive artworks. Although this might seem to be a repetition of 

the above point, th~re is an important distinction between the ways these 

works operate. 

Furthermore, when Michelangelo stands on top of his uniquely designed 

scaffolding for four years to produce an iconic series of fresco it still func

tions within the painterly tradition and draws on very specific references. 
To my mind these references are completely different to Tom Friedman 

spending 1, 000 hours over five years to produce 1, 000 Hours of Staring 
(1992-97). 

In brief what makes Friedman's work gigantic is the awareness of the 

history of its production as well as the conceptual contribution of that 

specific process. Throughout my research I found that the processes are @ @
undertaken by the artists I reference to specifically produce a certain kind 

of material artefacts. The fact that the object does not need to physically 

dwarf the viewer allows artists more freedom when engaging this terrain 

of thought. It evokes the gigantic by transcending the narrow boundaries 
imposed on an understanding of scale primarily in relation to physical size 

or mass. In the case of 1,000 Hours of Staring (1992-97) it is the intangi
ble nature of that labour that shifts the artwork into a specifically revered 

state in the mind of the viewer. 

In terms of my discussion of Process-based production the artwork 
manages to transfer the process of its production as well as successfully 

situate that into the continuum of reading the work. In an abstract form 

the viewer experiences the time it took Tom Friedman to produce the 

artwork as part and parcel of the final product, it is an inescapable part of 
the work'3. The object testifies to an immensely laborious and profoundly 

intense production process that shifts our understanding/reading of the 
work. Even though the viewer cannot fully experience the 1, 000 hours 

that Freidman invested in the process, the awareness of that process 
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imbues the resultant material artefact with an aura akin to that of the 
gigantic. To my mind this example is the most eloquent in rfllation between 

art and time, as well as my concerns with the interlinking between these 

two fields. 

THE RELATION BETWEEN THESE EXAMPLES AND MY OWN WORK 

My project entails re-print ing Nicolas Bourriaud 's Postproduction (2007) 
with outdated and superseded printing technology, specifically letterpress! 
movable type. The text is printed onto paper that was handmade from 
original copies of Postproduction. Standard letterpress ink was used 
in combination with a Vandercook 219 AB press for the printing. To 

compensate for the occurrence of various complications and errors during 
the production process there were three to five working copies of the 

book. After a single volume was selected for presentation in the gallery 

space all the remaining copies of the text were destroyed. ® ® 
In terms of the content of this paper it is useful to note that the length of 

this project was estimated to be between 1, 500 hours and 2, 000 hours. 
This is probably more than a hundred times longer than the commercial 

production of Postproduction. It should be noted that the technology 
currently exists to have a book printed and bound in less than 5 minutes 

by using the Espresso Book Machine (On Demand Books, 2009: Online). 
The most recent model, The EBM 2.0, has a high speed black and white 

printer that can print 105 pages per minute and a high speed colour 

printer that can print 35 pages per minute (On Demand Books, 2009: On
line). This is in stark opposition to the fact that it takes me roughly 7 hours 

to produce a single page with movable type. This is only possible when 

working at maximum efficiency, in some cases a pages has taken me 15 
hours. As pointed out in the first section of this dissertation the choice 

to produce a book through such laborious means was pre-meditated. I 
embarked on this project knowing the limitation of the technology at my 
disposal as well as how that would impact the overall length of the project. 
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effort required to complete this project. I have drawn on Susan Stewart 's 
discussion of how scale is related to the experience of time and extended 

used it as a framework for the ehgagement of time and labour-intensive 

artworks. Once again I referred to the quotidian nature of the materials 

Friedman invests this time into, and emphasized how the choice of materi

als bolsters the scale of the endeavour. 

This clearly defines the value of time in this context and requires keen 

attention to the specificity of the context I employ it in. Through the discus
sion of these examples as well as references to my own production I have 
pointed out what Naum Gabo terms "bringing time as a reality into the 

consciousness of the viewer and making it part of the critical language 

used to engage these works" (Gabo Cited in Brettell, 1996:54) . As I have 
pointed out in this section time can be effectively employed as a critical 

method to engage labour-intensive artworks, and its inclusions into this @ @
text clearly builds on the foundation of previous sections of the disserta

tion. This conclusion of the eff~ctiveness of time as a means to critically 

engage artworks, lays the foundation for the next section. 
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NOTES 

, The onginal definrtion of a second was a fraction 1/ 86400 of the mean solar day. The exact definrtion of 

• "mean solar day" was left to astronomical theones, but the discrepancies between and the length of ttje 

mean solar day and the actual duration of the earths rotation lead to the definition being replaced v~th 

one the could be reproduced more accurately through a stand-alone expenment. 

, International Bureau of W";ghts and Measures is also commonly referred to by its French narne -Bureau 

International des Poids et Mesures" (BIPM). 

, The most notable of these are Albert Einstein's -Special theory of Relativity" (1905), "the general theory 

of relativity- (1913), "Quantum Mechanics" particularly Werner H";senberg's "matnx mechanics" (1925) 

and ElWin Schr6dinger's "wave mechanICS" (1926), Ernst Mach's "Mach's pnnciple" (1883) and lastly the, 

'Wheeler-DeWitt theory" (1967) by Bryce DeWitt and John Wheeler . 

• There is another group of processes that are linked to this concept, performances/processes that 

feature the gradual detenoration of an object over a pened of time. An interesting article on this topic is 

Cheng, M. 2007. "Catalyst, Praxis, Habitat: Perfomnative Objects in Chinese time-based art" in Perfor

mance Research. 12 (4).151- 166. 

, This work was specifically selected as a pivOl point in this paper and to lead into the next section of@ @ 
artworks, which are more closely related to my practice. 

• The trtle is no doubt a play on the fact that the acronym for 'as soon as poSSible' and 'as slow as pos

sible' are bOlh ASAIP. 

7 The total length was arrived at by subtracting the date of the organ's invention in Halberstadt from the 

new millennium. It commenced on the composer's 88th birthday, Seplember 5, 2000. 

, This will be dISCUSsed in more delail near the end of the paper. 

, This is of course not Ihe first l ime in Celmins ' career thallhis has happened, she has faced similar reac

tions to her drawings and paintings. To which viewers would exclaim something 10 the effecl of 'Wow, 

what a great set of photos" 

'0 II should be noled thaI Celmins in no way malkes mention of a spiritual aspect of he" work, although I 

do feel certain parallels could be drawn between her and a few olher selected artist oeuvre for a discus

sion. AI this particular point a lenglhy discussion of this aspect of Ihese processes would detract from my 

focus in this paper. 

