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Where to begin? How to begin? 

With a welcome.Welcome! You’re reading Inscription, 

and we’re delighted about that. Perhaps this copy has 

just arrived in the post and you are opening these pages 

for the first time. Perhaps you are browsing this snippet 

online, unable to see the whole text, weighing up the 

odds. Perhaps someone is reading this to you. Perhaps 

you’re in a library looking for a particular article and 

this volume has just been carried up by a librarian 

from the deep stacks with an old reader’s slip tucked 

between pages 12 and 13. Or perhaps it is decades from 

the moment now when I am writing: welcome 2147, or 

2238, and welcome future-you, with all your unforeseen 

ways, turning the pages of a long-ago journal that, as I 

write, has three months until publication. Wherever or 

whenever you are: welcome, and thank you for reading 

the first edition of Inscription.A welcome, and then a statement of purpose. Inscription: 

the act of inscribing; the action of writing upon or in 

something, especially in a durable or conspicuous way.  

Are we durable and conspicuous? Time will tell,  

but we are certainly invested in thinking about making 

marks upon or in surfaces or substrates. Inky revisions  

in a novelist’s notebook. A chisel cutting into stone. 

Hurried pencil scrawls across scraps of paper. Pieces of 

lead type pressing ink on to paper. Spiralling digital text 

viewed on a phone. A goose quill scratching parchment. 

The repelling force of oil and water playing out across  

a lithography stone. Grooves cut into polyvinyl chloride  

(or PVC, or vinyl). Inscription will explore material texts 

and the processes of mark-making in all these varieties 

and specificities.
We want Inscription to range widely across boundaries 

of place and of period. In this first edition, we are in 

regional archives, artists’ studios, family homes, national 

libraries, living rooms, parchment-making businesses.  

We are at dinner in the Askanischer Hof Hotel, Berlin, 

and we are out in the Australian streets with the birds. 

We move through early twentieth-century Prague, 

sixteenth-century Wales, nineteenth-century America, 

eighteenth-century England, and the northern suburbs  

of Melbourne in 2020. But rather than offering only  

a linear chronological range – although that’s a good 

thing, too – the articles and creative pieces contained  

in these pages invite us to rethink more profoundly  

the timeliness of material texts. Where, in time, do 

material texts rest? When is their moment? One of the 

rich potentials, and the joys, of thinking about material 

texts is that the punctual and sometimes punishing 

historicism of much academic criticism – the click  

of text being locked into context – can be suspended 

or complicated or augmented with an interest in other 

temporal frames: the longue durée; the Wordsworthian 

spots of time; the purposeful anachronism; the 

palimpsest (from the Greek palimpsestos, meaning 

‘scraped again’); the looping chronology of the  

recycled or the repurposed or the revised.
Material texts offer this potential because while they  

tell all kinds of stories – romances, tragedies, comedies –  

they can also tell us, if we learn to read the signs 

correctly, the stories of their own making.1 These 

material narratives exist alongside, and sometimes  

in tension with, artistic representation – whether that’s 

the novel’s plot, or the painting’s scene, or the record’s 

bodiless voice. The vinyl you are, or will be, listening to 

is made from 74% co-polymer, 25% PVC, and 1% pigment, 

compressed into a ‘puck’ which was placed between 

two stampers to form under heat and pressure the vinyl 

disc that spins and gives voice. We hope you’re enjoying 

it! The pages of a sixteenth-century Bible were made 

from paper which came from linen made from recycled 

second-hand clothes once worn by men and women  

and children who lived in the 1500s. Does it matter  

than the Book of Genesis was once a labourer’s shirt?  

A parchment with beautiful historiated letters was some 

time before the skin of a sheep staring out mutely across 

green fields, before the creature was slaughtered, the 

skin stripped of wool, fermented in quick-lime, washed, 

stretched, perforated, pared, scoured, dried, rubbed. 

The lithographer’s stone producing prints about today 

is studded with fossils of creatures from hundreds of 

millions of years ago. What role do these pre-histories 

Welcome to Inscription

1. As D.F. McKenzie observed, ‘every book tells a story quite apart from that recounted by its text’:  

D.F. McKenzie, Making Meaning: Printers of the Mind and Other Essays, ed. by Peter D. McDonald  

and Michael F. Suarez (Amherst: University of Massachusetts Press, 2002), p. 262.

have in the texts we encounter? What kind of temporal 

flickerings do they create? How can we ever say we know 

when a text begins when surfaces carry with them these 

temporal depths – when the book or the print or the 

page in our hands might best be thought of as only the 

most recent form assumed by materials that have a much 

longer, and more tumultuous life story.

Inscription will explore material texts and acts of  

marking through exciting critical articles and creative 

work. We hope also that the material form of Inscription 

will itself provide a prompt to imaginative and expansive 

thinking about the ways writing (in the broadest sense) 

creates its effects. This is a journal, but it is also a variety 

of container or box for other things (like a fold-out 

print), and it is also a kind of sleeve for a vinyl record, 

and it is also a link or route to an online rotating piece  

of text. Our symbol for the journal is a spiral, a form 

turning both in on itself and out to reach the world,  

rich in connotation but also not quite looking at us  

in the eye; a form associated with Robert Smithson’s 

counter-clockwise coil Spiral Jetty (1970), and  

Ubu’s stomach in Alfred Jarry’s proto-Surrealist  

Ubu Roi (1896), and the whirlpools in Edgar Allan Poe’s 

terrifying short story ‘A Descent into the Maelström’ 

(1841). The journal in your hands begins from both ends, 

or neither. Half of it is upside down, until you turn it 

round, when the other half is. The end is in the middle. 

We hope reading is stranger and more baffling and less 

knowable as a result of Inscription. You will have seen 

that Inscription has two editorial prefaces, and that one  

is considerably better than the other: this is deliberate.

Figure 1. Outside.

Figure 2. Inside.

Adam Smyth
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nder a clear blue sky the dragonfly takes 

its last migration through breezeless air. Touching down 

momentarily on still water, too late to know that this 

salty pool won’t quench a thirst, its fragile wings are 

pulled down into the sedimenting basin of an isolated 

lagoon. Just out of reach from the coast nothing leaves 

the stagnating pool and warmed by the sun the water 

slowly evaporates.Under the same sky 150 million years later, in a territory 

now under the jurisdiction of a place called Bavaria,  

the once calm reef is now land with a settled population. 

Business thrives in a town becoming renowned for its rich  

deposit of finely sedimented limestone and quarry beds 

are excavated to feed a growing demand for this now 

valuable natural resource being traded in the printing  

industry. And once again, by chance, the small creature’s 

last journey comes to light, each detail of its flesh depicted 

in the smooth surface of the soft limestone matrix.

Not looking for fossils, the miners of Solnhofen 

wouldn’t have known the part their labouring bodies 

played in writing history; nor how the invention 

of lithography marked a shift in the trajectory of 

communications, changing both the relationship between 

image and text in the printed document, and the speed at 

which information could be disseminated. Brought to life 

through this process was a means of sharing knowledge, 

and a unique visual language. But as with all technology, 

in pursuit of speed and efficiency, industry moved on 

from its Jurassic ancestry – leaving to a different timeline 

errant offspring that came to light in the process.*

1. Though obtainable on the Continent, lithographic stone  

is becoming increasingly difficult to buy in the British  

Isles as its use has been supplanted by plates. However,  

its unique properties for artists make it well worth finding. 

Some printers still have stocks which usually cost about  

6d. per pound. When selecting stone choose sizes which  

your press can manage comfortably, and make sure they  

are of good thickness – minimum 3" if possible.1

EncountersMy first encounter with lithography stone was in a 

basement in 1985. Leaning undisturbed against a damp 

wall of this subterranean world, a small colony of these 

weighty limestone slabs were gathered together, their 

dusty backs glistening with sweat from the humid air. 

Edges dappled with black ink and characteristically 

indented with the pock marks of a stone mason’s 

finishing tool, these broken fragments of the earth’s crust 

had been cut, measured, and transported for the purposes 

of art. A place dedicated to the printing and publishing 

of artists’ lithographs, in time I came to understand that 

this small world of machinery and printing ephemera was 

a playground of possibilities; a place where the careful 

deliberations and intense labour of printers negotiated  

the slippery relationship between organic materials  

and technology. Having been largely superseded by the 

greater efficiency of zinc plates and photo-lithographic 

processes, these stones had mostly fallen out of use.  

But occasionally an artist would ask to draw on stone, 

and a suitable specimen would be selected, dusted off 

and maneuvered into the graining sink to be prepared.

Allured by their qualities, since then I’ve grown closer 

to these objects, become familiar with their nature, 

and learnt to work with their constraints and potential. 

Having trained in this artisan world of lithography,  

now inscribed into my body is the lingering habit  

of these practices. And sedimented into my thinking  

is the abiding presence of lithography stone. Material 

substrate, technical instrument, collaborator, and site 

where tentative lines of thought meet the flow and 

resistance of corporeality, the nature of lithography  

stone continues to shape my drawing practice,  

as both a device that facilitates acts of inscription,  

and a cusp on which my body and its memory perform 

and materialize language. Interfolded with my human 

agency and inflecting the forms it creates are the material 

and temporal dimensions of this raw matter, its capacity 

to capture both the indexical movements of a tracing 

hand, and the imagined presence of less tangible worlds.2

On StoneSerena Smith

1. Stanley Jones, Lithography for Artists (London, New York, Toronto: Oxford University Press, 1967), p. 20.

n
2. Jane Bennett, Vibrant Matter: A Political Ecology of Things  

(Durham: Duke University Press, 2010), p. 31.
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This language is likewise generated by the mutual 

agencies of a thinking body and lithography stone;  

and by way of preparing the stone for drawing, I hope  

to share with you something of this complex relationship 

between a body moving through time, and a limestone 

matrix. Underwriting these thoughts is a view grounded 

by Elizabeth Grosz’s description of art as ‘always the 

coupling of extracted elements from the cosmological 

order and their integration into the lived experience and 

behavior of organisms’. 3 My intention here is to explore 

this transformative coupling of geological matter and lived 

experience through its temporal, environmental, inter-

personal, and physical affects. Assembled to illuminate 

this task is a collection of observations that consider 

aspects of lithography stone as geological trace, material, 

technology, and artefact. Inscribed into these pieces  

of sedimented matter are both complex narratives  

yet to be written and enduring encounters erased in  

the telling. And, like the stones themselves, this story  

too is a fragment, a singular glimpse of a longer tale:  

one that cannot be recounted in its entirety but is 

witnessed as discrete moments from an accumulation 

of memories; a temporal duration re-encountered  

in ‘partial views’ of scenes and events that now  

distill their elements into narratives brought into being  

through the interstices of written text. 4 At play here:  

the virtuality of duration, its tangible accomplice 

inscription, and the substrate of lithography stone,  

in an operation that brings together worlds of  

geology, autobiography, technology, and writing.

Threaded through this observation of encounters  

between cosmological residue, human hands, and 

material agency are the words of philosopher and  

feminist theorist Elizabeth Grosz and vital materialist 

thinker Jane Bennett. Inhabiting their voices is the  

legacy of Henri Bergson’s post-Darwinian thinking 

on time and the evolutionary forces of life. Grosz’s 

development of Bergson’s ideas lends concepts to  

my reflections and allows me to think of lithography 

stones in several ways: excavated and transformed into 

printing matrices, they are framed pieces of the world, 

brought from the landscapes of matter into the complex 

territories of language and culture, that in the hands  

of lithographers become sites of rhythmic contact  

and ‘durational entwinement’ between living body and 

enduring matter. 5 Cut from successions of sedimentary 

formation, they are static fragments divided out from  

the temporal flow of matter that bring their past lives  

into contact with the present moment. 6 And thus,  

as sites of perceptual encounter that straddle the virtual 

past and the unfolding present, they are both substrates for 

acts of inscription, and thresholds between intersecting 

worlds and intersecting chronologies. 7

Whilst my aim is to give you some intimation of a 

complex relationship between two material bodies,  

our protagonist and object of attention for the next few 

pages is the stone itself. Lingering in the background of 

these reflections is a proposition raised by Henri Bergson 

in his introduction to Creative Evolution that asks: ‘If the 

intellectual form of the living being has been gradually 

modelled on the reciprocal actions and reactions  

of certain bodies and their material environment,  

how should it not reveal to us something of the very 

essence of which these bodies are made?’. 8 In response, 

Jane Bennett in Vibrant Matter lingers with scrutiny on 

these bodily relations and their material environments, 

and puts forward a view that pays more sensitive 

attention to the liveliness of the nonhuman bodies. 

Endowing matter with a critical agency, she releases  

it from instrumental servitude to re-set the balance of 

these relations, and suggests alternatively that ‘in the  

long and slow time of evolution […] mineral material 

appears as the mover and the shaker, the active power, 

and […] human beings, with their much-lauded capacity 

for self-directed action, appear as its product’. 9

3. Elizabeth Grosz, Chaos, Territory, Art: Deleuze and the Framing of the Earth  

(New York and Chichester, West Sussex: Columbia University Press, 2008), p. 45.

4 . Henri Bergson, Creative Evolution, trans. Arthur. Mitchel  

(London: Macmillan & Co., 1911), pp. 3–4 , 32.

5. Grosz, Chaos, Territory, Art, p. 17; Elizabeth Grosz, Becoming Undone: Darwinian 

Reflections on Life, Politics, and Art (Durham N.C.: Duke University Press, 2011), p. 5.

6. Bergson; Elizabeth Grosz, Architecture from the Outside  

(Massachusetts: MIT, 2001), p. 122.

7. Grosz, Architecture from the Outside, p. 121.

8. Bergson, p. xi.

9. Bennett, p. 11.

 
*

2. Before attempting to grind the stone, first examine the 

surface for the following possible faults in its structure:  

large deposits of iron salts (usually brown in colour) and 

other crystalline substances and all-over chalky textures 

(usually of a lighter colour than the stone itself ). Such faults 

may affect an image, although some stones contain fine black 

fault lines which are harmless. 10

SedimentGlimpses of the ways in which these slabs of prehistoric 

time made their way into the studios of printers and 

artists can be seen in a black and white film of the 

Solnhofen Plattenkalk. 11 The handheld footage begins  

by silently panning the landscape, to show a town of 

white stone buildings clustered alongside a plain banked 

by the low rise of promontories. In bright sunshine  

the camera slowly takes in cliff faces. Surveying these 

vertiginous towers, its flickering grain captures shadows 

cast by exposed and eroded limestone strata before  

tilting down into the territory of the opencast mine. 

Here, framed by the camera is makeshift scaffolding 

comprised of a network of snaking wooden pathways that 

partially enclose the site and mark the zone of the miners’ 

activity. Sturdy enough for hand carts, and in parts laid 

with a narrow-gauge track, this moveable architecture  

is suspended between footholds and crevices in the rock.  

In places, the balanced planks of these walkways follow 

the contours of dry-stone walling, painstakingly 

constructed to cover the crumbling edifices. In the 

basin of the mine, beneath the exposed shelves of this 

precarious structure, lies the shattered earthen residue 

left by the cleaving edges of picks, hammers, and 

crowbars. Written into these lower reaches of the  

ageing facades is the history of lives shaped by these rocks, 

left behind in evidence, an uneven territory broken and 

re-configured by the arduous labour of miners.

Calibrating the rise of the cliffs are chronological planes 

of succession. Horizontal divisions mark repeated cycles 

of sedimentation, evaporation, and hardening, of pools  

of silt, a rhythmic sequence replayed over millions of 

years. The outcome, a rock formation; a topographical 

accumulation of layers of bedrock, a compacted stack  

of sedimented time. Each individual bed denotes a span, 

and each the singular record of a unique microclimate in 

its final moment of distillation. These are origins imagined 

and re-told through the narratives of geology, a discipline 

that categorises and names these dusty residues. And a 

practice, under the analysis of Kathryn Yusoff, that thinks 

and operates through a grammar that stratifies planetary 

10. Jones, p. 31.

11. H. Schonger, (n.d.). Lithographen Schiefer Solhhofen Germany Limestone Quarry  

& use of Limestone in Lithography 74872 (Germany: <PeriscopeFilm.com>).

Figure 1. Sedimenting Limestone.
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sediment, enabling matter to be regulated, mastered, 

dislocated, and mobilised within economies of  

extraction. Captured by this process are bodies and 

matter, in relations that entwine their coupled material  

as both mineral resources and indices of value. 12

In this cinematic experience, as with my recollections, 

encounters with these past events are glimpsed 

through captured moments; they are virtual memories 

transformed into sequential legibility by way of a 

narrative device. The slow evaporation of silt, the 

flickering play of celluloid film, and the inscription of  

this text: successive, multiple, and diverse environments. 

These are disparate parts of a continuum that might 

evoke time’s virtual flow not as ‘homogeneous, smooth, 

or linear’, but akin to the stutters and surges of Jurassic 

temporality that shaped the stratified cliffs. An arc of 

time that left in its wake not a seamless cloak of divisible 

matter, but an eroding landscape of creases, fissures,  

and ‘spreading cracks’; an unfolding and irregular 

duration described by Elizabeth Grosz as ‘a mode  

of “hesitation”, bifurcation […] or emergence’. 13
*

3. Check with calipers that the stone is equally thick at 

all four corners. Check with a steel rule for lateral and 

transverse hollowness, placing the edge of the rule down the 

middle of the stone and putting a small piece of tissue paper 

between it and the stone. If the paper can be moved easily 

under the rule, then there is a hollow. If the paper is held  

fast the stone is flat. 14Temperament

Undocumented by the monochrome footage are  

the variations in the seams of deposit, and the distinct 

patination of each quarried layer. Left by disparities  

in the mineral composition were rich palettes of colour, 

denser in tonality in the lower beds. Compressed by 

gravitational force, these deepest levels yielded heavy 

blue stone, whereas from the upper ledges came a 

friable, chalky substrate. Extracted from the levels 

in between, a spectrum of fine-grained stones more 

suitable for lithography, ranging in hue from dark grey 

to pale yellow. My own small stack gathered over time 

is likewise of variable nature; some worn thin with use, 

others misshapen fragments from larger stones, each 

one distinct in dimension, texture, and pigmentation. 

