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The New Art of Making Books

Book ls

is a sequence of spaces. Each of these spaces is per-

Prose and poetry
In an old book ali the pages are the same. When writing
the text, the writer followed only the sequential laws of lan-

guage, which are not the sequential laws of books. Words

might be different on every page; but every page is, as such,

identical with the preceding ones and with those that follow
In the new art every page is different; every page is an indi-
vidualized element of a structure (the book) wherein it has

a particular function to fulfill.

ceited at a

moments'

different moment-a book is also a sequence of

A book is not a case ofwords, nor a bag ofwords,

;1or abetrer of words'

A writer, contrary to the popular opinion, does not write

books. A writer writes texts. The fact, that a text is con-

tained in a book, comes only from the dimensions of such

atext; or, in the case ofa series ofshort texts (poems, for

instance), from their number. In spoken and written language pronouns substitute for
nouns, so to avoid tiresome, superfluous repetitions. In the

book, composed of various elements, of signs, such as lan-

guage, what is it that plays the role of pronouns, so to avoid

tiresome, superfluous repetitions? This is a problem for the

new art; the old one does not even suspect its existence.

A literary (prose) text contained in a book ignores the

fact that the book is an autonomous space-time sequence.

A series of more or less short texts (poems or other) dis-

tributed through a book following any particular ordering

reveals the sequential nature of the book.

It reveals it, perhaps uses it; but it does not incorporate it
or assimilate it.

A book of five hundred pages, or of one hundred pages, or
even of twenty-five, wherein all the pages are similar, is a

boring book considered as a book, no matter how thrill-
ing the content ofthe words ofthe text printed on the pages

might be.Written language is a sequence of signs expanding within
the space; the reading ofwhich occurs in the time. A book
is a space-time sequence. A novel, by a writer ofgenius or by a third-rate author, is a

book where nothing happens.
Books existed originally as containers of (literary) texts. But
books, seen as autonomous realities, can contain any (writ-
ten) language, not only literary language, or even any other
system of signs.

There are still, and always will be, people who like reading

novels. There will also always be people who like playing
chess, gossiping, dancing the mambo, or eating strawber-

ries with cream.
Among languages, literary language (prose and poetry) is
not the best fitted to the nature of books. In comparison with novels, where nothing happens, in

poetry books something happens sometimes, although
very little.A book may be the accidental container of a text, the struc-

ture ofwhich is irrelevant to the book: these are the books
of bookshops and libraries. A book can also exist as an
autonomous and self-sufficient form, including perhaps a
text that emph. sizes that form, a text that is an organic part
ot that form: here begins the new art of making books.

In the old art the writer judges himself as being not respon-
slble for the real book. He writes the text. The rest is done
DI the sstr.r,,, the artisans, the workers, the others. in
tne new art writing a text is only the first link in the chain
Eoing from the wri"ter to the reader. In the new art the writer
assumes 

the responsibility for the whole process.

]n 
the old art the writer writes texts. In the new art the

wrlter 
makes books. To make a book is to actualize its ideal

sPace-time 
sequence by means of the creation of a parallelor9uence 

ofsigns, be it linguistic or other.

A novel with no capital letters, or with diflerent letter types,

or with chemical formulae interspersed here and there etc.,

is still a novel, that is to say, a boring book pretending not
to be such.

A book of poems contains as many words as, or more

than, a nove1, but it uses ultimately the real, physical space

whereon these words appeat in a more intentional, more

evident, deeper way. This is so because in order to transcribe

poetical language onto paper it is necessary to translate

typographically the conventions proper to poetic language.

The transcription of prose needs few things: punctuation,

capitals, various margins, etc. All these conventions are

original and extremely beautiful discoveries, but we dont
notice them anymore because we use them daily. Transcrip-

tion of poetry, a more elaborate language, uses less common
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signs. The mere need to create the signs fittiltg the transcrip-
tion of poetic language, calls our attentiolt to this very sirn-
ple fact: to r'\'rite a poern on paper is a differ.ent action frorn
writing it on our rlind.

Poems are sor.rgs, the poets repeat. But they dont sing them.
They write them. Poetry is to be said aloud, they repeat.

But they dont say it alor.rd. They publish it. The fact is, that
poetry, as it occurs normally, is written and printed, not sung

and spoken, poetry. And with this, poetry has lost nothing.

On the contrary, poetry has gained sorlething: a spa-

tial reality that tl-re so loudly lamented sr:ng and spoken
poetries lacked.

The Space
For years, many years, poets have intensir.ely and effi,
ciently exploited the spatial possibilities ofpoetry. But only
the so-called concrete or, later, visual poetry, has openly
declared this.