" This IS a quote by Bernard Berenson, ciled by J. Caner Brown, cited by Jacquelynn Beas. 

" This is also evident in the fact that Lorg ceased e~ploying maps and mainly uses text in the evocation 

of his journeys in his laler works (Friis-Hansen, 1996), 

" This is of course quite intricately linked to the faolh the viewer has that the artisl actually did spend 

1,000 hours to produce the work. 
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faced an intense period of physical hardship when isolated inside her 
cave. There were no comforts like hot water, books or television or even 

a bed in the cave and instead of sleeping she'sat upright in a traditional 

three-feet-square wooden meditation box (Mackenzie, 1998). The damp

ness inside the cave made her health deteriorate (Mackenzie, 1998). 

Palma had various encounters with wild animals, like packs of wolves that 

would howl at night, and on one occasion she found the footprints of a 
snow leopard near the cave (Mackenzie, 1998). There was also a martin 

who would sneak into the cave and cleverly undo the lids on her plastic 

containers of food, she had to grow her own food (most of which rodents 
consumed) (Mackenzie, 1998). Palmo had to endure the excruciating pain 

caused by an eye infection that left her completely immobilized, she could 

not eat, lie down, cook or even let any light in the cave for fear of intensify

ing it - all she could do was sit and endure the pain (Mackenzie, 1998). At 

one stage her food supply almost ran out and she had to endure near@ @
starvation for months (Mackenzie, 1998). During March 1979 an avalanche 

trapped her inside her cave with a diminishing oxygen supply for days on 

end (Mackenzie, 1998). In addition to these challenges she had very little 
contact with human beings for the entire duration of her spiritual retreat 

from the world. 

By engaging in this act Palmo overturned a tradition that decreed women 

were incapable of engaging in extended spiritual retreats in extreme 

isolation (Mackenzie, 1999: 80). This relates specifically to the Tibetan 

practice of Buddhism and Palma's experience of gender discrimination 
within that context. Palmo's motivation for her actions was to participate 

in the battle for gender equality on behalf of female Buddhist nuns. Their 

position is exemplified rather well by the fact that Buddhist monks of the 

Tibetan tradition consider the female body unclean, and that according to 
them it is not possible to achieve enlightenment in a body that is unclean 

(Mackenzie, 1999). On a daily basis they request through prayer not to be 
reborn as a female' (Mackenzie, 1999). Since her return Palmo has been 

the focus of two books as well as a documentary on her spiritual ex peri
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ence. Palmo currently tours the world to raise awareness and funds for the 

establishmef1t of a monastery for Buddhist nuns. 
Although solitude is crucial to gaining this kind of spiritual growth, pockets 

of resistance are found in the most unlikely places. When Tenzin Palmo ar

rived in Tayul Gompa in Lahoul, the nun who greeted her on arrival told her 

that she needed 18 cups and plates to host dinner parties, because winter 

was party season (Mackenzie, 1999: 68). Needless to say that the social 
calendar was greatly in conflict with Palmo's need for silence and isolation, 

something she kindly informed the nun of and proceeded to spend the 
entire winter meditating (Mackenzie, 1999: 68). After six years however 
she left the area, primarily out of frustration with the aforementioned social 

structures. Although Palmo was in retreat and did not actively participate 

in the parties, it is almost impossible to make any serious spiritual growth 

when large groups of nuns are chatting loudly and spinning wool close to 

where you are attempting to meditate. After her time in Tayul Gompa, she @ @
left for her cave in the Himalayan mountains as outlined above. 

There is another tale that is similar to Palmo's need for silencing outside 

distractions. Krishnamurti once told the story of Indian men who would 
become angry when the loud play of children in the villages interrupted 

their serious attempts at meditation and spiritual growth (Braschler, 2002: 
45). In these examples, as well as a few others that will be referenced 

later, there is a conflict between the outside world and the quest to retreat 

inside the self. In an interview with Vickie Mackenzie, Tenzin Palmo notes 

that retreating inside the self, or engaging in hermetic practices does not 
necessarily constitute running away from the daily trials of everyday life, 

but the exact opposite (Mackenzie, 1999: 68). Palmo argues that the 
world's distractions2 are actually a form of running away from the seriously 

daunting task of meditating and seeking enlightenment. When isolated 

from all these distractions there is no way to escape dealing with issues 
and conflicts deep within the self. 

Anthony Storr refers to the act of mourning as one particularly important 
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example of confronting serious issues through periods of isolation (Storr, 
1988:61). Storr states that the experience of a deep loss shifts the focus 
of human consciousness to a tragic/absolute plane; this' is a specific level 
of consciousness that is far removed from the trivialities of everyday life. 
Storr states that this plane is accessed more readily by individuals who 
have suffered an intense experience of loss. This is primarily because their 
vulnerable emotional and psychological state relegates the pedestrian 
preoccupations of life to the back of their minds (Storr, 1988:61). 

These examples clearly emphasize the need for solitude as a means to 
cultivate a deeper sense of self and clarity of life purpose. The next pOint 
of discussion is about what solitude proffers its practitioners, and the 
particularities of the experience. 

THE PRACTICE OF SOLITUDE@ @
My interest in solitude is of course not primarily in relation to the religious 
importance attached to solitude, but rather the link between solitude and 
creative output. In order to explicate this link more clearly, the circum
stances that dictate the need for solitude must be addressed. The hustle 
and bustle of contemporary life fosters the desire for solitude, or at least 
some alone-time, in the majority of individuals (Storr, 1988:34). 

The societal need to hurry and its manifestation as a work-till-you-drop
culture is exemplified by the Japanese term karoshi which means 'death 
by overwork' (Honore, 2005: 5) . The term mostly applies to twenty
something males, who routinely spend between 60-90 hours per week at 
work. A famous example is Kamei Shuji, who was the golden boy of his 
company. His superhuman stamina and 90 hour work weeks was her
alded as the standard most should aspire to (Honore, 2005: 5). That was 
until he died at age 26 of a heart attack. The fact that his workload was at 
its heaviest and that his work-hours were at their longest were no doubt a 
contributing factor. 
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In a book titled In Praise of Slow Carl Honore (2005), like many others 

mentioned earlier, argt,Jes for the societal need to slow down. He discuss

es the "Slow movement" which has had a world wide impact on every

thing from work, food, exercise, sex, leisure and medicine. In each case he 

supports his argument with facts from surveys, statistics, interviews and 

his own anecdotal experiences. To my mind the choice to produce work 

through time and labour-intensive processes can be argued to be indica
tive of the need to slow down. The pervasive importance of this choice 
is accentuated by the fact that Vija Celmins, Siemon Allen, Marco Maggi, 
Paul Edmunds, Tom Friedman, Richard Long, Janine Antoni, Marina Abro

movic and Ulay have elected to spend large portions of time in solitude to 

create artworks. At this particular point I wish to highlight the fact that in 

each case one is faced with a personal willingness to invest hours in the 

incremental accumulation of physical and conceptual mass. 