This inconsistency, however, is not superficial. Lingering 

from their nascent microclimates is an accumulation of 

small differences that affect each stone’s response to the 

lithographic process. Far from being voiceless substrates, 

two stones drawn, processed, and printed identically 

will produce two significantly different sheets of printed 

information. In the mute ecology of these objects there 

is a willful deviancy, a reverberating echo that tacitly 

appears in printed lithographs as noise. 15 The unstable 

contingency of each stone’s mineral make-up, giving  

the potential for the stone to talk back, contests its 

service, and follows a natural desire for conchoidal 

fracture under the geared mechanics of a printing 

press. A mutant capacity for a ‘nonhuman vitality’ 

celebrated by Jane Bennett, that is not always in tune 

with technology’s pursuit for a predictable and more 

biddable accomplice. 16
Material Culture

Perhaps we might think of these ‘slices of the world’ 

not as blank matrices, but as a collection of found 

photographs. Glimpsed on their time-worn faces,  

the speculative hints of imagined pasts, and the 

indexical imprints of data; a patina that indivisibly fuses 

so-called ‘clouds of fantasy and pellets of information’. 17 

Photographs however, it has also been said, are easily 

taken, the small gestures of hand and eye, having only 

tenuous knowledge of what they record. 18 Cutting to 

a scene of action in the film might tell us more about 

the not so easily acquired knowledge and skills needed 

to quarry this material. With heads bowed, a row of 

four men stand on the dusty floor of the mine, in tacit 

syncopation swinging their mallets against bolsters 

wedged between two layers of the stratified rock. 19  

12. Kathryn Yusoff, Geologies of Race: Unearthing the Ground of the Human  

(Weimar: Internationale Kolleg für Kulturtechnikforschung und Medienphilosophie, 2019),  

11:37 <vimeo.com/379990947> [accessed 15 June 2020].

13. Bennett, p. 59; Grosz, Architecture from the Outside, p. 114 .

14 . Jones, p. 31.

15. ‘Noise’ is an unwanted by-product of image-capture devices and refers to signal interference or excess.

16. Bennett, p. 14 .

17. Susan Sontag, On Photography (London: Penguin Books, 1977), p. 69.

18. Ibid., p. 115.

19. M
ichael Polanyi, The Tacit D

im
ension (London: Routledge &

 Kegan Paul, 1967), p. 14.

A second line of quarriers in the next frame, hands 

grasping the slender poles of pickaxes, again moves  

in time to dislodge the limestone bed, before one breaks 

out of formation to gently tap the floor, loosening the 

dense shelf from softer mudstone beneath. Scrolling 

forward to the finishing room, each slab selected for 

lithography is inspected, cut to size, and its edges dressed 

by hand with a bushing hammer. Whilst in abundance 

when the recording was made, the methods needed to 

extract this fragile and valuable resource from its natural 

habitat were necessarily laborious.

*

4. Wash off old ink with a mixture of 5 drops of carbolic acid 

to 30cc of turps substitute, so that when grinding commences 

the stone is free of old ink, then remove old gum Arabic with 

warm water. 20

*

These were tasks that demanded the meticulous attention 

of bodies intimately attuned to the resonant character 

of the material, bodies that could intuitively control the 

velocity of a cleaving mallet, ears that could hear changes 

in the timbre of a stone splitting from bedrock, lungs that 

could tolerate the rising powder of rock dust in baking 

sun. Hands shaped and callused by daily labour, corporeal 

‘instruments of sonorous expression’ that could feel 

without measure the level of a stone. 21 And, ‘attuned to 

the complex interplay of a rock’s colour and texture’, eyes 

that could detect small variations, such as those that first 

encountered the reptilian teeth and avian tail feathers of 

Darwin’s missing link, the Archaeopteryx, the contours 

of its body documented in exquisite detail by particles 

of chemically precipitated calcium carbonate. 22

Part bird, part dinosaur, one such specimen of this 

iconic creature resides in the Natural History Museum 

in London. Now perhaps understood as pivotal 

evidence of transitional change between species over 

time, when this curious hybrid first appeared in 1861, 

speculative discussion on the historical development 

of form was lively in the field of comparative anatomy. 

Contemporaneous to this scientific debate, in the light 

of the publication of Senefelder’s technical handbook 

on lithography in 1796, stone was in demand in the 

print industry leading to industrious excavation of 

the Solnhofen quarries. An ecology of extraction that 

dynamically affected both the pace of print technology, 

and research on evolution. 23

It was in the serendipitous encounter between these  

two worlds that Archaeopteryx Lithographica came into 

the light, the fragile barbs and filaments of its feathers, 

20. Jones, p. 31.

21. Grosz, Chaos, Territory, Art, p. 55.

22. Nicholas Chare, ‘Writing Perceptions: The Matter of Words and the Rollright Stones’, 

in Art Hi story, 34 (2011), 244–267 (p. 248).23. Alois Senefelder, Friedrich Schlichtegroll, Samuel Prout, Jacques Callot, Rudolph Ackermann,  

A complete course of lithography: containing clear and explicit instructions in all the different  

branches and manners of that art: accompanied by illustrative specimens of drawings. To which is 

prefixed a history of lithography, from its origin to the present time (London: R. Ackermann, 1819).

Figure 2. Sedimenting Limestone.
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clawed fingers, and bony tail indivisibly imprinted  

into lithified silt, the fleeting moment of its death  

giving substance to Charles Darwin’s published claim 

to the theory of natural selection, and the proposition 

that at the core of all life are complex relations that 

bring about gradual processes of becoming. These 

radical theories were subsequently formative for Henri 

Bergson’s coupling of the nascent forces of evolution 

to consciousness, time, and the vital impetus of life, 

Elizabeth Grosz’s philosophical expansions of the 

transformative material and virtual forces of becoming, 

and Jane Bennett’s ecologies of vibrant matter: ecologies 

she describes as confederations of people and things, 

groupings of diverse elements, and assemblages, such as 

the environments of stone lithography, and the disparate 

marriage of prehistoric bird and evaporating silt.

In truth however, it was not the complete skeleton-

ized fossil of a flighted creature that was first named 

Archaeopteryx, but a single feather unearthed in 1860, 

the arrival of its pigmented shadow in the sedimented 

limestone adding complexity to discussions on  

the genealogy of avian creatures and contributing 

to sustained speculation on the plumage of dinosaurs. 

Perhaps in the words of Jane Bennett our falling feather 

in its chance immersion might be understood, through 

‘fortuity of being in the right place at the right time’,  

as the actant that ‘makes things happen, becomes  

the decisive force catalysing an event’. 24*

5. Distribute evenly a layer of 60s graining sand or 

carborundum powder. Sprinkle water over the stone and  

mix the two together, spreading the mixture evenly over  

the surface. Take a stone of a similar size, place on top  

of the first stone, printing surface to printing surface. 

Commence grinding, moving the top stone in the shape of  

a horizontal figure of eight. Grind with an even movement, 

renewing sand and water as required. 25

 

ClimateSuch finds are, however, rare. And at first glance the  

large stone I have maneuvered into the graining sink 

ready to be prepared, appears to be clean with few  

visible blemishes – this smooth regularity an outcome  

of millennia of diagenesis that gradually transformed  

the warm Jurassic slurry into stone that could be finished  

to resemble the fine tooth of a sheet of undrawn velum.  

The even composition, geologists’ observations suggest,  

is due to the hypoxic salinity of these chemical baths, 

environments that inhibited the potential for organic 

survival. Without the disturbance of tides, only 

unsuspecting animal life, debris from occasional  

flooding, or windblown drift might by chance have 

stirred up clouds of silt in the tranquil lagoons.

When flushed with water the pale grey stone darkens, 

and what becomes easier to detect are clues to what  

lies below. Revealed by wetting the surface: a distinct  

red stain of iron deposit, the peppering of a rash of dark 

spots, and streaking through the grey, a wave of warmer 

pigment. Veining the grey limestone are linear tracks of 

silica, one of which traces a disjuncture in the primary 

formation; a fault line along which the stone might 

suddenly break as it wears thinner with use. Caught  

in freeze frame by this imprint from shifting sands  

in deep geological time, ‘the flickers of an unwritten  

past’, a captured moment in the stone’s ontogenesis. 26 

Compressed into this dormant material, and discretely 

witnessed by these interruptions in the homogeneity  

of its fabric, the sedimented history of a virtual past. 27 

And the potential for events yet to unfold.

24 . Bennett, pp. 18, 21, 9.

25. Jones, pp. 31–32.

26. Chare, p. 249.

27. Grosz, Becoming Undone, p. 32.

 
*

6. After grinding for twenty or thirty minutes, take a piece  

of cloth soaked in turpentine and rub it in black printing 

ink until the rag is well coated. Moisten stone with water 

and rub the cloth vigorously over the stone. If the old image 

still persists it will pick up the ink. If you are satisfied that 

it has been removed, wash the stone clear first with turps 

substitute and then with water. 28

*

In the presence of a lithography stone in the graining 

sink, atmospheric conditions are noticeable. Sensitive  

to environmental change, they have temperatures that  

can be taken. 29 In dry climates, humidity caught from the 

breath will instantly show, then quickly evaporate from 

the dehydrated surface. Correspondingly, if left stacked 

against a damp basement wall, moisture readily migrates 

into the hydrophilic stones, increasing their weight.  

In the hands of artists these things matter. Every particle 

of grease from a tusche drawing made in the summer will 

be willingly absorbed, but in winter damp stones might 

struggle to notice these water borne traces. The stones’ 

behavior is not just determined by primary formation,  

but also by subsequent place of use. Solnhofen stones 

shipped to far corners of the globe might react very 

differently to those remaining at home in German 

printmaking studios. Like all good travelers, lithography 

stones quickly acclimatize to new environments, although 

the methods and knowledge sought out in anticipation  

of their arrival, may take time to translate; novice 

lithographers in sub-tropical climates, following  

to the letter tried and tested handbooks written under  

the heat of a desert sun, might encounter reluctance  

from the stone to respond accordingly.

Technology

Having only recently arrived in my studio, in good light 

the stone now reveals a horizontal seam along its pock-

dimpled edges, indicating that it was ‘kidded’ from two 

thinner stones cemented back-to-back to give sufficient 

thickness. Also showing up within the patination of 

sediment is a pale shadow of grease, the adumbrated 

specter of a previous image that might print if not 

completely removed. These overlapping traces locate  

this stone on a cusp between intersecting worlds. 

Simultaneously a shard of geological formation,  

and a fragment of material culture, it is mineral deposit, 

extracted, measured, and manipulated; both a slice of 

relatively stable evolutionary matter, and a matrix for 

printing, its nature put to work for a life of invention. 30  

In today’s digital print environment, this stone might 

seem an anachronistic artefact, a ghost from the past. 

There is, however, a pleasing reverberation in the  

abiding presence of lithography stones. Quarried to  

meet a constant demand for use in the 19th century print 

industry, these laboriously finished pieces of stratified rock 

28. Jones, p. 33.

29. Chare, p. 247.30. Grosz, Becoming Undone, p. 30.

Figure 3. Sedimenting Limestone.
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are now also the record of moments past in the unfolding 

events of technological succession; still frames from a 

sequence of advancing mechanization. Cut loose from 

the perpetual speed of these events, lithography stones 

now stored against the walls of printmaking studios are 

silent glimpses of a world that communicated in slower 

time; sedimented texts that tenaciously hold the making 

of language to its material origins.*

7. Bevel the sharp edges of the stone with a file or an 

electrical belt sander. This prevents damage to the inking 

roller; ridging of the printing paper; denting the tympan; 

the attraction of ink to the edges during printing. 31

*

It is with these things in mind that I reflect on, and 

write about, the preparation of this stone for drawing, 

anticipating the feel of its surface as it takes the warmth 

from my hand, its satisfying resistance to the lead of 

a pencil, the reassuring weight of its stability, and its 

patient insistence on slowness. At play here two matrices, 

one a slice of the earth’s crust, the other the illuminated 

pixels of a liquid-crystal screen; framed landscapes 

of matter brought into the territories of language. 32 

Instruments of communication on a continuum that 

spans the distance between stone lithography as a  

more or less stable expression of chaos, and the calculable 

and measurable spaces of digital pixels. 33 Shaping  

the chronological ground between was a drive to  

develop more efficient systems for sharing information. 

The weighty demands of limestone, unable to keep pace 

with a desire for flawless repeatable information, were 

swiftly replaced by the lightweight speed of offset plates 

and the digital highways of virtual communication: 

technologies more inclined to remove laborious  

obstacles from the cursive flow of text.

NoiseAttendant with the receptivity of the freshly grained  

stone to record in exquisite detail the finest hairline serif 

from copperplate script is its willingness to capture with 

fidelity, debris from drawing materials, fingerprints, and 

lingering traces from past use. In the intimate contact 

between the porous surface and the soft flesh of a resting 

hand, there is always a potential for unintended traces  

of grease to be deposited – by-products from the physical 

process of drawing that might later print as superfluous 

information. This is not to suggest that the receptive 

nature of the stone cannot be tamed; there are chemicals 

and abrasives that can be used, and lithography is  

a system constituted to control the variability of the 

materials. 34 Ambiguous shadows and overspill in  

the margins can be removed; enigmatic blemishes that 

obscure legibility can be erased; serendipitous imprints 

from windblown drift settling on the surface can be 

diminished. And to sharpen the brittle clarity of lines  

of text, tonal contrast can be increased.

So, too, is it sometimes possible to mute infiltrating 

disturbance to the syntax of the drawing, from  

rashes and tracks in the lithified deposit that gradually 

emerge during printing. Tolerable noise or unwelcome 

disruption, this visible interference from variabilities  

in the sediment signals the ‘persistent presence of  

energies that confound […
] from within’. 35 Reminding 

the artist that prepared lithography stone is not a sheet  

of undrawn paper, but a collaborator with agency, an 

actant in an assemblage. 36 As the scribing hand pushes, 

drags, and sweeps its way around the rectangular plane, 

abraded grease is taken in, that the stone will later play 

back as printed information. But also lingering beneath 

this deceptively still surface is the latent capacity  

for other impulsive forces to resonate. For within the 

Jurassic template is a sensitivity that will notice these 

vagrant interruptions to the homogeneity of its fabric. 

In suspended animation, this particulate matter from the 

geological time trap rises up from the dense interior when 

the stone is re-grained, bringing with it a nascent potential 

to speak. 37 Embedded in this seemingly static depth 

31. Jones, p. 33.32. Grosz, Chaos, Territory, Art, p. 17.

33. Ibid. p. 15.

34 . Grosz, Chaos, Territory, Art, p. 29.

35. Bennett, p. 23.

36. Bennett, p. 31.

37. Anne Sauvagnargues, ‘Crystals and M
embranes: Individuation and Temporality’,  

in Gilbert Simondon, Being and Technolog y, ed. by A. De Boever, A. Murray, J. Roffe, & A. Woodward, 

(Edinburgh: Edinburgh University Press, 2012), pp. 57–70 (p. 69).

is the active power of mineral life, transient material, 

with a readiness to harness its intentions to the sensorial 

movements of corporeality. 38

*

8. The coarse grain left by grinding is normally too rough; 

so remove it with snake stone (which is a trimmed block of 

volcanic rock), rubbing it edgeways on the moistened stone 

to produce a smooth surface. Continue thus for about fifteen 

minutes, again making sure that the whole surface is worked 

evenly. Sprinkle with more water occasionally. The result 

should be a completely smooth surface. Beware of stray 

abrasive particles. They can scratch the surface deeply  

at this stage. 39
Points of Contact

Pressed together, this contact point between skin  

and stone is an entwinement of agencies, a partnership 

that creates from its coupled entities an assemblage. 

