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‘DEAR READER.  
DON’ T [ONLY ] READ’
Mela Dávila Freire

Manuel Raeder has been working on 
publishing and design projects for more 
than 15 years. He has run his own design 
office, Studio Manuel Raeder, since 9, and 
in 2013 founded the publishing label BOM 
DIA BOA TARDE BOA NOI T E, a platform 
for challenging editorial projects not only 
of his own creation, but also of other 
authors and designers. Over the years, 
Raeder has designed displays, objects, 
exhibitions, communication strategies and 
graphic identities, and especially books: 
catalogues, monographs, essay collec-
tions… and also artist’s books, which is 
only natural, since many of Raeder’s close 
friends are artists: Mariana Castillo De-
ball, Haegue Yang, Nora Schultz, Abraham 
Cruzvillegas, Sergej Jensen and Leonor 
Antunes, among others. 

In Raeder’s words, very often the books 
he creates are ‘conceived as an integral 
part of an artwork or as the artwork 
itself, which often plays with the format 
of the book and reflects its medium.’ T hat 
is to say: in different ways and through 
different strategies, the publications he 
designs reflect upon the physical and 
intellectual conventions on which the 
book, in its condition as an almost uni-
versal and apparently incontrovertible 
cultural device, is based. T hey explore the 
book’s features, expand its potential, and 
untiringly question the codes that rule the 
nature of books — and of reading. And 
they do so from a contemporary per-
spective, building on the foundations of 
the conceptual artist’s book, while updat-
ing it to current times, in which electronic 
supports have substituted the printed 
page — thereby liberating it — in the vital 
task of carrying content, at a time when 

the devastation of forests demands better 
reasons for choosing paper than the mere 
transmission of content. 

Accordingly, it often happens that Raeder’s 
publications extend into territories that 
lay beyond the book’s physical bounda-
ries, reaching out, in unexpected ways, 
to the three-dimensional space, sur-
rounding objects and readers. A recent 
exhibition project of Raeder’s, La letra e 
está por doquier / T he Letter E is Every-
where (2012 – 2013), typically material-
izes the depth of this exploration: here, 
the design of printed matter — posters, 
books — spread beyond paper to display 
devices, furniture and exhibition design, 
becoming a ‘construction’ straddling book 
design, installation design and information 
device. Books as image, books as con-
struction, books as archive — these are the 
building blocks that Raeder uses in much of 
his own design and editorial work. 

Makulatur, which you now have in your 
hands, is the result of one such endeavor, 
and something of an exception too.  
In 2010, Manuel Raeder succumbed to 
his own peculiar ‘archival fever’ and start-
ed preserving and collecting misprinted 
sheets discarded at the beginning of the 
printing process of each of his publications. 
 
In the early stages of book production, 
many problems may arise: incorrectly cali-
brated colors, stains on the plate, trials and 
errors with combinations of ink, mixtures 
of cyan, magenta, yellow and black gone 
wrong, colours that are slightly out of place 
or not quite right… When it comes to get-
ting the right tones of an image in print, the 
potential for failed attempts is high. T hese 
faults tend to be corrected quite quickly, 
but even so, a fair amount of waste paper 
accumulate next to the printing press, ready 
to be thrown out at the end of the day. 



T hese are the kind of sheets that Manuel 
Raeder has been collecting for the last 
six years, and which now, cut and bound, 
make up this volume. 

T here are many things in place 
Saint-Sulpice: a town hall, a cham-
ber of finance, a police station, 
three cafés… A great number 
 — many — of these things have 
been described, inventoried, photo-
graphed, related, and even re-
corded by census. My goal for the 
following pages has been rather to 
describe what others have missed. 
What is not generally noted hasn’t 
been noticed and is irrelevant (n’a 
pas d’importance): this is what hap-
pens when nothing happens; other-
wise, time, people, cars and clouds.
Georges Perec, Attempt to Exhaust  
a Parisian Place, 1975.

Trials, tests, corrections, minor adjust-
ments, fresh attempts, new approaches, 
until the precise combination of prime 
colors is achieved and printing can pro-
ceed. Every single book has gone through 
this process, and yet, these misprinted 
sheets almost never see the light beyond 
the printing house. No finely printed 
book exists without them, but they are 
denied existence and remain eternally 
hidden. Despite being an inextricable part 
of the book, they — Fehldrucke, Druck-
fehler — are cast into the realm of the 
invisible forever.

Misprints: the book before the book, out-
side the book, beyond the book, aside from 
the book... An invisible realm, yes — but not 
entirely unknown, or uncharted. Names 
such as Something Else Press, the printing 
house founded by Dick Higgins in 1963, or 
the bookshop Other Books and So, run by 
Ulises Carrión between 1975 and 1979, are 

no coincidence. T hey bear witness to the 
fact that there is more beyond the physical 
boundaries of books has been well known 
to artists for decades. 