@ @
There are a specific few other individuals who take this desire for solitude 

to an extreme, particularly through the designing of projects that require 

their isolation from society. For the last fifteen years of his life Marcel 

Proust lived the life of recluse in a corked up bedroom that was sound and 

air-proofed (David, 1936: Online). He slept during the day and spent his 
nights working on a single work A la recherche du temps perdu (published 

in various volumes between 1913-27), translated directly as In Search 

Of Lost Time (1913-27) and is more commonly known as Remembrance 

Of Things Past, after C.K. Scott Moncrieff's translation (Schneider, 2006: 

Online). The novel is divided into seven volumes and is 3, 200 pages in 
length. 

Quite frequently individuals have expressed the need to be completely 
alone to be able to tap into their creative drives. One example of this is 

found in the letters Kafka wrote to Felice Bouer, their relationship lasted 

five years even though they only met roughly ten times during than entire 
period (Storr, 1988: 1 05). In these letters Kafka notes how even though he 

desperately needed Bouer by his side, he would not be able to write with 
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her present even though she expressed the desire to be present during his 
writing periods (Storr, 1988:105). 

In Letters to a Young Poet (1984) Ranier Maria Rilke advised his corre

spondent, Franz Xaver Kappus, that in order to create literary texts of sig

nificance he must embrace solitude. Rilke continued this train of thought 

in many of his subsequent letters, continually stressing the importance of 

solitude. 
h must be immense. this silence, in which sounds aJld movements have room. aJld if one 

thinks that along with all this the presence of the distant sea also resounds, perhaps as the 

Innermost note in this prehistoric harmony, then one can only wish that you are trustingly 

and patiently letting the magnificent solitude work upon you, this solitude which CaJl no 

longer be erased from your life; which. in everything that is in store for you to experience 

and to do, will act as aJl anonymous influence. continuously and gently decisive, rather as 

the blood of OUT ancestors incessantly moves in us aJld combines with our own to form the @ @
unique. unrepeatable being that we are at every turning of our life (Rilke, 1984: Online). 

This advice can also be interpreted as a reflection of Rilke's personal life. 

Even though Rilke was favoured by many of his peers, he often informed 

them that if they loved him, they must love his solitude as well (1984). 

Tom Friedman approached the idea of solitude a bit differently. During his 

second year at the UniverSity of Illinois in Chicago he completely emptied 
out his studio space, boarded up the windows and closets and painted 

the entire space white3• Everyday he bought a single object from his apart
ment and focussed on it for nearly the entire day, puzzling where to place 

it, what the ideal viewing conditions were, how to engage in it, examining 

its surface texture, materiality, use-value, scent and colour (Cooper, 2002: 

9). Friedman notes how he needed to create an empty mental space in 

which to truly grapple with the fundamental properties of his particular 

visual language, something he desperately needed given how the intensely 
conceptually based course completely paralysed his creative faculties 

(Cooper, 2002: 8). 
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ENFORCED SOLITUDE 
The next point of discussion is enforced solitude, in particular sOlitary con

finement and sensory deprivation. Enforced solitude can have a disrupting 

effect on the operations of the human mind (Storr, 1988:44). In Denmark 

prisons during the 1960s solitary confinement was extensively used for the 

detention of pre-trial prisoners. 

Detainees spend twenty-three out of every twe~ty-four hours in a small cell. They are 

allowed two haff-hour periods of exercise akme. but their solitude is otherwise interrupted 

only by visits to the lavatory. and the delivery of meals. In spite of being allowed books. ra

dios. televisions. letters and. in some cases. supervised visits. even this degree of isolation 

often has deleterious effects upon mental functioning (Storr. 1988:44). 

There are three particular impact points of solitary confinement that need 

to be noted; mental functioning, personality changes, social interaction. @ @
On the first note the detainees experience restlessness, insomnia, inability 

to concentrate, and partial failure of memory (Storr, 1988:44). 

It was noted that these prisoners invented obsessive rituals to mark the 

passage of time and attempt to structure their days (Storr, 1988:44). The 
interruption of the various processes designed by these prisoners led to 

disorientation and a heightened state of anxiousness. Prolonged exposure 
to these circumstances quite commonly led to suicide (Storr, 1988:44). 

Another reference is the age-old ritual of scratching the days passed while 

imprisoned on the walls of cells that has been practiced by prisoners for 
centuries. 

It should be noted that solitary confinement is still used today in particular 

by Japanese prisons for death row inmates. "While awaiting execution 

they're kept in solitary confinement and condemned prisoners are only told 
of their execution a few hours before it happens, meaning every morning 
prisoners wake not knowing if this is the day they're going to die ... " (Wil

lacy, 2009: Online). One death row prisoner, Sadamichi Hirasawa, died of 
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Gamma 100 - 38 Hertz 	 peak physical and mental performance. high locus and concentrat ion 

mystic and transcendental experiences. anxiety. schizophrenia & hyper 

activity 

Beta 38 - 15 Hz 	 standard waking consciousness 

Alpha 14 - 8 Hz relaxed state. daydreaming or visualizing. meditation 

Theta 7 - 4 Hz dream sleep (REM sleep). cIeep meditation. peak experiences. creatrve 

states 

Delta 3 - 0.5 Hz lowest frequency. the unconscious. dreamless deep sleep 

(Jacobi. 2009: Online) 

In a radio interview about creativity and brain function Clive Simpkins ex

plained that in order to access more creativity, individuals have to shift their 

brain into Alpha state (Maggs, 2(08). The importance of this act is that it 

allows the mind more freedom than the linear analytic operating method of 

Beta brainwaves. Simpkins used the analogy of a group of youths playing 

jump rope to explain the link between brain waves and creativity. Slowing 

down this rhythm allows for synchronization between left and right brain * 	 * 

hemispheres and offers much more freedom when brainstorming ideas. 
Simpkins states how Salvador Dali often used techniques to get into this 

state of mind in order to generate new ideas for paintings (Simpkins, 

2003). 