Cosmological residue and print technology, feather 

and silt, bodies and bushing hammers, light sensitive 

film and projector, liquid tusche and lithography stone, 

inscribing device and artist’s hands, words and narrator; 

assemblages of diverse materialities that operate in 

dynamic cohesion. But whilst disparate, the elements 

in these assemblages share a unity of substance made 

common to all matter by Spinoza’s conatus; a unifying 

will, endowing material bodies with a persistent energy 

that Jane Bennett calls ‘thing-power’. 40 In the small world 

of lithography these porous, slippery, veined, creased, 

callused, flaking, hesitant, stuttering, and affective bodies 

mingle in antagonistic and cohesive relations. 41 Intimate 

partnerships in which small differences in silt formation 

can become audible; differences that might by chance 

manifest as indexical traces that interrupt and coalesce 

with the graphic inflections of a scribing hand. Left in 

evidence of this coupling between entities, indivisible 

‘clouds of fantasy and pellets of information’, printed 

on paper with a layer of ink that makes no distinction 

between the two. 42

*

9. W
hen the polished surface is thoroughly satisfactory the 

final grain may be considered. This stage is important as the 

grain will considerably influence the drawing which is put 

onto it. Here experience is needed. For normal working,  

a grain of between 100 and 180s mesh is used. A medium  

grain which will serve for most work can be got with  

100s sand (or carborundum). 43

Acts of Inscription

Amongst my small accumulation there are a few large 

lithography stones that were dug up from a back garden 

some years ago. Pitted and chipped from the trauma 

of burial and acidic soil, they hadn’t aged well. It also 

became clear when the mud and dust had been washed 

off that, unlike the fine grey texture of the stone now  

in the graining sink, these were heavily laden with chalk 

and other sedimented irregularities. Quarried from 

the upper layers of rock formation, not suitable for 

fine tonal work, too flawed for my use, and possibly 

not from Solnhofen. However, in spite of their inferior 

quality, legible on the surfaces are the anonymous 

remains of hand-drawn layout pages for an ironmonger’s 

catalogue, meticulously drawn fixtures and fittings for  

the Edwardian home, glimpsed in residues of ink and  

broken text clinging to the eroded grain. Locks, clasps, 

hinges, doorplates, washers, and screws; intricately 

rendered sight size images in standard imperial measure, 

their crisp outlines now broken tracks across a weathered 

landscape. Documented in these crumbling edifices are 

events that span suburban entombment, the calibrations 

of antique engineering, and the flooding of silting residue: 

successive moments now witnessed in static simultaneity, 

as fragmented inscriptions and shadows cast by the 

exposed and eroded limestone. Intersecting worlds  

and intersecting chronologies that now converge  

within the matted felt of a palimpsest. 44

38. Bennett, p. 11.

39. Jones, p. 34 .

40. Ibid., pp. 20, 21. 

41. Ibid. 
42. Sontag, p. 69. 

43. Jones, p. 34 . 

44. Grosz, Architecture from the Outside, p. 122.
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For a while these elderly stones have been stored leaning 

against the studio wall. No longer in use and now subject 

only to the reclaiming grasp of ‘time’s relentless m
elt’, 

their fragile skins and ageing fabric passing through time 

at a pace of change invisible to m
y fleeting perception. 45 

Relics of ages past, inscribed into their surfaces and 

embedded in their interiors is the material evidence  

from events that span Jurassic storms to steam-powered 

lithography presses. Occupying space, these objects  

and their residual traces, however, are not contained  

by the limits of their material. But in the light  

of Grosz’s disruption of the concrete boundaries of 

spatiality, they are material thresholds that share with 

duration a virtual dimension. They are objects with the 

capacity to ignite latent memory, a potential that enables 

present perception to ‘straddle past and present’, take  

a ‘leap into virtuality’, and activate from sites of m
atter  

an emergent and unfolding mobility. 46 As such these 

pieces of fram
ed matter are territories that open out  

to other worlds, grounded substrates that couple their 

agency to the speculative inscriptions of ‘language  

in the making’, and sedimented texts around which 

cluster the memories of deep tim
e storytellers. 47

*

10. W
hen a decision has been taken take a small piece  

of litho stone, small enough to fit the palm of the hand, 

or alternatively a glass muller. Sprinkle the polished stone 

evenly with fine grain abrasive and a little water. W
ith small 

circular movements from left to right, grind without a heavy 

pressure until the whole surface has been covered. Continue 

for about fifteen minutes, renewing water as required. 48

*

Something of a makeshift arrangement, my graining sink 

is a plastic garden trough with batons of wood stacked  

to support a stone at the right height, drilled into the  

base a small hole that allows water to escape into a  

bucket below. W
eighing seventy-three kilos and slightly 

too long for the trough, it has been tricky to maneuver 

this stone into position and another smaller tray is 

needed to catch the overspill. N
ow ready to be grained, 

dusted with pum
ice and grit, its wet surface gives rise 

to a humidity that brushes against my cheeks and cools 

the skin beneath my eyes, released into the air a sm
ell of 

damp stone that takes me into the salty undercliff shade 

of a receding tide, along streets drenched by summer 

rain, past building sites, and down a flight of stairs 

leading to a basement studio. Slipping and hesitating 

over the sharp grit, the small top stone begins to m
ove, 

and in moments the room is filled with a hollow grating 

resonance, a noise that gradually m
utes into the fricative 

wash of sand dragged by a current, a tim
bre that changes 

each time the circular movement rides over the stone’s 

edge. And as the grit and limestone bind into a paste,  

and circular pattern settles to a tempo in cadence with  

the shifts in m
y balance from foot to foot, the stone’s 

dense matter and sedimented tim
e give way to the 

rotating rhythm
 of sand and water, gathering in the basin 

beneath a cloudy slurry of water and lim
estone particles. 49

*

11. To check the quality of grain, rub the surface on 

different parts of the stone with a hard pencil or conte 

crayon. If the grain is uneven your drawing will be 

imperfect. Check once again for scratch marks. M
ake sure 

that no powdered limestone is left in the crevices by liberally 

washing the surface with a mixture of 5ccs acetic acid and 

200ccs of water. Finally the stone may be rinsed with water 

after about five minutes and allowed to dry. 50

*

I acknowledge the ongoing support and feedback on this 

article from
 m

y supervisory team
, M

arsha M
askimmon 

and Deborah H
arty.

45. Sontag, p. 15.
46. Grosz, Architecture from the Outside, pp. 122, 123.

47. Erin M
anning, The Minor Gesture (Durham and London: Duke University Press, 2016),  

p. 25; Grosz, Architecture from the Outside, p. 123.

48. Jones, p. 34 .

49. Grosz, Chaos, Territory, Art, p. 19.50. Jones, p. 34 .
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ohn Le Neve (1679–1741), an English antiquarian who 

flourished in the first two decades of the eighteenth 

century, is best known for Fasti Ecclesiae Anglicanae. 

This hefty collection of biographies of clergym
en,  

first published in 1716, becam
e the foundation of 

a vast, m
ulti-generational biographical project that 

continues to the present day. 1 By contrast, Le Neve’s 

next publication, M
onumenta Anglicana, has sunk like 

a stone into the deep waters of scholarly history. Five 

volum
es of transcribed funeral m

onum
ents published 

between 1717 and 1719, M
onumenta Anglicana  

addresses the title of this new
 journal, Inscription, 

directly. It also speaks to the them
e of this first 

issue, ‘beginnings’, because it pioneers new ways of 

approaching the various m
edia in which it is involved: 

inscribed stone, m
anuscript and print.

The m
ethods that Le Neve adopts in M

onumenta 

Anglicana are innovative in at least three ways.  

First, this text takes a fam
iliar antiquarian practice –  

the transcription and publication of epigraphy – but  

it focuses on m
odern, rather than ancient, inscriptions. 

The first volum
e contains transcriptions of m

onum
ents 

set up from
 1700–1715; subsequent volum

es cover the 

period 1600–1718. Second, it coins a new term
 to refer  

to a published text that seeks to gather inform
ation about 

the recently dead in one place: the obituary. Finally, it 

offers an early exam
ple of an unusual publishing practice: 

subscription publication, where the person who organises 

the subscription list and distribution of copies is the 

author, rather than a bookseller. 2 These innovations are 

all inter-related aspects of Le N
eve’s self-consciousness 

towards the m
ateriality of text.

M
onumenta Anglicana asks its readers to consider what 

happens when one kind of inscribed text (a m
onum

ent) 

is transform
ed into another (a m

anuscript), and then 

gathered together with other inscriptions in a printed 

volum
e. In doing so, it offers an extended m

editation  

on what it m
eans to com

m
em

orate the dead not just  

in stone, but also in print. Rather than em
phasising the 

essential differences between the m
edia with which his 

text engages, Le Neve asks his readers to consider them
 

in relation to one another. H
e presents paper-based 

m
em

orials not as a poor substitute for stone, but rather 

       Paper W
raps Stone:

   M
onum

ental, M
anuscript, and Printed 

Epitaphs in Eighteenth- 

Century England

Rebecca Bullard

Figure 1. John Le N
eve, M

onum
enta Anglicana, vol. 1 (1717), title page. 

Creative Com
m

ons license, W
ellcom

e Trust.

1. Fasti Ecclesiae A
nglicanae, <british-history.ac.uk/search/series/fasti-ecclesiae> [accessed 1 June 2020].

2. K. I. D
. M

aslen, An Early London Printing House at W
ork: Studies in the Bowyer Ledgers  

(N
ew York: Bibliographical Society of Am

erica, 1973), p. 102.

as a new kind of com
m

em
orative practice that exists 

alongside and in dialogue w
ith inscribed m

onum
ents.  

H
e looks tow

ards the future as w
ell as the past as  

he transform
s epitaphs through the m

edium
 of print.

Inscriptions ancient and m
odern

Transcribed epitaphs feature in alm
ost all antiquarian 

publications from
 the sixteenth and through to the  

early eighteenth centuries, alongside other inscribed 

objects such as coins and m
edals. D

uring the early  

years of the seventeenth century, however, epitaphs 

becam
e the principal topic of entire texts. Two slim

 

volum
es, W

illiam
 Cam

den’s Reges, Reginae, N
obiles  

&
 alii in ecclesia collegiata B. Petri W

estm
onasterij sepulti 

(1600) and H
enry H

olland’s M
onum

enta sepulchraria 

Sancti Pauli (1614), take readers on tours of the  

epitaphs and m
onum

ents of W
estm

inster Abbey and  

St. Paul’s Cathedral, respectively. These little texts barely 

register in the balance, however, when weighed against  

John W
eever’s colossal Ancient Funerall M

onum
ents 

(1631): a 900-page folio of transcribed inscriptions 

from
 parish churches and cathedrals in the dioceses of 

Canterbury, R
ochester, London and N

orwich. W
eever’s 

text becam
e, according to G

raham
 Parry, ‘one of the 

m
ost frequently m

entioned antiquarian works’ of the 

seventeenth century. 3 In the early years of the eighteenth,  

John Le N
eve began the first volum

e of his M
onum

enta 

Anglicana with an extended sum
m

ary of the discourse 

on epitaphs with which W
eever begins his own work. 

Le N
eve goes on to claim

 that he is ‘pursuing the sam
e 

Studies’ as John W
eever, ‘tho’ after a M

ethod som
ew

hat 

different from
 him

’. 4

W
eever portrays him

self as a solitary epitaph hunter 

whose painstaking com
m

itm
ent to transcribing the verbal 

contents of m
onum

ents im
pressed itself, physically, both 

on him
self and on his book. N

ot content to reproduce 

epitaphs from
 earlier publications (he doesn’t m

ention 

Cam
den or H

olland’s short books, which include som
e  

of the epitaphs that he also appears to have transcribed  

at first hand), he suffered for his calling as he rode around 

south east England, recording the inscriptions that he 

found in each place. In the introduction to his work,  

he recalls that

hauing found one or two ancient Funerall inscriptions, 

or obliterated Sepulchers, in this or that Parish Church, 

I haue ridden to ten Parish Churches distant from
 that, 

and not found one. Besides I haue beene taken vp, in 

diuers Churches by the Churchw
ardens of the Parish, 

and not suffered to write the Epitaphs, or to take view 

of the M
onum

ents as I m
uch desired. 5

Just as tim
e obliterated sepulchres, so antiquarian 

pursuits left their m
ark on W

eever: the doleful tone 

of this passage registers the pressure of unfriendly 

churchw
ardens and m

iles of horse’s hoof-prints.  

M
ore positively, what we see at work here is a strong 

sense of connection between the author and the ancient 

past, achieved through physical presence. Although 

W
eever did call on learned friends for help in gathering 

m
aterial – he notes, in particular, the assistance  

offered to him
 by em

inent antiquarians R
obert Cotton,  

H
enry Spelm

an, and John Selden – the authority for 

this volum
e derives from

 the fact that W
eever has stood 

before the m
onum

ents he transcribes, his feet physically 

occupying the place of readers down the centuries and the 

m
asons who first inscribed them

.

The im
portance that W

eever ascribes to place and 

physical presence is registered in the structure of his text. 

Ancient Funerall M
onum

ents m
oves slow

ly from
 parish 

to parish, situating epitaphs in the context of the places, 

buildings, fam
ilies, and local custom

s that help to m
ake 

sense of them
. Indeed, W

eever w
orries that

I m
ay, perhaps, be found fault w

ithall becuse I doe  

not chorographically and according as C
hurches  

stand, neare or further rem
ote in one and the  

sam
e Lath hundred or wapentack, em

print and place 

the Funerall M
onum

ents in this m
y booke; but slip 

som
etim

es from
 one side of a County to another 

before I em
print an Epitaph. 6

3. Parry, p. 216.

4 . John Le N
eve, M

onum
enta Anglicana, 5 vols (1717–1719), i, A

2 v.  

Further references are given after quotations in the text.

5. John W
eever, A

ncient Funerall M
onum

ents w
ithin the U

nited M
onarchie  

of G
reat Britaine, Ireland, and the Ilands adiacent (1631), sig. A

2 r.

6. W
eever, sig. A

2 r.
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W
eever’s vocabulary here conveys the im

portance  

of locality to his w
riting: chorography, for instance,  

refers to the practice of charting particular regions  

and districts, 7 w
hile a ‘w

apentack’ or wapentake is a 

subdivision of a shire equivalent to a hundred – its N
orse 

derivation speaking to the ancient past of the M
idlands 

and northern counties w
here it is used. 8 The verb that 

W
eever uses for his own activities, ‘em

print’, calls to 

m
ind an equally localised form

 of activity, albeit one  

that takes place in the confined space of the book. In this 

context, it is m
ore m

etaphorical than literal: the title page 

tells us that this text was printed by Thom
as H

arper for 

the bookseller, Laurence Sadler, but W
eever’s choice of 

verb elides the role of the printer and that of the author. 

H
e perform

s a sim
ilar rhetorical m

anoeuvre when he 

writes that he ‘slip[s] som
etim

es from
 one side of a 

C
ounty to another’, evoking both geographical and 

textual terrain. Both m
etaphors (author as printer, text  

as landscape) w
ish away the m

ediating function of print. 

W
eever’s ideal text is one that allow

s readers to feel as 

though they are standing – just as he did – before real 

m
onum

ents that exist in a particular geographical 

landscape.

As objects that w
ere m

ade both in the ancient past and  

in m
ore recent tim

es, m
onum

ental inscriptions allow
 

antiquarians to adopt a diachronic approach tow
ards 

particular places. The epitaphs included in the second 

edition of H
enry H

olland’s volum
e on St. Paul’s 

C
athedral (1633) span nearly a m

illennium
 – from

 the 

tom
b of Sebba, King of the East Saxons, who died in 677, 

to the ‘new
ly erected’ m

onum
ent to John D

onne, w
ho 

died in 1631. 9 John W
eever also saw antiquarian potential 

not only in the ancient funeral m
onum

ents that give  

his book its title, but in inscriptions that were being 

produced during his own lifetim
e. In his introduction,  

he writes:

I w
ould earnestly desire the Tom

be-m
akers of this 

C
itie of London, and elsewhere, that they w

ould be  

so carefull of posteritie, as to preserue in writing the 

Inscriptions or Epitaphs which they daily engraue 

vpon Funerall M
onum

ents, from
 w

hom
 I shall expect 

the like kindnesse, and to w
hom

 I w
ill euer rem

ain 

alike thankfull. For, I intend, G
od w

illing, hereafter  

to publish to the view
 of the w

orld, as well the 

m
oderne, as the ancient m

em
orialls of the dead 

throughout all his M
aiesties foresaid D

om
inions,  

if G
od spare m

e life. 10

G
od didn’t spare W

eever, who died just a few m
onths 

after the publication of his m
agnum

 opus. But the  

idea that m
odern m

onum
ents m

ight speak to posterity 

and the belief that tom
b-m

akers m
ight be key to such  

a project lived on after his death through W
eever’s 

self-appointed successor, John Le N
eve.

Le N
eve’s M

onum
enta Anglicana is an antiquarian text 

with a difference. It looks very m
uch like earlier texts  

by W
eever, H

olland and Cam
den, offering readers  

a collection of transcriptions of m
onum

ents found  

in English churches. Like those earlier texts, Le N
eve 

focuses prim
arily on m

onum
ents erected on the interior 

of churches; given the expense of such a venture, these 

tend to com
m

em
orate individuals of relatively high 

social status. Again like those of his predecessors,  

Le N
eve’s m

onum
ents com

m
em

orate m
en and wom

en,  

in Latin and in English, celebrating the public and  

private virtues of their deceased, as well as their  

fam
ily connections. U

nlike earlier texts in this tradition, 

how
ever, Le N

eve’s focus is exclusively on m
odern 

m
em

orials. The earliest texts in M
onum

enta Anglicana 

date from
 the tim

e of Cam
den, H

olland and W
eever.  

The penultim
ate inscription in the fifth and final volum

e 

of Le N
eve’s w

ork is a well-know
n epitaph on tw

o lovers 

killed by lightning in 1718, w
ritten by A

lexander Pope 

(though not attributed to him
 by Le N

eve). It w
as erected 

in Stanton H
arcourt, O

xfordshire, the year after the first 

volum
e M

onum
enta Anglicana had left the press, and just 

a few m
onths before the publication of its final volum

e. 11 

Le N
eve’s text is, then, som

ething of an oxym
oron:  

an antiquarian volum
e of m

odern m
em

orial inscriptions.

8. ‘wapentake, n.’ in O
ED

 O
nline <oed.com

> [accessed 1 June 2020].

9. H
enry H

olland, Ecclesia Sancti Pauli illustra (1633), sig. E
2 v–E3 r.

10. W
eever, sig. A

1 r.

11. Le N
eve, v, 285. O

n Pope’s epitaph, see Joshua Scodel, The English Poetic Epitaph: Com
mem

oration 

and C
onflict from

 Jonson to W
ordsworth (Ithaca: C

ornell U
niversity Press, 1991), pp. 278–286.

7. M
arjorie Swann, Curiosities and Texts: The C

ulture of C
ollecting in Early M

odern England  

(Philadelphia: U
niversity of Pennsylvania Press, 2001), pp. 101–102.