In a seeming act of rebellion against this 
invisibility, Makulatur  now displays mis-
prints before the readers’ eyes, as if to say: 
‘ T hese discarded pages belong to books 
too, even though they are never included’. 
T his volume is actually an attempt to bring 
into focus the one single constituent of the 
book which is invariably destined to remain 
detached from the book itself, and to see 
what happens when this element is noticed 
and suddenly acquires relevance.

Sometimes a sort of taxonomical 
order was imposed upon the hoard, 
though one which might seem oddly 
arbitrary to modern sensibilities:  
at the Anatomical Museum in Leid-
en, for example, specimens in one 
corner were grouped by type of 
defect, such that separate pickling 
jars containing two-tailed lizards, 
doubled apples, conjoined Siamese 
twin infants, forked carrots, and 
a two-headed cat were equally 
ranged side by side. 
Lawrence Weschler, Mr. Wilson’s Cabinet  
of Wonder, 1995.

An attempt to organize blunders, establish 
a taxonomy of mistakes, systematize the 
incomplete: Makulatur is a collection of 
maculae or ‘stains’, defects garnered from 
six years of publishing, taken from the pri-
vate sphere, to which they are usually con-
fined, and presented in public, bound as a 
nice volume made out of… printed failures! 
Just as success needs its opposite — er-
ror — in order to exist, these misprints 
attest to the occurrence of excellence in 
printing — which, however, must be sought 
elsewhere than in the present book.
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But as Makulatur demonstrates, when 
misprints are left to their own devices, 
organization, classification and structure 
are, in fact, possible, even if they do obey 
their own specific and sometimes obscure 
rules. What happens, then, when readers 
are confronted with a sequence of pages 
such as the one here? Most likely, they 
will have the impression of dealing with 
an alphabet they cannot decipher or with 
a language that they do not speak. But the 
message, perhaps, will still be there, re-
gardless of whether it can be deciphered 
or not. In the book Enseignement universel 
(2013), artist Anna Dot adopts a similar 
method. Inspired by the theory of French 
professor Joseph Jacotot (1770 – 1840), Dot 
selected three texts in Dutch and French 
and broke them down into their appar-
ent linguistic components, which she then 
ordered according to standard categories, 
such as types of grammatical units, alpha-
betical order… T his would not be much 
of an experiment, except for the fact that 
Dot does not speak or understand French 
or Dutch, making Enseignement universel 
highly dubious in terms of accuracy, and 
also highly suggestive in how it challenges 
conventions and provokes thought. Maku-
latur weaves on similar threads. 

Yo traté de introducir a través del 
cut-up el montaje en literatura. 
Creo que está mucho más cerca 
de reflejar los hechos concretos de 
la percepción humana que la mera 
linealidad. Por ejemplo, si usted sale 
a la calle, ¿qué ve? Ve autos, trozos 
de gente, ve sus propios pensamien-
tos, todo mezclado y sin linealidad 
alguna. Este modo de escritura de 
montaje deja intacta la narración. 
Justamente creo que es todavía más 
fiel a ella. 
William S. Burroughs,  
La revolución electrónica, 1970.

Discarded trials, incomplete bits and 
pieces, fragments ordered according to 
an indecipherable set of rules. Juxtaposi-
tion and fragmentation as basic structural 
traits. So where is the meaning in this 
book? Where does it start, where does the 
succession of pages take the reader, what 
is the matter? Interestingly: fragmentation, 
imperfection, an absence of linearity… 
these are the matter. A matter that is not 
so different from the world beyond the 
pages of the book, but which demands 
from the reader an open attitude and the 
willingness to complete and round off the 
possible meaning(s) with his or her own 
contributions.

‘Writing’, Laurence Sterne said, ‘is but  
a different name for conversation’. Ma-
nuel Raeder has proven that designing and 
publishing books can also be a different 
name for writing — and talking. If this is 
so, Makulatur is going to be the script of 
a dialogue that you, reader, are about to 
start, where your part is at least as impor-
tant as that of Manuel Raeder. 

And the chances are, you are going to 
enjoy this exchange. 