Being aware of shifts in the state of brainwaves, one can accomplish large 

portions of work at a much higher speed than normal; this is particularly 

true of Gamma brainwaves. Musicians refer to this as 'the zone' and often 
slip into it when performing live, or recording tracks in the studio. In the 

printing room the composers need to be fully knowledgeable of the lay of 

the case and their hands perform the action in an almost automatic and 

intuitive fashion (Loxley, 2006). More ubiquitous examples are individuals 

who are particularly adept at touch typing , or sportsmen and women who 
intuitively know which direction the ball is going to go at the very second 
they connect with it. In these examples the knowledge of the task extends 

beyond the visual perception of conceptual awareness of the task. 
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To my mind the link between this oceanic sense of calm and labour-inten
sive projects is more complex than the average a;;sumption that all time 

and labour-intensive processes are inherently meditative. This assumption 

is as harmful to critical engagement with the works as the assumption that 

all labour-intensive projects are obsessive5. Previously in this text reference 

was made to my experience that sometimes the process is simply too 

frustrating to allow access to this state. In truth the experience of produc
ing this particular work has been dominated by feelings of frustration and 

boredom, something quite opposed to the oceanic sense of calm experi
enced during meditation. 

Furthermore, it should be noted that in general the process of meditation 

involves silting still, attempting to numb the body and quiet the internal 

chatter of the mind. Alternatively individuals focus on a repetitive act, 

chanting a mantra, or a specific mental image (like a black slate, white dot, @ 
or shifting kaleidoscope of colour): this precedes receding into the vast 
space of the mind. While many other physical activities like running, knit

ting, playing a musical instrument, or gardening are also classed as medi
tative I feel that broadly applying the term to all labour-intensive works, 

fail to address the specificity of each manifestation6. I am not stating that 
there are not artists working in this field whose work does not relate to it, 

but am advising that more critical engagement needs to be made with the 

link between the meditative act and the artwork on display, rather than as

suming that it automatically is meditative because it is labour-intensive. 

ARTISTIC REFERENCES 

Marina Abramovic and Ulay elected to do a performance within the gallery 

that required them to be silent and completely motionless? In Nightsea 
Crossing (1981-7) all the action takes place on an internal level, where 

each of the performers strain to keep the mind focussed on a singular 
point (Abramovic, 2002). The performance lasted from opening until clos
ing time of the gallery, normally from 10:00 until 17 :00. 
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Abramovic and Ulay sat at opposite ends of a rectangular wooden table 
and stared into each other 's eyes, remaining completely silent and almost 

motionless for the duration of each performance. The total length of the 

process was 90 days and it was performed in a series of galleries across 

the world. This work evolved from a period of time that the artists spent in 

a series of deserts all across the globe. Their time in the Thai and Indian 

deserts with Tibetans as well as their time in the Australian desert with the 
Aborigine proved particularly useful for the development of their practice 

(Abramovic, 2002). 

Once again I wish to draw attention to the actual act of doing, and even 

though in this case it seems like they are doing nothing, the task to remain 

motionless and si lent for a period of seven hours per day must be excruci

ating. As one Zen Master once directed we should alter our approach from 

saying "Don't just sit there; do something", to "Don't just do something; sit @ 
there" (Honore, 2005:107). * 
Abramovic and Ulay's choice to still the mind and become aware through 

an intense process of meditation shares some tenets with the work of 
various artists I have mentioned. The link is primarily related to intense 

physical activity, repetitive motions and intense focus on specific objects. 

I strongly resist the application of this label to artists who don 't specifically 

highlight it throughout their career. I disagree with the sentiment that one 
can simply assume that a process is meditative because it is labour

intensive. This point is particularly important because during my research 
I found that the term is employed frequently by various authors, much to 

the detriment of grappling with other aspects of the work on display. 

A particular work that does link to the intenSity of the physical restrictions 
of Abramovic and Ulay's performance is the way Janine Antoni pushed 

herself to the brink of physical and mental exhaustion to complete And 
(1996-99) . The work is two 363 kilogram lime stone boulders that Antoni 

grinded together until they were conjoined in the middle. 
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The physical structure of the work was a metal rod vertically inserted 

through the centre of the two boulders which acted like an axiq, and 

another inserted into the top boulder (parallel to the ground). This was 

housed in a structure that secured the bottom boulder to the fioor. Antoni 

pushed, dragged and forced the metal rod along as she walked in a small 

circle around the work for five hours per day over six weeks. 

Antoni actively started working on this project while in residency at a Shak

er community in Sabbathday Lake, Maine for a residency titled "The Quiet 

of the Land"9. Antoni had researched this project before she participated 

in the residency and thus did not want to display it the exhibition that 

followed after the residency. The retreat from the intensity of the city-life 

provided Antoni ample time to start grinding these two boulders together. 

Antoni's work therefore proffers an extremely physical manifestation of the 

ascetic practices discussed earlier. The work was only completed two

* @
years later while Antoni was teaching at the Skowhegan School of Art, in 

Maine. 

The gradual unison of these massive boulders tempts the imagination 

as a much more physically intense process in comparison to actions like 

continuous painting or staring. It must be noted that this is a trap , as the 

repetitive nature of each process proffers a different kind of challenge to 

each artist, and that the intensely physical nature of Antoni's labour is part 

and parcel of the end product. It is interesting to note that the furrow that 

Antoni tramples into the grass through her continual rotations around the 

boulders are reminiscent of Richard Long's work A Line Made by Walking, 

England (1967). In Antoni's work this evocative and ephemeral element 

is not incorporated as part of the intellectual terrain marked by the work. 

Antoni is primarily interested in gigantic gestures. and the scale here is 

both in terms of the intensely physical aspect of the work as well as the 

physical size of the boulders. 
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In the context of Antoni's oeuvre, which deals extensively with themes of 
gender, sexuality and motherhood, the work does strike up complex as
sociations regarding the union of the~e two units. For the sake of the co
herence of this discussion I have focussed more on the labour involved in 

the making of the work. Rosa Martinez points out how the intensity of the 
production is intricately linked to the struggle of attempting to overcome a 
series of crippling, technical difficulties during the work's execution (2000). 
Examples of these setbacks are the continual collapse of the framework 
designed to house the boulders, as well as the intense physical pain and 
exhaustion that accompanied producing the work. In this sense the work 
evidences a strange Sisyphean determination to pursue the completion of 

the process. 