Le N
eve picked up not only W

eever’s project to create  

a repository of m
odern m

em
orial inscriptions, but also 

his proposed m
ethod – that is, direct collaboration with 

the craftsm
en w

ho produce these objects. In the preface 

to M
onum

enta Anglicana, Le N
eve notes:

I think m
y self obliged in a particular m

anner,  

to ow
n m

y Obligations to M
r. Stanton[,] M

ason,  

near St. A
ndrew

’s C
hurch in H

olbourn. W
ere every 

Person of that Profession as careful in preserving Copies 

of the Inscriptions on all the Tom
bs they set up, and as 

com
m

unicative, (which indeed I think they should be for 

their ow
n H

onour) the W
orld m

ight be easily obliged once 

a Year w
ith a Volum

e of that sort perfectly new, w
ithout 

stigm
atizing the Editor w

ith the N
am

e of a Plagiary …
  

I have likew
ise been m

uch oblig’d to M
r. Bird the Carver, 

and to M
r. H

ardy and M
r. Palm

er M
asons; and I wish  

I could say the sam
e of the w

hole Fraternity. (i, a4 v–b1 r)

Le N
eve’s tone suggests that he inherited W

eever’s  

self-pitying tendencies as w
ell as his proposed m

ethods. 

H
e did, how

ever, establish very productive w
orking 

relationships w
ith stonem

asons including Francis 

Bird and Edw
ard Stanton. In the half-decade before 

the publication of M
onum

enta Anglicana, Bird had 

produced funerary m
onum

ents for high-profile subjects 

including John H
olles, D

uke of N
ew

castle, Sidney, Earl 

of G
odolphin, and T

hom
as Sprat, D

ean of W
estm

inster, 

all of w
hich w

ere erected in W
estm

inster A
bbey, as w

ell 

as a statue of Q
ueen A

nne in the sam
e place. 12 Stanton 

was a scion of one of the m
ost significant fam

ilies of 

London stonem
asons w

ho also undertook extensive work 

producing funerary m
onum

ents at W
estm

inster A
bbey 

and in parish churches and cathedrals across England 

and W
ales. 13 Le N

eve’s collaborators, then, were am
ong 

the m
ost prom

inent craftsm
en w

orking on funerary 

m
onum

ents at the tim
e w

hen he w
as w

riting.

Le N
eve’s decision to focus on m

odern m
em

orials, and  

to do so in collaboration w
ith living m

asons and sculptors 

as w
ell as other correspondents, gives his w

ork a different 

com
plexion from

 that of his antiquarian predecessors. 

Those earlier texts em
phasise the strong connections  

of m
onum

ents w
ith the places they occupy – connections 

that endure through and are reinforced by the passage  

of tim
e. They also privilege the author’s physical  

presence in that sam
e geographical and cultural  

landscape as a precursor to and guarantor of the text. 

Print is a useful w
ay of preserving stone inscriptions, but 

the prim
acy of the m

onum
ental original is never in doubt.  

In M
onum

enta Anglicana, on the other hand, Le N
eve 

seeks to explore the relationship betw
een the various 

m
edia that a text m

ight occupy: stone m
onum

ent,  

paper m
anuscript (w

hich both precedes and follow
s 

inscription on stone), and printed text. Rather than 

presenting m
onum

ents as ancient, stable and original,  

he depicts them
 as just one stage in the evolution  

of an epitaphic text.

Stone, script and print

M
onum

enta Anglicana adopts an approach tow
ards  

place that is radically different from
 that of earlier 

collections of m
onum

ental inscriptions. W
hile  

H
olland and C

am
den focus on particular churches 

(albeit very large and significant ones), and W
eever 

progresses through the parishes and counties of 

southern England, Le N
eve’s work gathers together, 

prom
iscuously, epitaphs from

 all over England and W
ales. 

A single leaf in the first volum
e takes us from

 Cum
berland 

to K
ent; another w

hizzes around betw
een Staffordshire 

and Essex, Lancashire, M
iddlesex, Buckingham

shire  

and D
enbighshire (I, 6–7, 59). There is no sense  

of organisation by place here and, in fact, Le N
eve  

is profoundly indifferent to m
atters chorographical.  

H
e ends the preface to the first volum

e w
ith a w

onderfully 

casual reference to the fact that it is im
possible to tell 

where m
any of the epitaphs in his book com

e from
:

One thing I forgot, let not the Reader be very angry,  

when in som
e Places he sees at the Front of an Inscription 

In —
— and no m

ore; the Omission is occasioned by the 

forgetfulness of the Persons w
ho com

m
unicated the same, 

which cannot at present be recollected. (I, b1 v)

12. M
atthew C

raske, ‘Bird, Francis (1667–1731), sculptor,’ O
xford D

ictionary of N
ational Biography 

<oxforddnb.com
> [accessed 20 June 2020].13. G

eoffrey Fisher, ‘Stanton, Edw
ard (c. 1681–1734), sculptor and m

ason’  

in ‘Stanton, W
illiam

 (1639–1705), tom
b sculptor and m

ason,’ O
xford D

ictionary of N
ational Biography  

<
oxforddnb.com

> [accessed 20 June 2020].
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The location of m
any of the epitaphs is indeed m

issing, 

the om
ission noted by a dash or blank space (Figure 2). 

Poor John W
eever, so careful to situate m

onum
ental 

inscriptions in the cultural and historical contexts of  

their particular geographical and chorographical locations, 

m
ust have been turning in his grave.

John Le N
eve occupies a different position in relation  

to the epitaphs he transcribes to that of his predecessors. 

H
e appears to have seen very few

 of the m
onum

ents  

in his volum
e in person. O

nly occasionally does he m
ark  

an epitaph ‘M
S . autog.’, signifying that he has transcribed 

the inscription him
self. Instead, he begins the first volum

e 

with a two-colum
n table that sets out the correspondents 

‘to w
hom

 I have been oblig’d for each M
S. Inscription’ 

(Figure 3).

Le N
eve’s list of correspondents includes not only 

stonem
asons and sculptors like Edw

ard Stanton and 

Francis Bird, but also clergym
en and vergers, fellow

s  

of colleges in O
xford and C

am
bridge, m

em
bers of  

Le N
eve’s fam

ily (am
ong them

 his uncle, the herald  

Peter Le N
eve) and persons unknow

n to him
 including  

‘A
 G

ent. of H
exham

 in N
orthum

berland, a Stranger  

to m
e’, and one M

r. M
ansel, ‘A

 Stranger who Subscribes 

that N
am

e’ (I, b2 r-v). Entries in the table are keyed to 

individual epitaphs, each of w
hich bears the nam

e of 

the person w
ho sent it: M

S . Bird, M
S . Stanton, and so 

on. W
hat w

e see here is not just Le N
eve em

phasising 

the collaborative nature of his project (w
hich w

as 

characteristic of antiquarians before him
, including 

C
am

den and W
eever) but also the self-consciously 

Figure 3. Le N
eve, M

onum
enta Anglicana, i, b2 r. 

C
reative C

om
m

ons license, W
ellcom

e T
rust.

Figure 2. Blank space in Le N
eve, M

onum
enta Anglicana, i, 44. 

C
reative C

om
m

ons license, W
ellcom

e T
rust.

m
ediated nature of its end product. M

onum
enta Anglicana 

consistently points up the fact that stone inscription, 

m
anuscript transcription, and printed codex exist in 

relation to one another. Its author invites its readers to 

reflect on the processes that turn one state of a text into 

another, and to m
ake com

parisons betw
een those states.

A
s he highlights the process of m

ediation, so Le N
eve 

also acknow
ledges the potential for textual instability 

throughout M
onum

enta Anglicana. H
e observes in the 

preface to volum
e tw

o of this series:

I am
 very sensible that, in som

e few Places of this Book,  

I have printed false or unintelligible Latin; but, not being 

satisfyed w
hether the Fault be laid to the M

ason w
ho set 

it up, or to the Transcriber w
ho copied it, I rather chose  

to let it go as it cam
e to m

e and shall be m
uch obliged,  

if any G
entlem

an w
ho has the O

pportunity of com
ing  

to the original of any Inscription, w
ill take the Trouble 

to com
pare them

, and let m
e know

 how to set them
 to 

rights. (ii, [A
]2 v)

Le N
eve’s insistence here that he prefers m

istakes  

in Latin to intervening in the text he receives is 

rem
iniscent of John W

eever, w
ho notes, in A

ncient 

Funerall M
onum

ents that ‘I w
rite the Latine in the  

sam
e m

anner as I find it either w
ritten or im

printed.’ 

W
eever goes on to observe:

I likew
ise w

rite the O
rthographie of the old English  

as it com
es to m

y hands; and if by the copying out  

of the sam
e it be any m

anner of w
ayes m

ollified,  

it is m
uch against m

y w
ill, for I hold originalls  

the best; w
hereby som

e m
ay obiect the sim

plicitie  

of m
y vnlaboured stile, and the rough hewen form

e  

of m
y w

riting. 14

W
eever’s final m

etaphor here takes us back through 

non-standard spelling to the solid, dependable stone 

inscription that he valorises. Le N
eve, on the other  

hand, m
akes an easy allow

ance for the m
alleability of  

an inscription as it m
oves betw

een m
edia. Errors m

ight 

be the fault of stone carvers and m
anuscript transcribers; 

corrections m
ight be passed into print through the  

care of future correspondents. (I have not com
e across 

versions of M
onum

enta Anglicana bearing m
anuscript 

corrections or filled-in m
issing place nam

es but, like  

Le N
eve, I invite contributions from

 future researchers 

who m
ay discover these textual interventions for 

them
selves! ) There is no strong sense here of a perfect 

stone original and im
perfect paper copies, but rather an 

im
pression that all texts are m

ediated through the w
ork, 

and perhaps errors, of fallible creators.

Som
etim

es L
e N

eve com
m

unicates the textual instability 

engendered by the act of transcription through intriguing 

m
arginal notes. T

he phrase ‘Sic in M
S.,’ for instance, 

is printed in the m
argin of an inscription erected to 

the m
em

ory of Spencer Broughton in Broughton, 

Staffordshire, w
hich w

as sent to Le N
eve by the  

m
ason, Edw

ard Stanton (I, 43) (Figure 4).

14 . W
eever, sig. A

2 r-v.

Figure 4
. Le Neve, M

onumenta A
nglica

na, i, 1
33. 

Creative Commons lic
ense, W

ellco
me Trust.
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The m
onum

ent itself seem
s to correct the m

anuscript 

version to w
hich the m

arginal note refers. Le N
eve’s 

text includes the phrase ‘By ardent Zeal of his M
ajesties 

Service’, but the stone inscription replaces the aw
kw

ard 

preposition ‘of ’ w
ith the m

ore fluent ‘for’, to read, 

‘By ardent zeal for his M
at ys Service’. 15 W

ho m
ade this 

change? Perhaps Stanton, if he w
as the m

ason as w
ell 

as Le N
eve’s correspondent. W

hat is the ‘M
S.’ to w

hich 

the m
arginal note refers? Perhaps the (now

 lost) original 

specification sent by the person w
ho com

m
issioned this 

m
onum

ent. T
he note rem

inds us that, for m
asons like 

Stanton, m
anuscript instructions precede the act of 

carving in stone, and that inscription is, in this sense,  

an act of transcription.

Even m
ore extraordinary than the m

arginal note  

in Spencer B
roughton’s m

em
orial is one in a Latin 

epitaph on one Peter Lee, again sent to Le N
eve by 

Edw
ard Stanton. T

his tim
e the m

onum
ent’s location  

is conspicuously m
issing, its absence denoted by the 

word ‘In’ follow
ed by blank space (Figure 5).

‘Sic in M
S./Q

uaere.’ (‘so in the m
anuscript: query’) is 

printed in the m
argin next to the w

ords concerning Lee’s 

death, ‘A
ntiquâ m

oriens’ – as w
ell it m

ight be, since this 

phrase is at odds w
ith the preceding lines of the epitaph, 

all of w
hich give a place nam

e follow
ed by a verb:

H
iberniâ natus 

Eblanâ eductus, 

A
ngliâ vivens, 

Flandriâ m
ilitans

[Born in Ireland 

Educated in D
ublin 

Lived in England 

A
 soldier in Flanders] (i, 80)

In fact, as the surviving m
onum

ent show
s, the w

ord 

‘A
ntiquâ ’ in Le N

eve’s text should read ‘A
ntigua ’:  

this inscription is – rather astonishingly – in the 

churchyard of St. John’s Cathedral, A
ntigua and  

Barbuda, w
here Peter Lee is buried (Figure 6 ).

Figure 5.
 Le Neve, Monumenta A

nglica
na, i, 8

0. 

Creative Commons lic
ense, Wellcome Trust.

Figure 6. G
ravestone of Peter Lee, St John’s C

athedral, Antigua and 

Barbuda. The first five lines show
 the text printed in Figure 5. 

Im
age copyright A

rvin Thornton.

15. For the m
onum

ent to Spencer B
roughton, St. Peter’s C

hurch, Broughton, Staffordshire,  

see broughtonchurch.com
/m

em
orials.htm

l.

A
gain, the m

arginal note raises a num
ber of questions. 

W
hose query is this: Stanton’s, Le N

eve’s, or som
eone 

else’s altogether? Is it there because Stanton, w
ho sent 

this epitaph to Le N
eve, hasn’t seen the stone inscription 

him
self, but only a m

anuscript version of it? If so, this 

suggests that Stanton w
as not just sending inscriptions 

that he had m
ade him

self, but that he w
as also passing  

on m
anuscript versions of m

onum
ents by other m

asons.  

W
e cannot resolve these questions definitively, but  

w
e can think about their im

pact on Le N
eve’s approach 

tow
ards m

ateriality. By leaving these m
arginal notes in  

the printed text rather than editing them
 out, Le N

eve 

rem
inds readers that stone m

onum
ents are not ‘originals’, 

as W
eever w

ould have them
. Rather, m

onum
ents are one 

stage through w
hich a text m

ight pass as it is inscribed  

(by hand and in stone), transcribed, and registered  

in print. M
onum

enta A
nglicana allow

s its readers  

to experience this dynam
ic process of transm

ission  

and re-transm
ission, rather than conferring a sense  

of authority or stability on the texts it records.

Le N
eve’s transcribed inscriptions occupy an 

am
bivalent relationship to the m

onum
ents that give 

his text its title. These m
onum

ents w
ere often visually 

arresting, w
ith heraldic devices and sculpted figures and 

objects, but none of this iconography and decoration is 

registered in M
onum

enta A
nglicana. Beyond a very few

 

passing references to the fabric out of w
hich the tom

bs 

are m
ade (one entry, for instance, records an epitaph  

‘O
n a black polish’d M

arble on the Floor’ of St. M
ary’s, 

W
arw

ick (I, 7)), Le N
eve gives very little sense of these 

inscriptions as m
aterial item

s – perhaps because he 

had not seen m
any of them

 him
self. Som

etim
es his 

text contains only a partial transcription of a particular 

m
onum

ent. F
or instance, the inscription on T

hom
as 

W
agstaffe in M

onum
enta A

nglicana is just one half of  

the original m
onum

ent in St. C
had’s, Bishop’s Tachbrook, 

W
arw

ickshire, w
hich is a double m

em
orial to T

hom
as 

and his w
ife, D

orothy W
agstaffe (Figures 7 and 8).  

In spite of the involvem
ent of stonem

asons and sculptors 

in its production, Le N
eve’s text often feels a long w

ay 

rem
oved from

 the m
onum

ents that inspire his project. Figure 7. Le N
eve, M

onum
enta A

nglicana, i, 149.  

C
reative C

om
m

ons license, W
ellcom

e T
rust.

Figure 8. Part of m
onum

ent to Thom
as W

agstaffe and D
orothy W

agstaffe,  

St. C
had’s C

hurch, B
ishop’s Tachbrook. Im

age copyright Jacqui W
aldron.
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It is perhaps surprising, then, that Le N
eve claim

s to  

‘have endeavoured to keep the Form
 of each Inscription 

as m
uch as possibly I could, im

agining that m
ight render 

the W
ork som

ew
hat m

ore beautiful’ (i, a4 v). Le N
eve’s 

text does look visually striking due to the variations 

in letterform
s (rom

an, italic and black-letter) used 

on individual inscriptions. There is, how
ever, no 

correspondence at all betw
een the typography in  

Le N
eve’s text and the letterform

s of the m
em

orials  

on w
hich, at first, they seem

 to be based – as w
e can  

see, for exam
ple, if w

e com
pare the m

onum
ent to  

Robert K
illigrew

 in W
estm

inster A
bbey w

ith the  

version that w
e find in Le N

eve’s text (Figures 9 and 10).

Instead, Le N
eve develops his ow

n typographical system
 

for his printed inscriptions: m
ost of the text is in rom

an 

type, w
ith personal nam

es in italics and place nam
es in 

black-letter. L
e N

eve consistently preserves the lineation, 

but not the letterform
s, of the original. It seem

s likely 

that this is because Le N
eve is w

orking from
 m

anuscripts, 

rather than m
onum

ents. T
he effect, how

ever, is to 

reinforce a sense that the printed version of the text both 

stands apart from
, and is also in constant dialogue w

ith, 

the m
anuscript and inscribed stone versions. Instead of 

valorising stone as the original m
edium

, and presenting 

m
anuscript and print as an im

itation or attem
pted 

facsim
ile of it, Le N

eve takes som
e pride in beautifying 

his printed pages w
ithout reference to the m

onum
ents 

tow
ards w

hich, through the m
edium

 of both print and 

m
anuscript, they nonetheless gesture.

Figure 10. Le N
eve, M

onum
enta A

nglicana, i, 133. 