Verses ending halfway on the page, verses having a rvider
or a narlower margin, verses being separated from the fol-
lowing one by a bigger or smerller space-all this is exploita-
tion of space.

This is not to say that a text is poetry because it uses space

in this or that way, but that usirrg space is a characteristic of
written poetry.

Tl-re space is the music of the unsung poetry

The introduction of space into poetry (or rather of poetry
into space) is an enormous event of literally incalcula-
ble conse<1uences. One of these consequences is concrete
and / or visuarl poetry. Its birth is not an extravagant event in
tl-re history of literature, br.rt the natural, unavoidabls det e-

lopr.nent of the spatial reality gained by language since the
moment writing was ir-rvented.

The poetry of the old art does use space, albeit bashfully.
This poetry establishes an inter-subjective communication.
Inter-subjective communication occurs in an abstract, ideal,
irnpalpable space.

In the new art (of which concrete poetry is only an exar.n

ple) cornrnr-rnicatiou is still inter-subjective, but it occurs in
a concrete, real, physical space-the page.

A book is a volume in the space. It is the true ground
of the comrnunication that takes place through words-its
here and now.

Concrete poetry represents an alternative to poetry. Books,
regarded as autonomous space-time sequences offer an
alternative to all existent literary genr.es.

Space cxists oLrtside subjectivity. Il two subjects cornqls,
cate in the space, tl.ren space is an elernenr 

"i.frt. ."",*lii.
cation. Space modifies this communication. Space impssc,

ff l::j:ä,ilJ:lil::iiää:tio' 
Printe d words 

a,e

.^,ether wftlt other signs' a space-time sequence that

fJl;r:;; witlr tlre ttarne "book"

.r" irr i n€w book nlight be the authort olvn words

fiju,|.:;';.ir.'t 
words A,writer of the new art writes verv

little or does Ilo[ \vlILc ilL ilr]'

d.o most beautiful and pelfect book in the wor'ld is a book

,t 
'* ""tt 

blank pages' in the sarne way that the most com-

i*,.t.tn*t. 
is that which lies beyond all that the n'ords

of a marr can sarl

Every book of the new art is searching after that book of

lbroiut. ,r.lrit"',ess, in the same way that every poem

searches for silence'

Intention is the nlother of rhetoric'

Words caunot avoid meaning something, but tl-rey can be

divested of intentiotialitY

A person may go to the bookshop to buy ten |ed books

because this color harmouizes tt'ith the other colors in his

sittillg room, or for any other reasou, thereby revealing the

irrefutable fact, that books have a color.

In a book of the old art words transmit the authort inten-

tion. That's why he chooses them carefully. In a book ofthe

new art words dorit transmit any intention; they're used to

form a text which is an elernent of a book' and it is this book,

as a totality, that transrnits the authort intention.

Plagiarism is tl-re starting point oftl"re creative activity in the

new art.

Whenever the new al't tlses an isolated word, then it is in an

absolute isolation: books ofone single word.

Old art's authors have the gift for language, the talent lor

language, the ease for language. For new art's authols lan-

guage is an euigura, a problem; the book hints at \vays to

solve it.

In the old art you rvrite "I love you" thinking that this phrase

means "I love you." (But: what does "l love you" mean?).

Irr the nerv art you write "I love you" being ar'vare that we

<lon't knor'r,lvhat this means. You write this phrase as part of

a text rvherein to write "I hate you" lvould come to the $ame

thing. The iulportant thing is, that this phrase, "I love yod'

or "l hate you," performs a certain function as a text withill

the structure ofthe book,

In the new art you don't love anybody. The olcl art claims to

love. In art you carl love nobody. Orlly in real life can you

love someone.

Not that the nerv art lacks passions. All of it is blood florv-

ing out of the wound that language has inflicted on lnen'

And it is also the joy of being able to express sometl-ring with

everlthing, with anlthing,I'ith almost nothing, rvith nothing

The o1d art chooses, among the literary genres and forns,

that one which best {its the authort intention. The new art

uses any manifestation oflanguage, since the atlthor has no

other intention than to test the languaget ability to rnean

sornething.

The text ofa book in the uew art can be a novel as lvell as a

single rvord, sonrlets as well as jokes, love- letters as rvell ars

weather reports.

In the old art, just trs the iruthor's intention is ultimately

unfathomable and the sense of his rvorcls inclefir-rable, so the

understanding of the reader is urlcl'lantifiable. In the uerv art

tlie reading itselfproves tl-rat tl.re reader understands.