This determination to complete the work regardless of the numerous 

set -backs tangentially ties to how the physical act of making the artwork @ ®shifts the meaning of the work. Originally Antoni intended to grind the two 
boulders together in an even and smooth fashion, something inspired 
by examining the construction of a sanctuary in Delphi, Greece. In this 
structure the stones were smoothly fitted against one another, and an 
observer noted that the only way to unite stone in such a fashion was by 
continually rubbing the two stones together (Martines, 2000). Antoni's end 
result differs from the vision she had in her mind when embarking on this 

project. The two boulders in And (1996-9) are conjOined by an upward 
oval protrusion from the top surface of the bottom boulder that cuts into 

the underside of the top boulder. In both my work and Antoni's there is an 
organic nature to the project, where the production process itself dictates 
many aspects of the final form of the work. 

In a later interview with Art 21, Antoni states that she researches exten
sively and constructs a clear conceptual framework for her projects so 
that when she physically initiates the work she can focus primarily on 
the physical aspect of producing the work (Art21 , 2006: Online). Antoni's 
statement is evidence of the importance of being completely immersed in 
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the production process and the accompanying solitude. 

OBSESSION AND SINGLE-MINDEDNESS 

In general there seems to be some trepidation attached to the interpre

tation of the work the artists I reference. A large portion of the discus

sions1O often hint at artists being obsessive, but I feel this is essentially a 

conceptually weak way to engage the work that lacks any critical depth. 
This point is perhaps one of the biggest obstacles to an in-depth critical 

engagement with time and labour-intensive projects. 

When Dennis Cooper interviews Tom Friedman, he says: "If there is a 

chorus in the collected writings about your work, it's the word 'obsessive'" 

(Cooper, D. 2002:39) Friedman quite eloquently responds: "Obsessive is a 

convenient word to describe one aspect of my work, but it does not take 

into account the reason behind the acts that are characterized as obses

* @
sive, so it is a failed approach" (Cooper, D. 2002:39). Furthermore, if one 

regards the work of Tom Friedman as the result of a pathological need to 

be obsessed by a time consuming process, the interaction with the work 
would be based on a completely different set of critical criteria - mainly 

that of the Outsider artist (Cooper, D. 2002 :39). 

This example, and it is but one of many, identifies a particularly important 

point. This is the convenience of describing certain processes as obses

sive. Viewers and critics alike employ the word because they think it 

circumscribes the terrain mapped out by particular artists' actions, but in 
essence it is a very lazy comparison . The failure lies in not taking the inter

rogation further and questioning the purpose of the actions on the basis of 

the material outcome of those processes. 

In a personal conversat ion with Siemon Allen I raised this question and 
asked the artist why he felt it is a failed approach. Allen responded by 
stating that the word obsessive links a process to obsessive compulsive 

disorder, which is a form of neurosis and by its nature as a psychological 
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disturbance is not a voluntary act (Saptouw & Allen, 2008). Triple-checking 
the lock on the door comes from a mindless compulsion, it does not seNe 
a higher purpose other than soothing an individual's paranoia in that fleet
ing moment (Saptouw &Allen, 2008). 

In an inteNiew between Vija Celmins and Chuck Close, Close echoes this 
differentiation: 

A compulsive person is driven to do things whether they want to do them or not. They have 

almost no control over themselves ... I don't see you that way at all. I see that you force 

yourse~ to behave in a compulsive manner. that is. to SIT there and keep doing IT. But IT 

doesn't come from some kind of compulsive drive (Celmins & Close. 2004: 127-8). 

I think the reason writers and viewers alike resort to the language of the 
obsessive is that the logic of producing an artwork through such laborious 
means is unfathomable, or that the thought of spending 1, 000 hours or @ @
three years producing a single artwork is daunting. 

I am not the only person working in this field who finds this approach as 
frustrating. In most inteNiews one can pick up a slightly different tone in 
artists' response when their work is labelled as obsessive. Paul Edmunds 
as an example insists that he doesn't like to pursue something obses
sively to the exclusion of other things in his life, and that everything keeps 
everything else in balance (Saptouw & Edmunds, 2005). 

What is very different between OCD and the artworks produced by Long, 
Celmins, Allen, Edmunds, Friedman, Maggi and myself is that there is a 
real purpose there; it is a considered gesture. Friedman pOints out that 
if he could realize these pieces in any other way he WOUld, but that the 
works he is interested in producing require this kind of labour-intensive 
endeavours (Waters, 2002 : 80). There is no way for a single individual to 
produce A Thousand Hours Of Staring (1992-97), without phYSically sitting 
there and staring at that single sheet of paper in solitude for a thousand 
hours. There is something particular about this slow approach to produc
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tion, and it requires a very specific kind of personality, in my opinion. 

To contrast this, reference could be made to the earlier mention of prison

ers who were subjected to prolonged periods of solitary confinement in 

prisons and thus invented certain rituals to maintain their sanity (Storr, 

1988:44). This example has a much closer link to a pathological compul

sion, where the patients need to undertake these repetitive tasks in order 

to effectively stop themselves from committing suicide. Marco Maggi's 

practice superficially resembles this pathological need for repetitive tasks. 

I refer here to Maggi's daily rituals of engraving countless lines on the sur

face of a fresh Macintosh apple with and Exacto-Blade and his free-hand 

drawings of various geometriC configurations. It is important to note that 

these activities are not undertaken by Maggi to prevent mental collapse 

under an excruciating imprisonment. The difference is that Maggi performs 

these tasks under the auspices of creating an artwork and in order to@ @
refine his craft, which does distance it from its potentially pathological as

sociations. 

I feel that this sufficiently explains why describing these artist as obsessive 

does not provide a useful backdrop for the critical engagement of their 

artworks. The single-mindedness of the processes mentioned; in particular 

the intense focus on one image of action, is often misunderstood as ob

sessive when critically engaging these works. 

It might seem like an oblique point to make after all this discussion, but I 

do feel that making art is the core of the entire process. To explain this it 

would be useful to reference Sol LeWitt's 1976 essay "Ten Paragraphs on 

Conceptual Art", in particular how he defines the production process of 

an artwork as a perfunctory affair when an artist uses a 'conceptual form 

of art' (LeWitt cited in Friis-Hansen, 1996: 16). As Richard Long pOints out 

a paragraph or two later, in spite of his appreciation for Conceptual Art 
to him "it is absolutely necessary to realize the idea, to actually make the 

walk" (Long, Cited in Friis-Hansen, 1996:17). I personally share Long's 
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works. Sensory deprivation and its effect on creativity is presented by the 

links to Ludwig van Beethoven and Francisco Goya. In these two particu

lar examples their deafness has been noted as a positive contriljution to 

their practice. 