C
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P
rin

t in
 tim

e

John Le N
eve repeatedly rem

inds his readers that  

w
hat they are reading is a printed text, and he reflects  

at length on the im
plications of the m

edium
 of print  

for his project. T
ow

ards the end of the preface to  

the first volum
e, he uses a conspicuous first-person 

pronoun to draw
 attention to the fact that he is not  

only the author but the publisher of this w
ork, w

hen he  

expresses an intention to publish tw
o further volum

es,

if the G
entlem

en w
ho relish this w

ill please to subscribe 

for them
 (on the sam

e Term
s, viz. five Shillings the sm

all 

Paper and E
ight Shillings the large, each Volum

e) either 

w
ith m

yself at the C
row

n and Fan in the O
ld Bailey, 

or M
r. H

enry C
lem

ents, at the H
alf M

oon in St. Paul’s 

C
hurch-yard, L

ondon. (i, b
1 r)

Publication by subscription, a kind of eighteenth- 

century crow
d-funding, w

as not unusual in this period. 16 

It w
as, how

ever, quite unusual for an author to take on 

the responsibility for organising the subscription him
-  

or herself, rather than w
orking through a bookseller 

or publisher. K
eith M

aslen notes that M
onum

enta 

A
nglicana, w

hich w
as produced by the em

inent printer, 

W
illiam

 B
ow

yer, is ‘the first exam
ple at the B

ow
yer Press 

of a retail-subscription edition printed for the author’. 17 

A
lthough he had the help of the w

ell-know
n bookseller 

H
enry C

lem
ents in collecting subscriptions and 

distributing the printed volum
es, L

e N
eve’s ow

n nam
e 

appears in B
ow

yer’s account books against this title. 18 

W
hen he gives out his address to prospective subscribers, 

Le N
eve’s highlights his position as a London-based  

editor-publisher w
ho transform

s m
anuscript 

transcriptions of stone m
onum

ents into print, rather  

than an antiquarian collector w
ho tours the country 

looking for scattered stone m
onum

ents.

In the hands of L
e N

eve the author-publisher, a 

collection of printed m
em

orials becom
es a thing that, 

in its capacity for grow
th, seem

s alm
ost alive. T

his is 

registered particularly clearly in the pricing structure that 

Le N
eve adopts for his project. H

aving charged a fixed 

price for the first tw
o volum

es of M
onum

enta A
nglicana, 

Le N
eve begins to charge by the printed sheet from

 the 

third volum
e onw

ards. H
e w

rites:

In a C
ollection of this kind, it is next to im

possible to  

say w
hen w

e have enough for a Volum
e; and consequently, 

as diff icult to cast any large N
um

ber of Inscriptions 

exactly to a Sheet; for w
hich R

eason, if I ever publish  

any m
ore V

olum
es of this sort, let the N

um
ber of Sheets  

be either m
ore or less, they shall be sold at the Price  

of 2d. per Sheet the Sm
all Paper, and 3d. per Sheet 

the Large; w
hich Rate (I hope) w

ill not be reckon’d 

extravagant; and those G
entlem

en, w
ho have diverted 

them
selves, w

ith m
aking such C

ollections, (I hope) w
ill 

ow
n, in m

y Justification, that (in so doing) an E
ditor 

m
ust be (unavoidably) at a m

uch greater C
harge than  

bare Paper and Print. (ii, a1 r)

Presum
ably his subscribers didn’t find the rate extravagant, 

because for the fourth and fifth volum
es he increased  

it to 5d. for sm
all paper, 7d. for large (iii, [A

]3 r).  

M
ore significant than the exact figures for current 

purposes, how
ever, is the sense that Le N

eve creates 

here of the relationship betw
een m

anuscript and 

print, and his ow
n role as both editor and publisher 

in m
ediating that relationship. W

hen he discusses the 

diffi
culty of casting off copy – that is, w

orking out how
 

m
any printed sheets w

ill be needed to accom
m

odate  

the available quantity of m
anuscript inscriptions –  

he highlights the inter-relatedness of the various m
edia 

involved in a project like M
onum

enta A
nglicana. H

e also 

calls attention to the flexibility and extensibility of the 

printed book. T
his is a form

at that can grow
 ad infinitum

, 

courtesy of generous contributors around the country  

and the hard w
ork of the editor. T

he rich repository  

of the country’s churchyards com
bined w

ith the endless 

supply of potential subjects (death never going out  

of fashion) m
eans that, even if its subjects are dead,  

the books that contain their m
em

orials go on living  

and grow
ing.

16. Brian Findlay, ‘Subscription publishing’, in The O
xford C

om
panion to the B

ook, ed. by M
ichael F. Suarez, 

S.J. and H
. R

. W
oudhuysen, <

oxfordreference.com
>

 [accessed 20 June 2020].

17. M
aslen, Pr inting H

ouse at W
ork, p. 102.

18. Ibid., p. 102.

Figure 9. M
onum

ent to R
obert K

illigrew
, W

estm
inster A

bbey. 

C
opyright T

he D
ean and C

hapter of W
estm

inster.
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The m
ethod that L

e N
eve adopts to organise the 

inscriptions in his volum
e both reflects and enables  

the open-endedness of his project. W
here earlier 

antiquarians like W
eever had used place as a prim

ary 

structural principle, Le N
eve arranges his epitaphs  

in order of tim
e. T

he title page of the first volum
e tells 

readers that it is ‘D
educed into a Series of Tim

e by w
ay  

of | A
N

N
A

L
S ’. T

he volum
e is divided up by year of 

death, running heads indicating that each section contains 

‘Inscriptions on Persons deceased | A
nno. 1700’, and  

so on. Le N
eve’s project joins other publications in this 

period that adopted an annalistic structure, including  

the journalist A
bel Boyer’s H

istory of the R
eign of  

Q
ueen A

nne, D
igested into A

nnals (1703–1713), w
hich  

w
as published each year throughout A

nne’s reign.  

These annalistic publications take seriously the idea that 

the printed text – produced speedily and easy to gather, 

com
pendiously, w

ith other printed m
aterial – has the 

capacity to record events in som
ething close to real 

tim
e, w

hether those events are political developm
ents 

or the deaths of individuals. A
s D

aniel D
efoe put it in 

an early issue of his periodical, T
he R

eview
, the kind of 

punctual and serial print publication that flourished in 

the early decades of the eighteenth century is, in effect, 

‘W
riting a H

istory by Inches’. 19

Le N
eve’s sense that the printed text m

ight m
em

orialise 

not only those people w
ho already have a m

onum
ent, 

but also those w
ho are as yet un-m

em
orialised, leads to 

one of his m
ost striking textual and generic innovations. 

In the first volum
e of M

onum
enta A

nglicana, each year’s 

inscriptions end w
ith a section bearing w

hat w
as, in 1717, 

an unusual title: ‘A
n O

BITUARY or R
egister of the N

am
es  

of several em
inent Persons deceased […

] w
hose Inscriptions 

(if any yet set up) are not com
e to hand’ (Figure 11).

The prim
ary m

eaning of obituary in Le N
eve’s tim

e w
as 

not the one that w
e m

ight m
ost closely associate w

ith  

it: that is, a brief biographical account of an individual, 

published shortly after his or her death. D
eath notices  

did appear in the periodical press in this period, but it 

w
asn’t until 1780, w

hen it w
as adopted by the popular 

G
entlem

an’s M
agazine as the title of its death notice 

section, that the term
 ‘obituary’ becam

e w
idely used. 20  

Le N
eve gestures tow

ards an older m
eaning of this w

ord 

w
hen he uses it in M

onum
enta A

nglicana: the obituary or 

obit book in a R
om

an C
atholic church or religious house, 

w
hich records dates of death in order that prayers for  

the soul of the departed m
ight be offered on his or her 

anniversary. 21 Le N
eve’s obituary falls som

ew
here 

Figure 11. Le N
eve, M

onum
enta A

nglicana, i, 104 . 

C
reative C

om
m

ons license, W
ellcom

e T
rust.

19. D
aniel D

efoe, A
 R

eview
 of the A

ffairs of FR
A

N
C

E
, 35 (4 July 1704).

20. Elizabeth B
arry, ‘From

 Epitaph to O
bituary: D

eath and C
elebrity in Eighteenth-C

entury B
ritish C

ulture,’  

International Journ
al of C

ultural Studies, 11 (200
8), 259–275.

21. R
alph H

oulbrooke, D
eath, R

eligion, an
d the Fam

ily in E
ngland, 1480–1750  

(O
xford: O

xford U
niversity Press, 200

0), p. 329.

betw
een the tw

o definitions that the O
xford E

nglish 

D
ictionary offers for this w

ord: the first, ‘a register  

in w
hich deaths, or obit days are recorded’, and the 

second, ‘a record or announcem
ent of a death, esp. in  

a new
spaper or sim

ilar publication […] A
lso (form

erly)  

the section of a new
spaper in w

hich deaths are 

announced (obsolete)’. 22 It com
es closest to this final 

definition, though it refers to a section of a printed 

publication rather than a new
spaper, and it predates 

O
E

D
’s first usage in this sense by m

ore than tw
o  

decades. A
s Le N

eve conceives of it, then, the obituary  

is a secularised, printed version of a religious, m
anuscript 

practice. It is a textual repository in w
hich the deaths of a 

com
m

unity are registered in som
ething close to real tim

e. 

Le N
eve’s neologism

 signals that, in using the printed text 

in this w
ay, he is doing som

ething quite unprecedented.

The fact that the obituary archives the unm
em

orialised 

dead has clear com
m

ercial potential. If the em
inent 

persons in Le N
eve’s obituary don’t yet have m

onum
ents, 

w
ho better than the m

asons w
ho collaborate w

ith him
 

to erect them
? Le N

eve’s text includes the inscriptions 

on E
dw

ard Stanton m
onum

ents from
 N

orfolk, 

Shropshire, G
loucestershire, Lancashire, M

iddlesex, 

H
ertfordshire, B

edfordshire, N
ortham

ptonshire, Suffolk, 

Essex, C
am

bridgeshire, L
incolnshire and H

am
pshire –  

in addition to num
erous m

onum
ents in unidentified 

places. 23 It am
ply dem

onstrates that Stanton w
as in 

dem
and the length and breadth of E

ngland. There  

is nothing as direct as an advertisem
ent for Stanton’s 

w
ork in L

e N
eve’s volum

e, but a com
m

ercially  

successful m
ason surely saw

 a potential m
arket  

for future m
onum

ents am
ong Le N

eve’s readers.

Le N
eve w

as surely attracted to the obituary’s com
m

ercial 

potential too. A
s a section of a w

ork that records recent 

deaths, the obituary is perpetually extensible, the 

inevitability of death guaranteeing a regular supply  

of fresh copy. M
onum

enta A
nglicana w

as not the first 

publication to exploit the facts of death in this w
ay.  

Le N
eve’s earlier publication, Lives and C

haracters of the 

M
ost Illustrious Persons, British and F

oreign, w
ho died in 

the Year 1711 (1712), w
as likew

ise designed as an annual 

register of the dead, com
piled from

 ‘M
em

oirs, Epitaphs, 

M
onum

ental Inscriptions &
c.’ com

m
unicated by friends 

of the deceased and ‘T
o be continued Yearly’. 24 Le N

eve 

claim
s that Lives and C

haracters is a ‘N
ew

 E
ssay, never 

before attem
pted,’ but in fact the bookseller John D

unton 

had, som
e years previously, prom

ised his readers ‘T
he 

Lives and D
eaths of the m

ost em
inent Persons that die 

every M
onth’ in his periodical, The Post-A

ngel. 25 A
lthough 

neither of these publications lasted long, they indicate a 

grow
ing interest in and aw

areness of the com
m

ercial and 

cultural possibilities created by serial printed m
em

orials. 26 

‘Intended as a Specim
en of a m

uch larger W
O

R
K

’, as  

the title page to the first volum
e declares, M

onum
enta 

A
nglicana w

as also designed to cash in on death’s 

abundance.

To see the obituary as just a com
m

ercial phenom
enon, 

how
ever, is to m

iss its cultural significance. Le N
eve’s 

innovation expresses a kind of confidence in the capacity 

of print, as w
ell as stone, to com

m
em

orate the dead.  

It dem
onstrates that the printed text can archive  

not just ancient history, but the unfolding present.  

It is collective, rather than individualistic, offering  

a snapshot of a culture at a particular m
om

ent  

in tim
e. It points antiquarians tow

ards the future,  

as w
ell as the past.

M
etam

o
rp

h
o
sis

Le N
eve’s belief in the cultural value of printed 

m
em

orials is at odds w
ith other, rather m

ore influential, 

contem
porary com

m
entators on com

m
em

orative 

practices. In a popular early essay from
 his hugely 

influential periodical, The Spectator, Joseph A
ddison  

sends M
r. Spectator – the periodical’s fictional front- 

m
an – on a tour of the tom

bs in W
estm

inster A
bbey.  

M
r. Spectator observes:

[W
�hen I m

eet w
ith the G

rief of Parents upon a T
om

b-

stone, m
y H

eart m
elts w

ith C
om

passion; w
hen I see 

the T
om

b of the Parents them
selves, I consider the 

V
anity of grieving for those w

hom
 w

e m
ust quickly 

22. ‘obituary, n. and adj.’ in O
E

D
 O

nline <
oed.com

>
 [accessed 1 June 2020].

23. Le N
eve, M

onum
enta A

nglicana, i, 48, 60, 79, 99, 125, 137, 138, 167.

24 . John Le N
eve, Lives and C

haracters of the M
ost Illustrious Persons,  

B
r itish and Foreign, w

ho died in the Year 1711 (1712), pp. iii, vii.

25. John D
unton, T

he Post A
ngel: or, U

niversal E
ntertain

m
ent, 1 ( January 1701), sig. B

2 r.

26. T
he Post-A

ngel ran from
 January 1701 until Septem

ber 1702. Le N
eve produced one further 

volum
e of Lives and C

haracters, for people w
ho died in the year 1712, in 1714 .
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follow
: […

] W
hen I read the several D

ates of the 

T
om

bs, of som
e that dy’d Yesterday, and som

e six 

hundred Y
ears ago, I consider that great D

ay w
hen 

w
e shall all of us be C

ontem
poraries, and m

ake our 

A
ppearance together. 27

M
r. Spectator’s reflections depend on the m

aterial 

characteristics of stone. Stone’s durability obliterates 

tem
poral distinctions betw

een parents and children, 

youth and age, past, present and future. It figures 

forth eternity as it gives the im
pression, at least, of 

perm
anence. B

y contrast, and in another periodical essay, 

A
ddison condem

ns ‘G
rub-street B

iographers, w
ho w

atch 

for the D
eath of a great M

an, like so m
any U

ndertakers, 

on purpose to m
ake a Penny of him

’. 28 H
ere, A

ddison 

attacks the team
 of speed-w

riters w
orking for the 

notorious bookseller Edm
und C

urll, w
ho had published 

Le N
eve’s Life and C

haracters in 1712. C
urll specialised  

in producing ‘instant biographies’ of the recently  

dead, often based on lim
ited or spurious inform

ation. 29 

M
onum

enta A
nglicana w

asn’t published by C
urll and  

it isn’t a collection of biographies in the sam
e vein as  

Life and C
haracters, but, w

ith its serialised obituary of 

the recently dead, it could nonetheless be seen as part  

of the print-based, irreverent publication culture to  

w
hich A

ddison so strenuously objected.

Le N
eve, how

ever, constructs the relationship betw
een 

stone m
onum

ents and printed m
em

orials differently from
 

A
ddison. In the preface to volum

e tw
o of M

onum
enta 

A
nglicana, Le N

eve notes that

W
hen a C

hurch extrem
ely decay’d, or out of R

epair, 

by the m
ere Injury of Tim

e, shall, by the Z
eal of the 

Parishioners, or by any other A
ssistance, be pulled 

dow
n and rebuilt; there has been no C

are, or T
hought 

of re-erecting any M
onum

ents w
hich m

ust of N
ecessity 

then com
e dow

n: But the M
arble is throw

n in H
eaps in a 

C
orner, as the B

ones into a C
harnel-H

ou
se …

 [T]o prove 

the M
atter of Fact, I have, now

 lying by m
e, six Sheets  

of Inscriptions, taken in the Year 1680, in the C
hurch 

of St. C
lem

ents D
anes, in w

hich Y
ear, w

e are told, this 

C
hurch w

as tak
en dow

n, and rebuilt at the C
harge of  the Parishioners, and som

e others; but, let any body  

find the T
om

bs, or any Footsteps of them
, if they can; nay, 

farther, I very m
uch question, w

hether there be so m
uch 

as another C
opy of them

 now
 in being? (ii, [A

]1
v–2

r)

C
ontrary to A

ddison’s assertion that, because of 

its durability, stone figures forth eternity, Le N
eve 

em
phasises its vulnerability. L

ikening m
onum

ents  

that have been cast aside to skeletons in a charnel house, 

he collapses the apparent distinction betw
een m

onum
ents 

that endure, and corpses that decay. Le N
eve’s vivid 

m
ovem

ent into the first person (‘I have, now
 lying  

by m
e …

’ ) also highlights the fragility of m
anuscript  

as a m
edium

. A
 single copy of six sheets (perhaps there 

is a sense of potential fragm
entation im

plicit in their 

separateness?) offers little security against loss. L
ike  

other antiquarians before him
, then, Le N

eve highlights 

the protective function of printing stone inscriptions.  

John W
eever, sceptical of the grow

ing pow
er of puritans 

in his ow
n tim

e, presents his text, A
ncient Funerall 

M
onum

ents, as an antidote to earlier iconoclasts w
ho 

left m
onum

ents ‘broken dow
ne, and vtterly alm

ost 

all ruinated’. 30 In Le N
eve’s tim

e, the building of fifty 

‘Q
ueen A

nne’ churches presented a different kind of 

threat to ancient m
onum

ents. N
onetheless, there is a 

sim
ilar belief in both texts that print, for all its apparent 

ephem
erality, has preservative qualities.

W
hat w

e see in M
onum

enta A
nglicana, how

ever, is the 

conviction that print is not only preservative, but also 

transform
ative. L

e N
eve m

akes a num
ber of arresting 

allusions to O
vid’s M

etam
orphoses as he explores this 

idea. N
oting that his obituary can never record all of 

the deaths that take place in any given year, he asserts 

that ‘yet w
ith all its Faults, I believe I m

ay be so bold as 

to say A
liquisq; M

alo foret [sic.] U
sus in illo’ (i, b

1
r). 