And it wants me to free myself from its 
emotions, its drives, as well as from its 
ideas, almost. My will is strengthened by its 
will, at the same time as it appears more as 
its necessity than my own — transformed 
simultaneously in a full tautology and con-
tradiction. In its alchemic transfiguration, its 
concept rests from the hypertrophic yoke 
of affect, the cocoon in which words ges-
tate for themselves and by themselves; they 
are. Spawning and blooming from the most 
crystalline of its verbal accesses, like frozen 
arguments, they compose the crisis of their 
own presuppositions: they turn into chur-
rigueresque volutes in the air, they evapo-
rate and reintegrate into the vital cycle: they 
are tears, saliva. I am verb, I am noun, I am 
comma, diaeresis and diphtong, I rule and 
require, demand and obligate, so that tiny 
determinations may be united in the labyrinth 
where the darkest and murky filtered lights 
of the signifying triads that end up only wit-
nessing the endless communicative inability 
of the poet are mixed. I am tit for tat, for 
you — I am it. And the tenacity of the enzyme 
that fiercely inclines and reposes in the cells 
that contain the infinitesimal mitochondria 
that strengthen the weak muscle and procure 
the glint of the spark-plugs of their synapses 
and their abstinent and dried-out burp. Don’t 
break. In your self-inflicted demolition you 
signal the deficit of my richness; you paint in 
an infinite loss of future in the scene, and I 
miss you already. I examine your convulsion, 

mixed-up in the trance of it-doesn’t-matter-
if-you-never-come-back, foaming at the 
mouth and anus bloody: I see you reduced 
to your minimal expression. On your access 
to a diverse state of intelligence — one of 
intense and monstrous perception, which 
can only be administered in the community 
of language, not in what is attainable, not 
in technique, nor in virtue, perhaps only 
in the piling of graphemes and phonemes 
in neologism — your mutilated body hangs 
from your shamanistic and luminous self, 
eyes blank. And you access conjugation of a 
tongue that never was and that no one will 
ever understand — weakened, vulnerable, 
kin to everything that exists but in an ani-
mism that cannot be religious: alcohol, ties, 
enzymes, boxes, rays of light, syringes, test 
tubes, sugar plantations and caffeine-addict-
ed proverbs. May the hendecasyllables ring 
in Cordoba each time didactics cease, each 
time the gloomy voices ingenuously try to 
silence others. In the decomposition of syn-
tax, the reasons are constructed, destroyed 
and reconstructed. And in their instability 
they are only coherent with the violence that 
serves as landscape, so we should demand 
that the adventure continue, your boundless 
enterprise. May someone please destroy me 
and come near to the fondness where the 
little papers mix —that’s where I belong.

SINB Y EONG
Abraham Cruzvillegas

Language is flavor that delivers to the lips
the gut, opened to a strange and wise taste:
It awakens in the throat,
its spirit still thick springs forth to the air
and, in the liquid mass where it floats,
it feels space and sings.
Jorge Cuesta, Song to a Mineral God, 1942.
T he poem was translated from Spanish by poet Gabriela Jáuregui.



T HE BOOKS’S BOOK
Eran Schaerf*

Agatha Christie’s fans and family join the 
protest against the revelation of theatre’s 
best-kept secret. Christie’s grandson, 
Matthew Prichard says: My grandmother 
always got upset if the plots of her books 
or plays were revealed in reviews —  
T his was the news. Welcoming you on 
the microphone is Paul Gold with How It 
Happened: T he Broadcast Accompanying 
the Book — T he story takes place in the 
man’s mind. Once told, it reconnects with 
a number of imagined possibilities that are 
ready and waiting for a re-activation.  
Like an automated version of the antique 
art of memory, it re-activates the image  
of the world as that collection of territories 
endangered by illegal intruders, which  
is presumed whenever a threat has to 
be given a face. A face? Yes, disguised by 
language — Like any mirror, it can only 
show what is presently performed in 
front of it — Like the book, of which Friedl 
Dicker-Brandeis says, that it is always 
written in common, even if the authors do 
not know each other and fifty years lay 
between them — You seem to translate.  
Do you need help? Yes. In 1970 the Hebrew 
term for intellectual property sounded 
foreign. T herefore the English term was 
used in the Hebrew text. If it is important 
for your narrative that the term intellectual 
property was unfamiliar when the story 
was written… — Apparently the story ends 
here in the middle of the sentence. It is a 
familiar style in English. And when I found 
the door was shut / I tried to turn the handle 
but — My trip from home to where I work 
is a story of a space with two entrances.  
It is open, whether that which enters 
through the first entrance ever encounters 
that which enters through the second one, 
and this openness is perhaps the main 
feature of this space. When I count, the first 