The meditative aspect of solitary activities, in particular its links to an oce

anic feeling of harmony, is explored by citing Freud, Jung and a diary entry 
of Admiral Byrd. Within this context the effect of meditative activities on 

the brain has been explained. This points to an internal shift in the person 
who undertakes meditative practices. 

The work And (1996-9), by Janine Antoni, as well as Nightsea Cross

ing (1981-7), a collaboration between Marian Abromovic and Ulay was 

discussed to link artistic practice and solitude. Nightsea Crossing (1981-7) 

is an explicit engagement in the act of meditative focus, the public nature @ 
of the work initiates a dialogue between the internal world of the artist and 


the way the works is perceived through the viewer. The choice to restrict * 

their activities for the open hours of the gallery functions as a form of self


imposed isolation. 


This intensely physical aspect of Antoni work is a strategy to engage is

sues of gender, sexuality and identity. Antoni's expression of the need to 


physically make the work, and draw attention to the process as a core 


component of the overall meaning of the work, makes a useful contribu


tion to this particular argument. Within the context of this discussion on 

solitude And (1996-9) presents a clear link to the ascetic practices in 


hermetic history, that was often seen as the tempering of an individual 


through physical toils. 


The language of obsessive compulsions, something often resorted to by 


viewers and critics, is expanded on in relation to time and labour-intensive 

projects. Particular emphasis is placed on the artists own perceptions of 


their work, and is juxtaposed by the idea of the obsessive compulsive per

159 

@ 



Univ
ers

ity
 of

 C
ap

e T
ow

n

* 


son. This contrast serves to clarify that these artists are engaging in activi 

ties that have a clear purpose\ and are not acts of mindless compulsion . 
Through these particular pOints of reference, this section attempts to 

situate the practice of solitude as something that runs parallel to artistic 

creation. The choice to engage in solitary activities by these individuals 

(myself included) is part of a particular strategy of artist ic creation. The 

time- and labour-intensive processes discussed are manifestations of 
single-minded focus on a task or activity, and in these cases only per

formed during self-imposed isolation. This is element of their practice has 
various historical precedents and can be used as an entry point into both 
the works of the referenced artists, as well as my own production. 

* * 
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NOTES 

, For a more detailed account on the discrimination experienced by Tenzin Palma, and other nuns within 


the Tibetan Buddhist tradition see Mackenzie, V. 1999. "Fear of the Feminine" in Cave in the Snow: A 


Western Woman's Ouest for En!ightenment. London: Bloomsbury Publishing. 51-64. 


2 These 'distractions' are what consumes the bulk of time in daily schedules; paying bills, Sitting in traffiC, 


buying groceries, standing in queues, watching television, etc. 


, Friedman compared his studio to the pnson in the George Lucas film THX 1138 (1971) (Cooper, 2002: 


9) 


, There is also a link between the oceanic feeling of cam and the temptation to commit suicide. This is 


largely rooted in the urge to completely abandon one's physica body in an attempt to align oneself closer 


to the feeling of cam, the temptation to becOme one with the harmony of nature (Storr, 1988:40). 


, This will be discussed later in this section under the heading 'Obsession and Single-mindedness'. 


C A similar sentiment is expressed in a quote by Tom Friedman about the label obsessive In relation to his 


WOII<. That label is but one aspect of the work and focussing on that in a critica reading fails to address a 


whole host of other concems, often leading to critics failing rather dismally to provide any new insight into 


the work (Cooper, D. 2002:39).
@ @ 
7 On a supe<ficiallevel the inclusion of this work might seem a bit jarring, due to the fact that rt requires 

two partiCipants as well the work's more public/performatlve nature. I do, however, feel that Abraovmic 

and Ulay's attitude towards artistic production form a useful contribution to my argument. Furthermore 

their dual participation in the process is overshadowed in my mind by the nature of the labour involved In 

the piece. 

, This project evolved into two other works Nightsea Crossing Conjuncljon (1983) and Nightsea 

Crossing: The Observer (1984), but these two works don't lit into the specific concerns I outlined in my 

introduction. 

" Ten artists from different backgrounds were invited to live with the last active Shaker community for a 


month. In order to participate in the residency they had to agree to produce a work or series of works 


based on that experience for an exhibrtion. 


" This references both the extensive research on the artsts I discuss as well as my own personal experi


ence. 
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(Top Left) Fig. 50. Tanzin Palmo's outside the cave. dlYlng out her soaked possessions after the 

spring thaw - the cave teaked dreadfully. 

(Top Right) Fig. 51. Inside Tenzin Palmo's cave, showing the wood·buming stove, table. bookcase with 

cloth-wrapped texts, pictures of Buddha's, and the meditation box. 

(Bottom L) Fig. 52. Tom Friedman and Loius Friedman (his mother) in the artis!'s studio in graduate 

school, UniverSity of Illinois at Chicago, 1989. 

(Bottom R) Fig. 53. Francisco De Goya Y Lucientes, Satum Devouring One of his Children (1819-23), 

Piaster mounted on canvas, 146 x 83 cm 

162 

@ 



Univ
ers

ity
 of

 C
ap

e T
ow

n

* 


CONCLUSION 

The focus of this ~issertation has been the establishment of various 

theoretical entry-points into my particular project. In each case a serious 

attempt has been made to provide evidence of research on the most 

relevant topics. This framework was validated as a method of engagement 

by inter-relating those concerns to my project, as well as a select group of 
artists. 

In brief, these issues concem the history of printing and papermaking, the 
tension between text and image, the nuances of the language of copy

ing, the importance of the production process, how time can be utilised to 

frame artistic production/consumption and finally by framing solitude as an 
integral part of my practice. Throughout this document these issues are 

framed as operative factors that each contribute a Significant part to the@ @
overall reading of my work. 

The discussion was initiated with a brief overview of my project, as well 

as some insight into the production process. By situating my project into 
the history of bookmaking, it became evident that the choice to work in 

movable type is indeed the slowest possible way to produce a book. The 

choice to produce a unique book-object rather than an editioned work 

is a considered gesture intended to subvert the very intention behind the 
invention of movable type. 

The continual reference to Nicolas Bourriaud's Postproduction (2007) 

evidences a thorough engagement with the theoretical content of that text. 