T
he Latin here is a m

angled quotation from
 B

ook II of 

O
vid’s w

ork, ‘aliquisque m
alo fuit usus in illo’: ‘and so 

even in that disaster w
as there som

e service’. 31 In O
vid, 

this line follow
s the death of P

haëthon, son of the sun 

god, Phoebus, w
ho crashed his father’s chariot and so put 

out the sun for a day (the ‘disaster’ to w
hich Le N

eve’s 

quotation refers), but gave another form
 of light by 

27. Joseph A
ddison, T

he Spectator, 26 (30 M
arch 1711).

28. Joseph A
ddison, T

he Free-holder, 35 (20 A
pril 1716).

29. Paul Baines and Pat R
ogers, E

dm
und C

urll: B
ookseller (O

xford: O
xford U

niversity P
ress, 200

7), p. 72.

30. W
eever, π

3
r.

31. O
vid, M

etam
orphoses, trans. by Frank Justus M

iller, rev. by G
. P. G

oold, L
oeb C

lassical Library, xlii 

(C
am

bridge: H
arvard U

niversity P
ress, 1916), pp. 82–83.

setting fire to the earth (the ‘service’). P
erhaps Le N

eve 

thought this quotation especially apposite because it 

com
es just after Phaëthon’s epitaph:

H
IC

 · SIT
V

S · E
ST

 · PH
A

E
T

H
O

N
 · C

V
R

R
V

S ·  

A
V

R
IG

A
 · PA

T
E

R
N

I

Q
V

E
M

 · SI · N
O

N
 · T

E
N

V
IT

 · M
A

G
N

IS ·  

TA
M

E
N

 · E
X

C
ID

IT
 · A

V
SIS

H
E

R
E

 PH
A

Ë
T

H
O

N
 LIE

S: IN
 P

H
O

E
B

U
S’  

C
A

R
 H

E FA
R

E
D

,

A
N

D
 T

H
O

U
G

H
 H

E
 G

R
E

A
T

LY
 FA

ILE
D

,  

M
O

R
E

 G
R

E
A

T
L

Y
 D

A
R

E
D

. 32

In a project that highlights the textual instability that 

arises w
hen epitaphs m

ove betw
een m

edia, it seem
s 

entirely fitting that Le N
eve seeks to associate his 

am
bitious obituary w

ith Phaëthon’s doom
ed efforts.  

T
hat he does so in an allusion that garbles the L

atin 

original resonates – appropriately, if not deliberately 

– w
ith his understanding that the act of textual 

transm
ission alw

ays also invites textual transform
ation.

N
o record of L

e N
eve’s death survives, although he 

seem
s to have lived several decades after 1719, w

hen 

the fifth and final volum
e of M

onum
enta A

nglicana w
as 

published. 33 N
o m

onum
ent m

arks his final resting place, 

but the epigraph on the title page of the first volum
e 

of M
onum

enta A
nglicana could stand for Le N

eve’s 

epitaph as w
ell. T

his, too, is a quotation from
 O

vid’s 

M
etam

orphoses, from
 the very last verse of that w

ork: 

‘--- nec ignis, / N
ec poterit ferrum

, nec edax abolere 

vetustas,’ ‘[A
nd now

 m
y w

ork is done,] w
hich neither the 

w
rath of Jove, nor fire, nor sw

ord, nor the gnaw
ing tooth 

of tim
e shall ever be able to undo.’ 34 Le N

eve’s text is  

an act of m
etam

orphosis that turns stone and m
anuscript 

into printed text, but that also self-consciously registers 

the process of transform
ation. A

nd, as in O
vid, the 

altered body/text, w
hile often apparently frailer than  

the original, achieves longevity through its capacity  

to change.

32. O
vid, pp. 82–83.

33. N
icholas D

oggett, ‘Le N
eve, John (b. 1679, d. in or before 1741), antiquary,’ O

xford D
ictionary of N

ational B
iography  

<
oxforddnb.com

>
 [accessed 20 June 2020].

34 . O
vid, pp. 426–427.
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eading silently is to be avoided

oh ah-ah oh ah er or oh ar-ah-ah ah

or ahh ahh 

ah orrrr

ah ah ee ah ahh

ah E
E

 ah-ah ee

ah ah-ah eee or

eeee ah-ah ahh

ah-ah oh

ee ah-ee ahhh

ah ee ah ah or-or

ah ee ah ah ahh

(T
hursday early m

ild dry)

or ah ee

or ah ee

or ah ee

(Later overcast a grey-yellow
 light)

or ah ee

or ah ee

or ah ee

(Saturday m
orning bright)

ah ee-ya

ah ee-ya

ah ee-ya

ah ee-ya

ah ee-ya

eeeeeeooooooo

eeeeeeooooooo

eeeeeeooooooo

ah ee-ya

or ah ee

or ah ee

(T
uesday m

orning w
indy)

W
riting the B

irds: B
arraw

arn
C
a
th

e
rin

e
 C

lo
ve

r

R
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In the English language, Barraw
arn are know

n as 
A

ustralian M
agpies (G

ym
norhina tibicen) but the only 

connection they have to the E
uropean M

agpie (Pica pica) 
is their black and w

hite feathers. T
he w

ord m
agpie w

as 
no doubt used by early w

hite settlers w
ho w

ere hom
esick 

for fam
iliar anim

als and sounds. B
arraw

arn are larger 
birds than E

uropean M
agpies, the size of a crow

 or sm
all 

raven. A
lthough both birds are songbirds, it is the song 

of B
arraw

arn that is extraordinary and their low
-pitched, 

fluting, choric voices fill the urban and suburban streets 
of m

ost A
ustralian cities.orr eee ahh

aa eee aa orrr ree aw
w

 eee-ah
eeeeah eeeeah

rrorr rror rror

ee-ya ee-ya ee-ha
rrorrr rorrr rorrr ree ree

(W
ednesday m

id-afternoon w
arm

 overcast) 
B

arraw
arn live all around m

y house in close proxim
ity, 

in the northern suburbs of M
elbourne, on the rise of the 

valley of the M
erri C

reek. T
hey are com

m
on birds, easily 

visible and audible across the city. T
hey carol on every 

street. O
verhead pow

er lines, cables, utility poles, fences, 
grass verges, trees and branches provide perches for call 
and song. T

hey fly adeptly and w
alk aw

kw
ardly, although 

their legs seem
 m

ore fit for purpose than the sw
aggering 

Little R
avens. T

hey land low
 on fences and call and sing. 

G
roups of m

ore than ten birds live on corners w
here one 

street crosses another.

ee-ya ee-ya ee-ya
aa oe oh yo yoh rrrr yaaa
ahh oe oe oh oh ee ya
orr eh ee ee rru yaa

aa aa ee yah

aaa E
E aa aa ah ah ah

ee yah E
E

 rra yah

uu-yahuu-yah

oe oe ooh or eh or ooh
(Sunday very early dark) 

B
arraw

arn is the W
oi w

urrung w
ord for these birds. 

W
oi w

urrung is the language of the W
urundjeri Tribe, 

the traditional ow
ners of this part of M

elbourne, north 
of the river, and this translation is by W

urundjeri E
lder 

A
untie G

ail Sm
ith. T

here is a huge m
ovem

ent am
ongst 

Indigenous A
ustralians to reclaim

 and rebuild their 
languages because all Indigenous A

ustralian languages 
(around 300) are either in a vulnerable status, close to 
extinction, or extinct due to the extensive eradication 
practices of colonisation.

eeeeeeooooooo

eeeeeeeeooooooo

eeeeeeeooooooo

eeeeeeooooooo

(T
uesday)

I listen. A
s a language, W

oi w
urrung is spoken faster than 

English. W
hen I listen to W

urundjeri language specialist 

M
andy N

icholson speaking W
oi w

urrung I hear short 

sounds w
ith the distinction of the rolling of the r,  

w
hich is a keenly audible characteristic. T

he double rr  

in w
urrung is a long roll, rrrrrr. Sounds seem

 rounded 

and w
hen I attem

pt them
 seem

 to em
erge m

ore readily 

from
 the throat. T

here are m
any b and g sounds, both 

soft bee and harder buh, soft jee and harder gguh.  

She translates her w
ords to E

nglish as:
I thanked the river and w

ater because I believe the  

river and w
ater are the veins through C

ountry that 

keep C
ountry alive and I believe that underpinning  

all of that is language […
] R

evival of language is a very 

tricky thing to m
aster because there aren’t any fluent 

speakers of any V
ictorian languages unfortunately,  

but w
e’re doing a lot of projects and […

] m
aking  

it accessible to the younger generation. 1

 
aa aa ee-ya

eeeeeeeoooooo

eeeeeahhhhh 

oe or ahh ee-ya
ah or ahh ahh ha-ah 

ee-aw

ah-ee rror
ah ee rror E

E
 orr orr 

eeeeeeeoooooo
eeeeeeeoooooo

eeeeeeeoooooo
eeeeeeeeooooo

eeeeeeeoooooo
eeeeeeeoooooo

eeeeeeeoooooo
eeeeeeeoooooo

eeeeeeeoooooo
(Saturday early pinkening sky) 

The innate connection betw
een landscape and language 

that Indigenous A
ustralians understand offers a w

ay  

to consider the voices of B
arraw

arn: how
 a slope, a dip,  

a rise, a plain, a flat expanse, a valley, a hill m
ight affect 

how
 language, as sound, is transm

itted and received; 

how
 sound is carried, thw

arted or reflected by w
ind, 

rain, m
ist, fog, heat, cold, day, night, trees (paperbark, 

stringybark, lem
on-scented gum

, lem
on m

yrtle, bottle 

brush, blackw
ood, sheoak, plane tree, elm

), grasses 

(w
allaby grass, spear grass, sw

am
p daisy, bindw

eed, 

w
iry buttons, m

urnong, billy buttons, sw
am

pw
eed), 

w
ood, glass, brick, cem

ent, alum
inium

, steel, iron, 

w
alls, buildings, bridges, vehicles. Bluestone, the dark 

volcanic rock that constitutes this ancient landscape, 

is easily visible in parts of the suburb. I consider its 

sonic properties and how
 this dense hard rock absorbs 

sound, envelops it and does not transm
it or reflect. These 

traditional W
urundjeri lands are part of the basalt plains 

that stretched from
 w

estern V
ictoria east and south to 

w
here the M

erri M
erri (‘very rocky’, the W

oi w
urrung 

nam
e for the M

erri C
reek) m

eets the city’s m
ain river,  

the R
iver Y

arra (Birrarung in W
oi w

urrung) dating from
 

4.5 m
illion years ago.

1. M
andy N

icholson, ‘W
ord U

p! W
oi w

urrung’, A
w

aye, R
adio N

ational, 16 Septem
ber 2017 

<
abc.net.au/radionational/program

s/aw
aye/features/w

ord-up/w
ord-up-m

andy-nicholson/8946524.htm
l>

  

[accessed 15 June 2020].
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aaa oh ahh ahh oh orr orr
aaa ahh orr

aaa eeee aa-aa ahhh orrrr 
rrro aaaa E

E
E

E
 ahh aaa aah ahh ohh orrr 

arrr rrra ahhh eeee rrrahhh ahhh E
E

E ohh
rra ahh rra eeh ohh rra ohh 

prro-oh-prro-prroahh eee oh 
ah ee ah ro oh ee ah-oh ee-oh 

ah-eh aa-ee-ah aah-oh-ee rra-oh
oh-oh ooh rro orr ooh

(Sunday early) 
A

s an urban industrial landscape for m
uch of the 

tw
entieth century, the suburb included the post-w

ar 

m
odernist K

odak factory (1957–200
0) on the street  

w
here I now

 live, w
hich provided em

ploym
ent for  

large num
bers of the local population.

The K
odak factory com

plex is architecturally significant 

as probably the m
ost intact exam

ple in V
ictoria of a large 

post-w
ar industrial com

plex. It is a fine and particularly 

intact exam
ple of an architect-designed m

id tw
entieth 

century factory com
plex in a landscaped setting, a type 

that proliferated in M
elbourne’s outer suburbs in the 

1950s and 1960s but has since becom
e increasingly rare. 

It is architecturally significant as a fine, intact and varied 

exam
ple of the w

ork of H
arry A

. and Frank L. N
orris 

&
 A

ssociates, a noted and prolific M
elbourne firm

 of 

com
m

ercial architects, w
hose post-w

ar w
ork dem

onstrates 

a highly personal strain of International M
odernism

, 

distinguished by elegant detailing, ornam
entation and  

the use of high-quality m
aterials and finishes. 2

The area also includes the site of Pentridge Prison,  

built in 1851 from
 bluestone by the prisoners them

selves.  

This is w
here bushranger N

ed K
elly w

as executed in 

188
0. It is also w

here tw
o of M

elbourne’s m
ost celebrated 

contem
porary artists, Indigenous actor Jack C

harles and 

Indigenous m
usician A

rchie R
oach, both m

em
bers of the 

Stolen G
enerations, spent tim

e.
Thanks to A

ustralia’s sham
eful A

ssim
ilation Policy  

I w
as snatched like a little lam

b from
 the breast of  

m
y young m

other, Blanche C
harles, at the tender 

age of four m
onths. Placed into C

ity M
ission H

om
e 

for babies in M
elbourne’s inner-north suburb of 

Brunsw
ick, I becam

e a w
ard of the state. I w

as kept 

there until the age of tw
o, then m

oved on to the  

next institution – B
ox H

ill B
oys’ H

om
e. There I w

as,  

a lone blak child am
ong tw

o hundred w
hite faces,  

not another registered A
boriginal child to be seen. 3

The year 1988 w
as a pivotal m

om
ent for a lot of us 

blackfellas. W
e had som

e sense of w
hat had happened 

to ourselves, as a people, before that year. But w
hat 

did I know
 up to that point? M

y lifestyle, m
y drinking, 

having been throw
n into jail. I’d been taken from

 

m
y parents, w

ho, like m
e, had been denied access to 

culture, w
ho’d been beaten by police and throw

n into 

jail for no good reason. W
e m

ight have lived through 

those traum
as alone, but a collective sense of injustice 

began to bring us together that year. 4

2. ‘Form
er K

odak (A
ustralasia) P

ty L
td Factory C

om
plex’, H

eritage C
ouncil Victoria 

<
vhd.heritagecouncil.vic.gov.au/places/71669>

 [accessed 15 June 2020].

3. Jack C
harles, B

orn-A
gain B

lak
fella (N

orth Sydney: P
enguin, 2019), pp. 7–8.

4. A
rchie R

oach, Tell M
e W

hy (C
am

m
eray: Sim

on and Schuster A
ustralia, 2019), p. 200.

The prison closed in 1997 and during developm
ent into 

an apartm
ent com

plex w
as ignom

iniously tagged by 

locals as ‘P
entridge Piazza’. M

any of the extraordinarily 

thick bluestone w
alls of the prison have been retained  

for heritage value, com
plete w

ith razor w
ire. 

ah ee ya

ah ee ya
ah ree ahh
ah ee ya

(Sunday m
orning) 

ah E
E

 ah ee ree ah ah ee re yah ee ya ee ree ya rorr rorr 

ah ah ee ee yah ra ee ra ye ah re ye ah aa aa ah ror or or eh 

ah ee ye ro ah ee ye ya ra roh ah ah ye ah
ah ye ah

ah ye ah
oe ah re ye ee ah ahh ra ee ro roh ah ya re orr ah ye ah

(Sunday afternoon) 
Indigenous A

ustralian languages are relational. K
in  

is core to Indigenous A
ustralian culture and language, 

w
here w

ho is speaking and w
ho is listening dictates w

hat 

is said and how
 it is said. T

here is never a tight package 

of form
 and m

eaning in language, rather, as D
ja D

ja 

w
urrung linguist H

arley D
unolly-Lee notes, ‘m

eanings 

[…
] hover like hungry flies’. 5 K

in is understood far m
ore 

inclusively than in the W
est and includes all species: it  

is a m
ulti-species kin. H

um
ans are part of the continuum

, 

one part of life, equal am
ong other species. H

um
ans are 

not the central pivot of life, as discourses around hum
an 

exceptionalism
 claim

. Linguist John Bradley, w
ho spent 

m
any years w

ith the Y
anyuw

a people of present-day 

Q
ueensland, observes that fam

ily is far m
ore than blood 

and other people. 6 D
onna H

araw
ay describes a congruous 

concept of kin for non-Indigenous people in w
hich 

kin is an assem
bling sort of w

ord. A
ll critters share a 

com
m

on ‘flesh,’ laterally, sem
iotically, and genealogically. 

A
ncestors turn out to be very interesting strangers;  

kin are unfam
iliar (outside w

hat w
e thought w

as fam
ily), 

uncanny, haunting, active. 7 
ah ee ya

ah ee ya
(Thurday afternoon) 

D
uring 2019, the International Y

ear of Indigenous 

Languages, there are m
any public talks and lectures in 

M
elbourne about the process of Indigenous language 

reclam
ation. In one of these talks, D

unolly-Lee 

explains that there is m
uch debate and disagreem

ent 

about how
 language reclam

ation can be carried out.
8 

Som
e say that w

hat is left of a language should be 

preserved and carefully archived in a pure form
. O

thers 

w
ant to revitalise the languages into living, speaking 

form
s. M

ethods for rebuilding include borrow
ing from

 

neighbouring languages, im
provisation and guessw

ork. 

Language m
ixes also offer som

e useful hints and 

suggestions. T
he only w

ords D
unolly-L

ee knew
  

of his language as a child w
ere snatches of m

ission talk, 

a m
ix of D

ja D
ja w

urrung and English, consisting, from
 

his recollection, of insults and rude w
ords (a ripple of 

laughter and snickering from
 both D

unolly-Lee and the 

Indigenous m
em

bers of the audience course through the 

auditorium
). L

anguage relates directly to land, to country, 

and in the process of reclam
ation a w

ord can be called 

out to see how
 it fits, how

 it feels, w
ithin the landscape.