entrance always comes before the second 
one, the problem begins when I enter  
this space: since the word “before’ applies 
to both space and time, it happens that 
something which is before something else 
in time, comes after it in space — In the 
meantime, you ask yourself how this story 
began — Gropius wrote a book on grain 
silos / Le Corbusier one on aeroplanes / And 
Charlotte Perriand brought a new object 
to the office every morning / But today we 
collect links — And we don’t know where 
the story begins, but according to reports, 
it is said to continue as a fairy-tale — Mom, 
why did you dress me as Little Red Riding 
Hood? Because it’s a story, my child, and 
in stories you appear as someone else, 
otherwise you haven’t appeared at all —  
I must say words as long as there are 
words. I must say them until they find me, 
until they say me — heavy burden, heavy 
sin ... maybe it’s been done already; maybe 
they’ve already said me; maybe they’ve 
already borne me to the threshold of my 
story, right to the door opening onto my 
story — When an individual plays a part 
he implicitly requests his observers to take 
seriously the impression that is fostered 
before them. T hey are asked to believe that 
the character they see actually possesses 
the attributes he appears to possess, 
that the task he performs will have the 
consequences that are implicitly claimed 
for it, and that, in general, matters are 
what they appear to be — Used to be that 
you could tell something about a man by 
his facial hair or the fit of his 501s. Only 
bikers wore leather cuffs; only androgynies 
wore eyeliner. But then Dutch soldiers 
started wearing earrings — And when you 
can’t speak, these physical conditions are 
nevertheless present as a reference to a 
possible speech — and they are telling —  
So you’re standing there at a different 
beginning of the same story — T he same 
chair, the same balcony, the same view, 



some more leaves, 3 years later I couldn’t 
remember how much sugar she liked in her 
coffee — T he arrangement of the furniture 
is at the same time the site of deadly traps, 
and the suite of rooms prescribes the 
fleeing victim’s path — At times it seems as if 
you should be able to stop the story. Yet as 
soon as you try, you sense that it changes 
its tense — as if it were fleeing — T he 
woman argues that the furniture depicts 
her own story — Suspicious of the artistic 
objects, the border police doubt their 
validity as use objects. Furniture may be 
furniture, but hand-carved pieces could be 
considered as items belonging to national 
culture and would as such be prohibited 
from leaving the country — Take this story 
as a sequence of rooms. You are standing 
in one of them, looking in through a door, 
far down a long corridor with sunless 
corners where palms stand, and out 
through a window — T he fence was lined 
with booksellers’ stalls, little more than 
minuscule huts where the vendors vied for 
space with the hundreds of books that lined 
the walls. Worlds mingled in the bookstalls: 
the works of Enver Hoxha next to a score 
by Puccini beside an Armenian body-
building manual on top of the T housand 
and One Nights — Gershom Scholem says 
about Franz Rosenzweig’s book T he Star of 
Redemption that one can let it say: I want 
to be read differently than the way I am 
written — As if based on a precisely written 
script, you pause and peer into the room 
with the expectation that your immobility 
would bring the story to an end. But the 
story goes on — T he elements migrate from 
one scene to another, the way one and 
the same word appears in two different 
sentences — Perhaps I should lose myself 
more, I thought, watching a gentleman with 
a Bauhaus teapot in his hand, who was 
standing in front of a military-issue wool 
blanket spread out on the ground, on which 
at least 100 20th century teapot lids were 

set up in rows — So how did a pair of ski 
pants, custom-made from thick, high-quality 
wool, land in a hot country where it snows 
at most every few years and where there 
is exactly one ski slope? — But perhaps you 
are in the book now, and all I wrote is the 
snow of yesterday, or of tomorrow — the 
one had melted already, of the other, we 
do not know, if it will fall — But I know there 
will always be another story —

* With Claude Cahun, Michel Foucault, Erving 
Goffman, Alison and Peter Smithson, Al Aharam 
weekly, and T he Independent
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IN T RODUC T ION
Manuel Raeder

And it wants me to free myself from its 
emotions, its drives, as well as from its 
ideas, almost. My will is strengthened 
by its will, at the same time as it 
appears more as its necessity than my 
own — transformed simultaneously in 
a full tautology and contradiction. In its 
alchemic transfiguration, its concept rests 
from the hypertrophic yoke of affect, 
the cocoon in which words gestate for 
themselves and by themselves; they are. 
Spawning and blooming from the most 
crystalline of its verbal accesses, like 
frozen arguments, they compose the 
crisis of their own presuppositions: they 
turn into churrigueresque volutes in the 
air, they evaporate and reintegrate into 
the vital cycle: they are tears, saliva. I am 
verb, I am noun, I am comma, diaeresis 
and diphtong, I rule and require, demand 
and obligate, so that tiny determinations 
may be united in the labyrinth where the 
darkest and murky filtered lights of the 
signifying triads that end up only witnessing 
the endless communicative inability of the 
poet are mixed. I am tit for tat, for you — I 
am it. And the tenacity of the enzyme that 
fiercely inclines and reposes in the cells that 
contain the infinitesimal mitochondria that 
strengthen the weak muscle and procure 
the glint of the spark-plugs of their synapses 
and their abstinent and dried-out burp.
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