The primary focus of Bourriaud's argument was the identification of con

temporary frameworks to analyze the work of artists who re-use products! 

artefacts already existing on the cultural market (2007). These ideas have 

been incorporated into various sections throughout this document and 
their continual relevance indicates that it was an appropriate choice for my 

project. 
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My project is a specific interaction with the book as a materialization of 

knowledge. Research is presented of various artists who ,have engaged 
books by emphasizing and subverting the material properties of books. 

These acts range from recreating the text, exploding the sequential narra

tive structure, physically destroying the book and denying the reader ac

cess. In addition to continuing those thoughts it is evident that my project 

acts as a rareficaction or rematerialization of the text Postproduction. The 
act of enclosing the resultant material artefact in a display case denies the 

viewer physical access and has been argued as citing the decision to se
clude valuable manuscripts like The Rich Hours of the Duc De Berry from 
public viewing for its preservation. In the case of my work the only way to 

access the text is to sample the visible section of my manuscript through 

the display case, or to go and examine an actual copy of Postproduction . 
This choice magnifies the fact that it is an artwork, and does not function 

in accordance with the function that the source text was intended. @ @ 
The choice to reproduce the entire textual component of Postproduction 

has often led to the misunderstanding of my project as a copy of Postpro

duction. In this document the argument is presented that my artwork more 

closely resembles a reproduction of the text. This is primarily because of 

differences in size, shape, ink, design, fonts, and most importantly the 


production process. These particularities of my project engage the ideas 


surrounding the act of copying and maps out an important aspect of the 


conceptual terrain of the work. 


I have discussed Process Art and a contemporary interest in materiality. 


In brief these movements emphasize the importance of the production 


process in directing the interpretation of the work, as well as its materiality 


and ephemerality. According to Robert Morris, the process must capital

ize on the material properties of a medium and employ it in a way that 

allows it to act in partnership with the overall trajectory of the project. This 

was explained at various pOints throughout this document, from the choic


es related to the material properties of the work: the paper printed on, 
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the ink used, the printing method and the font. In each case the impact 
of these choices were considered in accordance with the act of theorizing 
from inside the process, rather than imposing meaning externally. 

The question was presented of how to bring time into the mind of the 
viewers as a physical part of the viewing experience. The strategies pre
sented are subjecting the viewer to very extremely long performances/vid
eos and producing artworks that act like implosions of extensive periods 
of time. During the engagement with the work, the time invested by the 
artists becomes a physical property that is intertwined in the very material 
of the objects on display. This second manifestation of time is what is 
most important to my project, as it requires an extensive process. In this 
sense the art-object activates the understanding of time; both in its capac
ity to measure duration, and more importantly affect the perception of the 

scale and impact of the material during a viewing experience. @ @ 
In my project an extremely lengthy time period is juxtaposed by its invest
ment in rather mundane materials. There is also the extremity of the en
deavour, as I cannot fathom any other circumstances under which anyone 
would actually invest this much time on Nicolas Bourriaud's Postproduc
tion. The basic premise of the project is quite simple, the creation of a 
book, but the context of that endeavour and the details of the process is 
what makes this seemingly simple idea such a complex artwork. 

In Section 6 (Solitude) emphasis is placed on the importance of solitude 
both as crucial element of my artistic practice. The choice to create an 

artwork through such a particularly time and labour-intensive process is 
also examined. This outlined how the choice to isolate oneself and fully 
immerse oneself in a single project, can be seen as a specific engagement 
that move away from contemporary modes of production. This is quite a 
nostalgic form of production and owes much to the myth of the "suffering" 
artist in the garret. The single-handed production of an artwork echoes the 

previous mention of scale and how that impacts the interpretation of an 
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artwork. It is crucial to note that this is a clearly considered gesture, and 

is a particularly important part of the process, it is not the by-product o,f a 

compulsive obsession. 

These various frameworks for interpreting my project provide an alterna

tive to the paucity of critical engagement with artworks that are the result 

of labour-intensive processes. Although this discussion is not condensed 
to form a new theory or idea about the practice, it does provide the reader 

various entry-points into my own work. 

It is the combination of these ideas that constitutes the core of my re

search process and practical project. In effect my dissertation functions 

much like the Intermedia Diagram (1995) of Jack Higgins, which success

fully visualizes the permeable boundaries of various art movements. A 

variety of seemingly separate ideas about artistic practice are re-frames 

as a series of overlapping ideas that constitute my particular project. Each 

of these ideas contributes something significant to the overall trajectory of 

the work, and it is only through their combination that an in-depth engage

ment with the work can be undertaken. Other analogies for this configura
tion of ideas are the network, the constellation or the archipelago. These 

terms indicates that a host of seemingly disparate ideas are connected 
primarily by their contingency to my process. 

* * 


Throughout this dissertation a range of references have been linked to

gether to form a dense web of discussion around my project. Through this 
layered process of reading , writing and reflection on the production of an 

artwork I have created a text that runs parallel to the actual interpretation 

of the art-Object. This web is not intended as an attempt to super-impose 

'meaning ' onto the process, but rather to engage the operative factors in 

my work based on my research and the experience of producing Postpro
duction (2007-9). 
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day long, they used a margin of error or fudge factor of as much as a third 
to set a more realistic level" ("Frederick Taylor", 1997: 17) 

Aside form these issues, Taylor is celebrated in his anticipation of the need 

to reorganize the relations between management, labour and produce and 
attempting to design systems to bridge those gaps (NetMBA, 2007). One 

could argue that his true success lies in laying the foundation for a series 

of followers to more effectively implement his ideas. What is important to 
note is that Taylorism, in a very concrete way, changed the way industry 
firstly viewed their staff and well as their output (NetMBA, 2007). Taylor's 
ideas were implemented quite extensively by various large corporations 

at the time, including companies like Ford. This attitude is still around 

today as in various workplaces individuals still need to clock in and out. In 

a sense this has moved from just the industrial sector to the whole-scale 

adaptation of the workplace's understanding/relation to time. @ @ 

ADDENDUM D - HUMAN ENDURANCE 
In my dissertation I pointed out that the particular artists referenced were 
selected according to quite specific criteria. The production processes 

featured an action that is performed for an extended duration under spe
cific circumstances that imbue that action with a level of significance not 
commonly associated with that action. In the examples discussed, time 

acts not only as duration, but also offers an entry point into the perfor

mance. To further my discussion about these works I have specifically 

chosen three feats of endurance that, although not making any claim to 
being artistic, do share some similarities with myapproach lO . 