 

5. H
arley D

unolly-Lee and Tonya Stebbins, ‘R
estoring Language to C

om
m

unity and C
ountry: W

hat’s  

happening in V
ictoria’, talk at W

hose Language A
re You O

n, M
elbourne Free U

niversity, 9 M
ay 2019.

6. John Bradley, ‘Learning Language, L
earning C

ountry’, talk at W
hose Language A

re You O
n,  

M
elbourne F

ree U
niversity, 2 M

ay 2019.

7. D
onna H

araw
ay, Staying w

ith the Trouble (N
orth C

arolina: D
uke U

niversity Press, 2016), p. 103.

8. H
arley D

unolly-Lee, Jay K
ennedy, and Julie Saylor-B

riggs, K
inship T

ies Sym
posium

 at Y
irram

boi Festival  

w
ith the V

ictorian A
boriginal C

orporation for Languages (V
A

C
L) and State L

ibrary of V
ictoria, 6 M

ay 2019.
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ahh or-or
or ee ah-ah ahh ee or

or ah ee-ah ee-ah or
ah E

E
 ahh-ahh ah ee-ah ee ah-ahh

ah or
ah-ah or

ee-ah-ahh or
(W

ednesday early blueing) 

The W
urundjeri com

m
unity’s understanding of the 

m
ingling of the natural w

orld w
ith the cultural w

orld is 

conterm
inous w

ith the collapse of binaries in H
araw

ay’s 

term
 naturecultures, w

here nature and culture are a 

blending rather than a dualism
. T

his m
ingling hints  

at how
 I m

ight consider the voices of B
arraw

arn 

calling and singing along the streets as I w
alk through 

this suburb. T
he traditional W

urundjeri lands on w
hich 

I live are now
 a paved suburb of houses and gardens and 

pavem
ents and roads, occupied by W

urundjeri people 

and Indigenous A
ustralians from

 other tribes, but far 

greater in num
bers these days are new

 m
igrants (like 

m
yself), second or third or fourth generation m

igrants, 

asylum
 seekers, descendants of convicts/early settlers.

 
ehee-ya

ee-ya

ee-ya 

ahee or
ah eeor

(Saturday late afternoon)

A
 tributary of the ancient Birrarang that sw

irls its light 

brow
n w

aters through the centre of M
elbourne, the M

erri 

M
erri is a sm

all but significant w
atercourse that m

eanders 

through the northern part of w
hat is now

 city spraw
l.  

It w
as a m

ajor thoroughfare in traditional W
urundjeri 

life, a source of food and w
ater during the thousands  

and thousands of years that constitute the pre-colonial 

era. In heavy rains the creek quickly grow
s in size and 

floods easily, even w
hen the rains are relatively brief.  

Like m
any w

aterw
ays in A

ustralia, flooding is sudden  

and the current fast and dangerous. Barraw
arn live in 

large num
bers along the M

erri M
erri, like m

any other 

local birds, both native and introduced species.

Traditionally, each of the four W
oi w

urrung-speaking 

clans identified w
ith specific areas (an estate). These 

estates w
ere contiguous and, collectively, took in all of 

the drainage basin of the Y
arra R

iver and its tributaries. 

The W
oi w

urrung clans’ dom
ain w

as bordered in the 

south by the Y
arra R

iver, upstream
 to G

ardiners C
reek, 

and in the southeast by D
andenong C

reek; and in the 

north by the D
ividing R

ange from
 M

ount B
aw

 B
aw

 

to M
ount Blackw

ood. The W
erribee R

iver w
as their 

w
esternm

ost extension, and in the east W
oi w

urrung 

territory stretched into the D
andenong R

anges past 

W
arburton. B

ecause of their obvious connection  

w
ith land along the river, the W

oi w
urrung clans  

are often referred to in the historical literature as  

the Y
arra Y

arra tribe. 9

9. ‘W
oi w

urrung’, V
ictorian A

boriginal C
orporation for Languages  

<
vaclang.org.au/languages/w

oiw
urrung.htm

l>
 [accessed 15 June 2020].

oh oh ee oh aa
or ee ehh

ee E
E

 ee ah ee or er
eee eh er or

eee or eh
or eey 

or-or-or-oh-er-or-or-oo-ah-or-oo-oh-oh
ha ha ee

(Tuesday early greening) 

D
espite m

any decades of industry and urbanisation, 

ancient archaeological evidence of the W
urundjeri 

people’s long connection to this place is tangibly  

present along the course of the M
erri M

erri. Stone 

artefact scatters are visible and tools m
ade from

 silcrete 

and quartz and used to grind seeds, cut m
eat and skins,  

and carve w
ood have been found up and dow

n the  

banks along the w
ater. 

ahee-yahh
eehhh

oh or
eeahh

eeahh
ahh-ee

ahh-ee
E

EEE
E

E
ahh-eheeahh-ehahh-eh

ah ee oh ah or
ah ee oh ahh or or

ah ee oh ah ah or or
ah ee oh ah ah or or

ah ee ah ah oh ah or eh or
ah ee ah ah oh ah or eh or
oh or ah ee oh oh ahh

ahhh 

ah ee-ya
ah ee-ya

(W
ednesday) 

Songlines – yarang gudhi-dhuray m
eans song having line 

and birrang-dhuray-gudhi m
eans journey having song. 

These lines are our early m
ap m

aking. T
hey m

easure 

our places, our im
possible distances and they are passed 

dow
n through story songs and dances. The lines are 

there, but som
etim

es the gudhi is lost. 10

A
lthough there is a m

ystical quality associated w
ith 

A
boriginal Songlines, there is also an intensely practical 

aspect to the routes taken. Songlines invariably follow
ed 

ridge lines, valley lines and easy contours. For A
boriginal 

people it w
as like follow

ing a system
 of flashing neon 

lights, regardless of the coded song instructions.  

10. Tara June W
inch, The Yield (M

elbourne: H
am

ish H
am

ilton A
ustralia, 2019), p. 103.
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To E
uropean settlers these flashing neon lights only 

operated at sublim
inal level and they sim

ply follow
ed 

what seem
ed to be a ‘natural’ route. 11

W
hen I w

alk from
 m

y house east tow
ards the m

arket  

I encounter the sam
e group of B

arraw
arn at the top of  

the rise of the M
erri M

erri valley. T
his group congregates 

m
ostly on the corner of H

ope Street. As I listen I think 

of the relationality of W
oi w

urrung and of kin-as-all-

species. A
s I w

alk I use a sonic m
editation from

 Pauline 

O
liveros’ concept of ‘D

eep Listening’: ‘walk so silently 

that the bottom
s of your feet becom

e ears.’
12 I hear  

one of the fem
ale B

arraw
arn sing, here at the top of the 

valley, a few
 roads along from

 the cem
etery, on the w

ay 

to the m
arket. T

he bird looks in m
y direction and is aw

are 

of m
y presence as I pass. I cross the street, look up at 

the w
ires or dow

n to the grass verge or along the fence 

line w
here the bird is perching. I speculate that her song 

(choice of sounds, delivery, prosody, repetition, pauses) 

relates to how
 the grass verge is grow

ing over the curb 

m
ade from

 the ancient lava of this landscape, spilling 

onto the tarm
ac of the road; how

 the eucalypts rem
ain 

in leaf all year w
hile the bark peels in season; how

 the 

hard rubbish (child’s pink plastic scooter, com
ponents 

of a w
ardrobe’s draw

ers and doors, offi
ce chairs) is piled 

waiting for collection; how
 the cop sirens call across the 

six-lane highw
ay of Bell Street from

 the south, m
uffl

ed 

only slightly by the cem
etery, becom

ing m
ore audible 

heading north along Elizabeth Street; how the train horn 

from
 the U

pfield railw
ay line (a chord of three notes, like 

the chorded calls of the Barraw
arn them

selves) carries 

easily across the valley w
hen the w

ind blow
s from

 the 

west; how
 the sounds of the church bells are also carried 

across the valley in the sam
e w

ay, but the call to prayer 

from
 O

m
ar B

in E
l-K

hatab, the W
est Preston m

osque on 

this side of the valley and a key focus for the local M
uslim

 

com
m

unity, is never publicly audible; how the very low
 

frequency grind of plane engines landing at the airport 

further north thrum
s and threads through the soundscape 

of this northern suburb.

The Islam
ic call to prayer w

ill ring out from
 tw

o m
osques 

in M
elbourne, A

ustralia, throughout R
am

adan, the 

M
uslim

 holy m
onth of fasting. T

he m
unicipalities  

of H
um

e and D
andenong, both hom

e to large Turkish 

com
m

unities, have allow
ed the call to prayer, or adhan, 

to be broadcast for the evening and Friday prayers. 

The m
ove is a gesture of support for M

uslim
s w

ho are 

observing R
am

adan during the coronavirus pandem
ic. 

O
ffi

cial figures place the num
ber of M

uslim
s in Australia 

at about 604,000 and over 200 m
osques are believed to 

have been closed dow
n tem

porarily due to m
easures to 

curb the spread of C
O

V
ID

-19. 13

 
or oh ohh or ee

or ah ee ah-ah oh ah or
ahh

oh or or ree arrrr
ah ee ah-ah

ra-ra ah ah a-a
(W

ednesday later) 

A
nother sonic m

editation from
 O

liveros rem
inds m

e 

to ‘listen to everything all the tim
e and rem

ind yourself 

when you are not listening’.
14 If I listen carefully enough 

to the sounds of Barraw
arn I m

ay be able to learn to 

recognise or com
prehend the subtle nuances in pitch, 

tone, intensity to realise that I am
 being noticed or 

addressed, on the corner of the street, at ten in the 

m
orning of a w

arm
 thinly overcast day. G

iven that our 

ranges of hearing differ I m
ay be m

issing m
uch of w

hat 

Barraw
arn is singing.

11. Jim
 Poulter and B

ill N
icholson, ‘T

ow
ards the M

unicipal M
apping of Traditional A

boriginal 

Land U
se’ (2018),<

reconciliation-m
anningham

.org.au/w
p-content/uploads/2018/10/

A
boriginal_Land_U

se.pdf>
 [accessed 15 June 2020]. 

12. Bradford B
ailey, ‘Pauline O

liveros’ Sonic M
editations (1974) the com

plete text and scores’ 

(2016) <
blogthehum

.com
/2016/09/13/pauline-oliveros-sonic-m

editations-1974-the-com
plete-

text-and-scores>
 [accessed 15 June 2020]. 

13. R
ecep Sakar, ‘A

ustralian city allow
s M

uslim
 call to prayer in m

osques’, A
nadolu A

gency 

<
aa.com

.tr/en/asia-pacific/australian-city-allow
s-m

uslim
-call-to-prayer-in-m

osques/1825744> 

14. Bailey, ‘Sonic M
editations’.

ee-ya
ee-ya

ee-ya
(Later still) 

The A
ustralian M

agpie has one of the w
orld’s m

ost 

com
plex bird songs. A

 loud m
usical flute-like song, 

often perform
ed as a duet or by groups. A

n uncom
m

on 

alternative nam
e for the Australian M

agpie is Flute 

Bird. The A
ustralian M

agpie is black and w
hite, but the 

plum
age pattern varies across its range. Its nape, upper 

tail and shoulder are w
hite in m

ales, grey in fem
ales. 

A
cross m

ost of A
ustralia, the rem

ainder of the body  

is black. In the south-east, centre, extrem
e south-w

est  

and Tasm
ania, the back and rum

p are entirely w
hite.  

The eye of adult birds is chestnut brow
n. A

ustralian 

M
agpies are com

m
on and conspicuous birds. G

roups 

of up to 24 birds live year-round in territories that are 

actively defended by all group m
em

bers. The group 

depends on this territory for its feeding, roosting  

and nesting requirem
ents.

15

I listen. W
riting the Barraw

arn is not straightforw
ard. 

The birds have voices that consist of a chord, literally, 

at least three notes per sound (like the horns of the 

trains on the U
pfield railw

ay line). It is not a pure single 

sound but a chorus from
 each bird. W

hen the birds call 

together their voices sound num
erous although it m

ay 

only be tw
o or three birds participating. A

s songbirds, 

they have a syrinx, which is like a double version  

of our hum
an larynx, and this is how

 songbirds can 

m
ake m

ultiple sounds at once. A
s songbirds, Barraw

arn 

learn their songs and calls from
 their parents, as w

e do 

and several groups of other anim
als (that w

e know
 of) 

such as bats, parrots, w
hales, and dolphins. This m

eans 

Barraw
arn have the ability to alter and adapt their songs 

throughout their lives, and m
any songbirds develop 

accent and dialect, just like hum
ans. T

hey can adapt their 

voices to the changing soundscape in w
hich they live.

ee-ya
ee-ya

aarrhhh
(Thursday early) 

Their calls and songs are com
plex and varied.  

A
s I attem

pt to w
rite them

 I have to listen carefully,  

to follow
 the curve of each song, each call and response, 

to note w
here the repetition occurs and where it does 

not. Their full song is com
plex and full of variety. U

sing 

phonetic w
ords to describe Barraw

arn voices is fraught as 

words can rarely approxim
ate the com

plexity of the three 

dim
ensions of sound. This is the challenge of transcribing 

their voices.

15. ‘A
ustralian M

agpie Birds in B
ackyards’, <

birdsinbackyards.net/species/C
racticus-tibicen>  

[accessed 10 June 2020].

Figure 1. Untitled.



4342

I use pencil and paper, w
hich strains the recording 

process further but adds a certain sense of being there,  

in the field, with the birds, in the physical w
orld in  

which they live, a m
ateriality w

hich is also retained  

in the scribbles, erasures, re-w
rites, rubbings-out  

and torn scraps of paper. I can’t keep up w
ith the birds  

as m
y handw

riting is far too slow
 and I am

 only able to  

scraw
l excerpts, fragm

ents, portions and snatches of song.  

I take too long to choose the best w
ord to suit the sound 

heard, by w
hich tim

e the bird has been singing for som
e 

m
inutes m

ore and I have been left far behind. Reading 

aloud is the best w
ay to capture these layers em

bedded  

in the transcription. Reading silently is to be avoided.

 

ah ee ah ah oh ah orr or or ah eh eh or ah ah

ah eh aa ah oh ah orr or or ah eh eh or ah ah

ah ee eh ah oh ah orr or oh ah eh eh or ah ah

aa eh ah ah oh ah or or or oh eh eh or ah ah

(M
onday m

id-m
orning) 

From
 what I can hear, in m

usical term
s, Barrawarn  

sing in a m
inor key, a m

elancholic pitch perhaps, and the 

best approxim
ate in English language sounds are ahhhh, 

orrrrr, ehhhh ohhh interspersed w
ith eeee and louder 

EEEE
. The best approach I have found is a variety of the 

five vowels that are used in English aeiou. The Barraw
arn 

do not appear to use consonants, no tttt or tsss or prrp 

or kkkkk, no duh duh duh, buh buh buh, nnn, m
m

m
m

, 

sssss, vvvv, zzzzzzz. A com
m

on call is the triple sound of 

ah ee-ya, w
ith the m

iddle sound ee higher in pitch than 

the ah and ya.

ah ee-ya
ah ee-ya

(Thursday) 

ee and ya are close together and a hyphen serves  

this double-noted sound w
ell, ee-ya. The ah precedes 

this double call w
ith a sm

all pause betw
een. Another 

com
m

on sound is the long whistle eeeeeeeooooooo, 

a single sound, m
oving from

 higher pitch to low
er 

pitch, eeeeeeeoooooooo. U
sually sung by a single bird, 

som
etim

es at dusk, and som
etim

es w
ith no other sounds 

to accom
pany it.

The renderings of the birds’ voices are distilled from
 

these struggles. The texts are an approxim
ation and 

are constructed from
 a kind of overhearing, even an 

eavesdropping perhaps. Layout suggests the poetic 

over the prosaic, and a prosody that intim
ates that the 

snatches of song could fall into the form
 of a verse or a 

stanza or a stave. The texts are proposed as poetic scores 

that encourage a voicing by the hum
an reader. H

earing 

listening recording noting transcribing approxim
ating 

writing reading voicing.

 
eeeeeeeoooooooo

eeeeeeeoooooooo
(Tuesday dusk) 
rrra or

eee ah eh ah
ah ra ee or ah
a ee rra

ah or 
oh or ah ah EE

E
 ah or or

aa ah ree or or ah
eeeaaaahhh

ah ee ah ah or ah ahh or

ra ee ee ah ra ah
aa or rrorr ah

aa EEE or
rror ah ee

ree ah ree ahhh
ah ee ah aaa

oh-ra oh-ah ee-aaah
eh ah ee 

eh ah ee 
ah-ah ee ah 

rra rra
or ah ee

(Friday early) 

Figure 2. U
ntitled.
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I listen. W
here possible, w

hen I can, I write fem
ale 

Barrawarn. Fem
ale Barrawarn have grey feathers on  

their backs, betw
een their necks and wings, rather  

than the w
hite of m

ales. Im
m

ature Barraw
arn also have 

these grey feathers and when the im
m

ature birds are the 

sam
e size as adults, it’s not an easy distinction to m

ake.  

All Barraw
arn sing and their songs and calls are sim

ilar, 

but the fem
ales have a greater repertoire of song than 

the m
ales. D

uets are com
m

on and, from
 what I have 

observed, seem
 to be led or initiated by fem

ale birds.  

The duets are so finely tuned that they can sound like  

a single bird.

oh ah ah oh or ah eh oh

or ah eh oh
oh or

oh ah oh or ah ah ah ee eh oh or

ah or oh
ah oh

ah ee-ya
or or ah oh

ah ee-ya
(Friday m

orning) 

Fem
ale birdsong is not the rarity it was once thought 

to be. It is very com
m

on in Australian native birds 

and birds of the subtropics/tropics in general. W
estern 

naturalists, ornithologists and scientists have paid little 

attention to the voices of fem
ale birds and have paid 

little attention in general to birds that live outside N
orth 

Am
erica or Europe. Y

et fem
ale birdsong is com

m
on in 

the southern hem
isphere and in particular in Australia. 