What is more meaningful: the book or the text it
What was lirst: the chicken or the egg?

contains?

Tl-re old art assumes that printed words are printed on nq

ideal space. The new art knows that books exist as objects 
1n

an exterior reality, subject to concrete conditior.rs ofpercep.

tion, existence, exchange, consuntption, use, etc.

The objective manifestation of language can be expe.

lienced in an isolated r.nomeltt and space-the page; or in a

secluence of spaces and moments-the book.

There is not and will not be new literature anyntore. Thgls

will be, perhaps, new ways to communicate that will include

langr.rage or will use language as a basis. As a mediurn of

communication, literature will always be old literature.

The Language
Language transmits ideas, i.e., mental images. The start.

ing point of the transmission of mental images is always

an intention: we speak to transmit a particular image. The

everyday langr.rage and the old art language have this in

common: both are intentional, both want to trallsmit cer.

tain mental images.

In the old art the meanings ofthe lvords are the bearers ofthe

authort intentions. |ust as tl-re ultimate meaning of words is

indefinable, so the author''s intention is unfathomable.

Every intention presupposes a purpose, a utility. Every-

day language is intentional, that is, utilitarian; its function
is to transmit ideas and feelings, to explain, to declare, to

convince, to invoke, to accuse, etc. Old artb language is

intentional as well, i.e., utilitarian. Both languages diftel
from one another only in their exterior form.

Nerv art's language is radically dillelent from daily lan-

guage. It neglects intentions and utility, and it returns t0

itself, it investigates itself, looking for forms, for series of

forms that give birth to, couple with, unfold into, space-

time sequences.

The words in a new book are not the bearers of the message'

nor the rlouthpieces of the soul, nor the currency of collt'
munication. fhose were already named by Hamlet, an avid

reader ofbooks: words, words, words.

The lvords of the new book are there not to transmit certain
r.nental ir.nages with a certain intention. They are there t0

A non-intentional language is au abstract language: it

doesn't refer to any concrete reality. Paradox: in order to

be able to manifest itself concretely, language must first

become abstract.

Abstract language neans that words are tlot bound to any

particular intention; that the rvord "rose" is neither the rose

that I see nor the rose that a rnore or less fictioual charac-

Ier claims to see. In the abstract language ofthe new art the

rvord "rosel' is tl-re word "rosel' It mearns all the roses and it
means none of them.

Holv to succeed in r.naking a rosä that is not rny rose, nor his

rose, but everybody's rose, i.e., nobody's rose? By placing it
rvithin ä sequential structure (for exaniple a book), so that it
momentarily ceases being a rose and becomes essentially an

element of the structure.

Structures
Every rvord exists as an element of a structure-a phtase, a

novel, a telegram. Or: every lvord is part of a text.

Nobody or nothing exists in isolation: everything is an ele-
nlent ofa structure. Every structure is in its turn an element
ofanothel stluctul'e. Everything that exists is a structure.
lo tl:tderstand sonrethiug, is to understand the structure of
tvhich it is ir part and/or the elements formir-rg the structure
that that something is.

A book consists of various elements, or-re of which might be
a text. A text that is part of a book isrit necessatily the rnost
essential or intportant part of that book.
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The Reading
In order to read the old art, knowing the alphabet is enough.
In order to read the new art one must apprehend the book
as a structure, identifying its elements and understanding
their function.

There are fast-reading methods because writing
are too slow. To read a book, is to perceive sequentially
structure.

The old art takes no heed of reading. The new art
specific reading conditions.

One might read old art in the belief that one understands
it, and be wrong. Such a misunderstanding is impossible in
the new art. You can read only ifyou understand.

The farthest the old art has come to, is to bring into
the readers, which is going too far.

In the old art all books are read in the same way. In the new
art every book requires a different reading.

The new art doesn't discriminate between its readers; it
not address itself to the book-addicts or try to steal its
lic away from rv

In the old art, to read the last page takes as much time as to
read the first one. In the new art the reading rhlthm chan-
ges, quickens, speeds up.

In order to be able to read the new art, and to understan4
it, you don't need to spend five years in a Faculty

In order to understand and to appreciate a book ofthe old
art, it is necessary to read it thoroughly. In the new art you
often do Nor need to read the whole book. The reading
may stop at the very moment you have understood the total
structure of the book,

In order to be appreciated, the books of the new
dont need the sentimental and/or intellectual
of the readers in matters of love, politics,
geography, etc.

The new art makes it possible to read faster than the
fast-reading methods.

The new art appeals to the ability every man possesses for

understanding and creating signs and systems ofsigns.

54