On July 15th 2007 Lewis Gordon Pugh, nick-named the "human polar 
bear", took a swim in the Antarctic in accordance with Channel Swimming 

Association dress code, which is a Speedo, swim cap and goggles. Pugh 
covered a distance of 1 km in the North Pole in 18 minutes 50 seconds; 
the water temperature was -1 .8·C. Pugh has gained quite a bit of fame for 

his various long distance swims often around famous landmarks. One of 
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which is breaking the record for the longest cold-water swim in 2004 by 
covering 294 km in Norway (Mannak, 2007). Although no doubt a daunt

ing challenge that attracts attention, these are not just attempt to grab the 

media spotlight. Lewis Pugh, an ambassador for WNF UK, is attempting 

to raise awareness about the inherent dangers of global climate change. 

According to Pugh the only reason this swim is possible now is due to 

the large scale destruction of the ice caps due to global climate change, 
ten years ago the area was totally frozen over. (Mannak, 2007) . What is 

interesting is that his action allows us a physical interpretation of c limate 
change that does not solely rely on scientific statistics and projections into 
the future" . 

Kevin Lin, Ray Zahab and Charlie Engle ran the entire breadth of the Sa

hara desert, a total of 7000 km, over a period of 111 days. That translates 

to roughly two marathons per day in temperatures that exceeded 38 ·C. @ @
In addition to this they faced sandstorms, wild warthogs, tendinitis, severe 

diarrhoea, cramps as well as knee injuries (The Associated Press, 2007). 

They were accompanied by a film crew from UvePlanet who produced a 
documentary of their journey titled Running the Sahara. According to the 

runners, the initial motivation for undertaking the challenge was to attempt 
to do something that many have called impossible (The Associated Press, 

2007). The support crew that accompanied the three runners included 

a doctor, a physiotherapist, a host of sports professionals, a local guide 

as well as the aforementioned documentary crew, all in four-wheel drive 

vehicles, of course (Pulfer, 2007). The runners were focussed on raising 
awareness for the non-profit organization H20 Africa about the poor qual

ity of water in the region. 

There is a group of Buddhist monks which fit rather neatly with the whole 

idea of long distance running in a quest for enlightenment. Dubbed the 
'Marathon monks' by Charles Osgood in his CBS report, this group of in
dividuals ran 26.2-mile (42.1648 km) marathons for 100 consecutive days 

to achieve enlightenment. After an hour of prayer, they start their daily runs 
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at 1 :30, after which they return to the monastery and continue with their 
daily tasks, they retire to bed at about 21 :00, after which the cycle starts 

again (Allison, 1998). In addition to this the monks run il"nothing but white 

robes and straw sandals, no documentary crew, no specialists and no 

medical assistance accompany them through the rough mountainous ter
rain they have to endure. Although this does not seem as extreme when 

compared to the aforementioned Sahara run, the stakes are a bit higher. If 
a monk cannot complete his marathons, as well as fit in all his daily tasks 
at the monastery, he is required to commit suicide by hanging himself with 
a belt from his robe. (Allison, 1998) 

With each of the aforementioned endeavours the human body is placed 
in harms way for the sake of a social-political agenda, or for personal 

development. In some cases the risks are more extreme than others, but 

in general there seems to be an attempt to affect change, have an impact @ @
and raise awareness for a cause. Due to their trials these candidates also 

tend to be more effective than your average person waving placards in the 
street. In all three cases potentially life-threatening situations are endured, 

yet the value attached to their endeavours shifts their actions beyond mere 
shock value. There are numerous examples that could be referenced on 
the point of shock value and exposing an individual to bodily harm both in 
the entertainment media as well as the previous decades of artistic prac
tice. Even though it does fit partially into the parameters outlined in the first 

paragraph of this section, I personally feel that this would detract slightly 

from my argument, as I am not interested primarily in the body experienc
ing pain, even though it may be a feature of continual exposure to harsh 

conditions/extreme physical labour or just repeating the same series of 
small actions ad infinitum. 
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NOTES 

, Breton was the leader of the Surrealist group. 


2 There is another group of processes that are linked to this concept, pertormanceslprocesses that 


feature the gradual detenoratiOn of an object ove' a period of time. An article that explores this topic is 


Cheng, M. 2007 . "Catalyst. Praxis, Habitat: Performative Objects in Chinese time-based art" in Perfor


manceResearch. t2(4) .151-166. 

3 I wiSh to point out that although the following three works are not crucial to my investigation of labour


Intensive artistic practices , they are intended to serve the purpose of laying a foundation about the relabon 


between art and time from which I will continue with a more focussed discussion about my concerns. 


, In comparison to the films that were in circulation at the time of its production. 


, To be honest, I don't personally think of that as such a daunting process, but viewers in general aren't 


that patient. 


• Angell was reacting to the news that an Italian company Raro Video released a one-hour edtt of Empire 

(1964) on a Warhol-film DVD trtIed Four Silenf Movies. 

7 This is of course rt one could allude to such a plot, given the films open-ended exploration of narrative 

structure and cinematic conventions.@ 
• The time period that these works were created in stretches from 1964-1993. 


, In one study titied 'The Science of Shoveling', Taylor quadrupled the amount of coal a worker moved in 
 * 
one day (NetMBA, 2007: Online). This was achieved by finding a shovel with a design that fit the purpose 

of moving coal as well as establishing the optimum amount of coal to be moved at one time, 21 Y, lb. 

,. There are many other examples I could refer to, but I feel that these landmark the certain terrain rather 

well. In all honesty my process, as well as those of the artists I have selected, pales in comparison to the 

intenstty of these individualS' endeavours, but I feel that there is none-the-Iess an affinity. 

" "Areas of open sea are now appeanng and the sea temperature in the Arctic Ocean is predicted to 

increase by goC by the end of the century. These changes are being driven by global warming gasses, 

such as carbcn dioxide, in the atmosphere. Scientists predict that by the year 2040, the Arctic may be 

naariy devoid of ice during the summe(' (Pugh cited in Investec Asset Management, 2007: Online). 
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(Top Left) Fig. 50. Andy Warhol. Empire (1964), 16mm film, black and whrte, silent, 8 hours, 6 minutes 

(Top Right) Fig. 61 , Douglas Gordon, 24 Hour Psycho (1993). Video projection. 24 hours. 

(Center R) Fig. 62. Video Still from Jaccues Rivette's - Out 1 (1971). 

(Bottom L) Fig. 63. Video Still from Alain Resnws' L.:Annes Demiere aMaJienbad (Last year in 

MaJienbad) (1961). 

(Bottom R) Fig. 63. Video Still from Alain Resnais' L'Annes DemiiJre aMarienbad (Last year in 

Marienbadj (1961). 
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