The research that has been carried out is very recent  

and, noticeably, m
ost of it is by fem

ale scientists.

Fem
ale song is com

m
on in the follow

ing fam
ilies and 

subfam
ilies: Fairywrens and G

rassw
rens (M

aluridae), 

C
uckooshrikes (C

am
pephagidae), Butcherbirds and 

allies (Artam
idae; subfam

ily Cracticinae), Bush-shrikes, 

Boubous, and G
onoleks (M

alaconotidae), W
histlers 

(Pachycephalidae), Apalises and Cisticolas (Cisticolidae), 

Euphonias (Fringillidae, subfam
ily Euphoniinae), N

ew 

W
orld O

rioles, Blackbirds and C
aciques (Icteridae). 16

16. Karen O
dom

 and Katharina Riebel, ‘Fem
ale songbirds sing!’  

<fem
alebirdsong.org> [accessed 10 June 2020].

rra oh ee ah ee or ah rror rror 

or ah ee
or ah ee

or or or ah ee or ah ee ah ee

rra ee ah oh ah

rra ah-ah eee rrah

rra ah rra ee rror

rra ah rra ahh
eeeeeeeeoooooo
ah ee-ya

ah ee-ya
ah ee-ya

eeeeeeeooooooo

eeeeeeeooooooo

eeeeeeeooooooo

eeeeeeeooooooo
or ah ee

(Saturday m
orning)

 

D
arwin’s theory of sexual selection (1874) is based on his 

proposition that fem
ale birds have choice and select m

ales 

from
 their plum

age. At the tim
e of publication this caused 

an outcry because D
arw

in’s ‘contem
poraries deem

ed 

the notion that wom
en had choice as preposterous’, 

according to K
athi Borgm

ann.
17 If wom

en had no choice, 

then neither did fem
ale birds.

O
ver the last several decades, m

ore fem
ale scientists are 

asking m
ore questions from

 the fem
ale perspective. O

ne 

great exam
ple is bird song – a breeding behavior that for 

m
uch of the past 100 years has been alm

ost exclusively 

studied in m
ale birds […

] w
hat they found was startling, 

and their results, published in N
ature Com

m
unications 

in 2014, challenge the way scientists had thought about 

sexual selection for the last 150 years. O
dom

 and her 

team
 found that the fem

ales of those Australian ancestors 

likely sang. In fact, they found that in the distant past 

fem
ale song was the norm

 am
ong birds. And they found 

that fem
ale bird song is still present in 64% of songbird 

species that exist in the w
orld today.

 
ah ee-ya

ah ee-ya
ah ee-ya

ah ee-ya
orr ahhhh 

ah ee ah oh ah or or

ah ee ah oh ah or or

(Tuesday early)

17. Kathi Borgm
ann, ‘The Forgotten Fem

ale: H
ow a Generation of W

om
en Scientists C

hanged O
ur V

iew of Evolution’, (17 June 2019), 

<allaboutbirds.org/news/the-forgotten-fem
ale-how

-a-generation-of-wom
en-scientists-changed-our-view-of-evolution>  

[accessed 10 June 2020].

Figure 3. Untitled.
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Cultural bias has infused W
estern knowledge about 

birdsong, claim
ing certainty and authority yet based on 

research that is full of gaps and absences and tells only 

half the story, or, as H
araway notes, gives us a partial 

perspective. The Indigenous Australian relationship 

to land/country is ancient, subtle and com
plex and 

provides a knowledge system
 that is inclusive and fluid. 

It does not m
ake claim

s that are static or certain but 

enables the possibilities or potential of things that 

m
ight be unfolding; in sonic theorist Salom

é Voegelin’s 

words, a ‘fragile gesture of what it could be rather 

than representing what it appears to be’, where doing 

(is) understood as the process of being, not exclusively 

hum
an being, but being in general, as the condition and 

process of existence in tim
e, leaving room

 for m
anifold 

possible subjectivities and objectivities to em
erge as 

contingent propositions.
18

Thickening, condensing. A deposit, a growth, an 

accretion, an addition. W
riting the fem

ale Barrawarn is 

not about translation or conventional m
eaning-m

aking. 

It is a consideration of what the birds m
ay be singing 

and how this is likely to be about so m
uch m

ore than 

territory or reproduction. I consider the m
ateriality of 

the sounds that I hear, the concrete nature of sound, 

the sound of hum
an language, the sound of the birds’ 

exchanges: how the sounds are reaching m
y ears as they 

spread and thread through this layered landscape. W
hat  

I hear. Tangible, palpable, I pay attention as I m
eander.  

I listen to the voices as I walk these streets every day. 

ah ah or ah oh-oh or ah eh-eh

or oe oe

oh ee oe oe ah or rro aa ee ah aa oe 

oe oh oe ah ee aa oe oh ah ah oe eh oe

(Friday first light a greening sky)

eeeeeeoooooo

eeeeeeoooooo
ee-ya

ee-ya
eeeeeoooooo 

ah ee ahhhhhh

ah or-or ah ee aaaaahhhhh

oh or oh oh-oh

(Saturday dark, wet)

ah ee-ya
ah ee-ya

ah ee-ya
ah ee-ya

ah ee-ya
ah ee-ya

ah ee-ya
ah ee-ya

ah ee-ya
ah ee-ya

(Sunday morning m
ild)

ah ee-oh ah ee-oh ah oh oh

ah ee-oh ah ee-oh ah oh oh

oh-oh
ee-ya

ah ee oh ah

eeeeeeeooooooo

then some m
ins

ah ee oh ah
eeee oh ah

ah ee oh

ah ah eh oh ee oh-oh

(W
ednesday watery green-prim

rose light)

or ah ee
or ah ee

or ah ee
or or

or ah ee
or ah ee 

or or ee-or-ah

or or ee-or-ah

(Thursday morning murky light)

eeeeeeooooooo

eeeeeeooooooo

eeeeeeooooooo

eeeeeeooooooo

eeeeeeooooooo

eeeeeeooooooo

(Thursday dusk pinkening sky Venus low in the west)

18. Salom
é Voegelin, ‘Ethics of Listening’, in Journal of Sonic Studies, 2.1 (2012) 

<ualresearchonline.arts.ac.uk/id/eprint/5825/1/Voegelin_Ethics_of_Listening.htm
>  

[accessed 10 June 2020].
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W
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Barrawarn: 
Australian M

agpie 

Birrarang: 

River Yarra 

M
erri M

erri: 
Very rocky, and the name for the  

 
 

 
 

M
erri Creek

Stolen Generations (c. 1869–1969)

The term used for the policy of Australian Governments 

where Indigenous Australian children were taken from
 

their families, their culture and their language and placed 

in homes and orphanages as a form of racist assimilation.
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arly modern (c. 1500–1700) printed 

books were routinely ‘reshaped  

in the process of transmission’,  

and, as a result, there might  

be many different ‘starting point[s]’ in the social lives  

of those objects, including, but also extending beyond,  

the originary scene of their manufacture and distribution.
1 

After all, early modern printers ‘don’t print books’,  

but ‘sheets’, meaning that the ‘final form’ a printed  

book might take was not fixed in the print shop,  

and nor was it necessarily fixed with the book binder.
2 

‘Good reading’ protocols were ‘defined by what you did 

to a text’, meaning that printed books of the hand-press 

period can bear witness to any number of user-generated 

‘transitions’, serving now as ‘archaeological site[s]’ that tell 

us something about the contexts of their ‘first appearance 

in the world’, but also about their ‘subsequent life history’ 

as objects to be borrowed, passed down, gifted, reworked, 

carefully stashed away, or even discarded.
3

This is particularly true of early modern Protestant 

bibles and prayer books, the types of print products 

most likely to find their way into early modern homes, 

and under early modern pens. ‘Devotional reading 

structured the day of people in the period’, and, in  

turn, those readers restructured printed forms, often  

in materially self-conscious and ‘embodied’ ways.
4  

Pen trials, signatures, and ownership marks might jostle 

against snatches of transcribed sermons, commonplaced 

passages from other religious books, recipes for ink, 

or child doodles.
5 The spatial dimensions of bibles and 

prayer books were habitually folded into affective family 

histories, with material beginnings, including flyleaves 

and the reverse side of title-pages used to record births 

and baptisms, while back pages might be redeployed 

to register deaths.
6 Readers worked at perfecting their 

religious printed book objects, whether because they  

were prompted to do so by an errata list, or because those 

objects had ‘outlived the contexts for which they were 

originally produced’.
7

Since Protestant bibles and prayer books were subject  

to ‘compulsive rereading’, they were susceptible not only 

to manuscript accretions and amendments, but also to 

loss.
8 Anyone who has spent even a little time with such 

objects will have encountered missing pages, especially 

title-pages, which are often victims of the fact that, as 

the first thing a reader might handle in the book, they 

were the first thing to go. It is not uncommon, however, 

to find that those damaged books have undergone 

‘sophistication’, as former owners repaired damage by 

binding and re-binding, and also by patching torn leaves, 

or by creating manuscript substitutes.
9 Early modern 

readers ‘made up’ new books by lovingly reproducing  

the mise-en-page arrangement of missing pages, and  

they sometimes laboured to produced their own bespoke 

manuscript title-pages, offering new paratextual starting 

points in the face of lost ones.
10

In what follows, I turn to four printed books within 

Bangor University’s Archives and Special Collections 

– two copies of the W
elsh Book of Common Prayer 

(1664), a copy of the King James, or Authorised, Bible 

(1611), and a copy of the third edition of the ‘Cranmer’ 

or Great Bible (1540) – which contain the traces of users’ 

attempts to patch, mend, and sometimes emulate by 

hand the design of torn or missing pages. Homespun, 

idiosyncratic, and sometimes a little weird, these copy-

specific restorative labours can tell us what former 

owners thought was important about their books, and 

they also highlight how books could become something 

other in users’ hands, even if their interventions were 

designed to recover rather than to augment.
11 Splicing 

the hand and the press, and suspended somewhere 

between loss and survival, my examples raise questions 

about intention (were such interventions driven by a 

desire to sustain a book’s utility and functionality?), and 

interpretation (might these acts of textual recovery speak 

to devotional concerns, or other literary possibilities?). 

As objects that have lost bits and pieces as they moved, 

but that moved owners to mend them in turn, they also 

invite us to think about early modern printed books as 

mobile things, which got mixed up with the lives and 

preoccupations of people who set out to give their old 

Old Books,  

New Beginnings:  

Recovering Lost Pages

Michael Durrant
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books new beginnings, facilitating their survival  

on meandering journeys that have ended, for now,  

in a small archive in Gwynedd, North Wales.

A missing title-page

Bangor’s small folio copy of the 1664 Welsh translation 

of the Book of Common Prayer, or the Llyfr Gweddi 

Gyffredin, a Gweinidogaeth y Sacramentau, a Chynneddfau 

a Ceremoniau ereill yr Eglwys, yn ol arfer Eglwys Loegr, 

ynghyd a’r Psallwyr neu Psalmau Dafydd, has, like so many 

other rare books from this period, lost its title-page.
12  

In this example, however, the title-page has been replaced 

by a manuscript substitute, which features the names of 

four individuals who appear to be members of the same 

family: Owen, Gwen, Evan, and Morris Jones, whose 

signature loiters on the periphery of the page (Figure 1).

Together, they have reproduced a truncated but centred 

version of the text’s original title: ‘LLYFR | GWEDDI, | 

Gyffredin a Gweinidogaeth | y | SACRAMENTAU:  

a chynneddfau | a Ceremoniau eraill yr Eglwys, | yn ol 

arfer Eglwys Lorgr.’ They have mocked the horizontal 

rules familiar to printed title-pages of the period, 

using them to separate their title from an imprint – 

‘Argraphwyd [published] yn Llundain tros Edward 

Fowkes MDCLXIV.’ – and a collaborative inscription, 

which serves as another kind of imprint, one that 

ceremoniously, even quasi-legally, witnesses the book’s 

shifting claims to ownership: ‘Owen Jones and Gwen 

Jones | is the[?] true Owner of this Book | Soe I say 

Evan Jones the three and | twentieth day of may anno 

dom | 1712’. Their manuscript title-page draws to a 

close with a triangle standing on its point, a shape that 

might nostalgically allude to the tapered text design 

characteristic of incunabula, or one that stands in for the 

typographical ‘cul-de-lampe’ ornaments that, throughout 

the medieval and early modern periods, were used to 

visually demarcate the ends of sections in manuscript 

and printed books.

Owen, Gwen, Evan, and Morris do not appear to have 

been in possession of a perfect copy of the 1664 title-page 

that their manuscript substitute was designed to replace. 

The title-page that originally accompanied their Llyfr 

Gweddi Gyffredin would have been framed by a scrolled 

strapwork cartouche design (Figure 2).

12. This was the third revision of the Welsh Prayer Book. See Geraint H. Jenkins, Literature, Religion 

and Society in Wales, 1660–1730 (Cardiff: University of Wales Press, 1978), esp. pp. 66–74.

E

Figure 1. The m
anuscript title-page (1712) added to a 1664 W

elsh Prayer Book  

(Llyfr G
w

eddi G
yffredin), X/EI90 LLY. Reproduced with the perm

ission of  

Bangor University Archives and Special Collections.



5352

Figure 2. The original printed title-page from the Llyfr Gweddi Gyffredin,  

X/EI90 LLY 1664. Reproduced with the permission of Bangor University  

Archives and Special Collections.

Furthermore, its original imprint implicated a fuller 

sociology of agents in that text’s making: the Llyfr 

Gweddi Gyffredin was ‘Printiwyd yn Llundain’ by 

‘S[imon]. Dover’ for ‘Ffowks’ and another publisher 

called ‘Pheter [or Peter] Bodwel [or Bodvel, or Bodfel]’. 

What they actually assimilated was the separate title-

page, and separate imprint, that accompanies the Psalter, 

or Psalms of David – Y Psallwyr neu Psalmau Dafydd – 

which was published alongside the 1664 Llyfr Gweddi 

Gyffredin. It is from this separate title-page, which 

remains intact within the Jones’s Prayer Book, that they 

got an imprint formulation – ‘Argraphwyd yn Llundain, 

tros Edward Fowks, MDCLXIV.’ – and that page has also 

served as a model for the design conventions of their  

1712 substitute.

Inscribed onto the back of the book’s manuscript title-

page is a memorandum, which marks out beginnings 

in the lives of nine children born to Evan, of Cymo 

Deuparth, and Alys, of the parish of Corwen, who were 

‘maryed together on Saturday 11th of November […] 

1676’, at a church in ‘Llansanffraid in [G]lyndyfrdwy’,  

a parish in the Edeirnion region of Denbighshire:

Roger Jones was Born the 20 day of 

 september the year 1677: 

Owen Jones was Baptized on Saturday the 

 8
th of november the year 1679: 

Lewis Jones was Baptized on Sunday the 

 16 day of october the year 1681 

Elizabeth Jones was Baptized the 11
th: of march 1683 

Humphrey Jones was Baptized the 12 day 

 of december year 1686 

Gwen Jones was Baptized 6 day of 

 march the year 1689 

Margaret Jones was Baptized 

 march the year 1692 

Morrice Jones was Born the 15 day of 

 november and was Baptized the 17
th of y

e same month 

 the year 1695 

Catherine Jones was born ye 17
th of february and 

 was Baptised y
e 18 of ye same moth the year 1698.

If we assume that the ‘Owen’, ‘Gwen’, and ‘Morrice’ 

identified here are the same people who signed their 

names on the recto, then that would make Owen at least 

thirty-three years old in 1712, Gwen about twenty-three, 

and Morris (or ‘Morrice’) about seventeen.

What prompted these individuals to go back to this 1664 

Prayer Book in 1712, and what impelled them to create 

a manuscript replacement for the missing title-page? 

The book clearly had important associations for this 

family. At the top of the manuscript title-page, a note on 

provenance, signed by Gwen and Evan, tells us that this 

‘Common Prayar [sic] Booke’ was ‘Given’ to the family 

‘by the parishioners of Bryn Eglwys [i.e. Church]’,  

in Cymo Deuparth. That gift was not much older than 

Roger, the eldest Jones child, and it was likely passed 

around between the Jones siblings as they learned the 

Welsh of the Welsh Prayer Book, and as they began  

to write and read in that language, and in English, 

too. The long-held emotive pull of this book object 

is indicated by a series of mathematical calculations 

inscribed beneath the list of births and baptisms,  

which together imply that Morris kept returning to this 

do-it-yourself title-page, seemingly as a site of temporal 

reflection. He calculated what age he was at the time 

he and his siblings made up that title-page in 1712, 

subtracting that date from his date of birth (1695),  

and in 1759, at the age of about sixty-four, Morris 

returned to mark out the passage of time since he  

was born and baptised.

Literacy was ‘inseparable’ from piety in early modern 

cultures of Protestant devotion, and the bibles and  

prayer books that children encountered served as sources 

of ‘nostalgia’ in adult life.
13 Henry Vaughan’s (1621–1695) 

beautifully evocative ‘To the Holy Bible’ emphasises the 

formative power of early scripture reading, and it is a 

poem that, right at the end of his second Silex Scintillans 

(1655), takes the reader back to the beginning: to the 

active, and regenerative, ‘Effects’ that religious books 

perpetually exert upon the lives of those who, as children, 

took them ‘in […] hand’, and so subsequently ‘learnt 

to read’.
14 In 1712, this 1664 copy of the Llyfr Gweddi 

Gyffredin brought its users back to the beginning of  

that book, specifically to the lost site of its title-page.  

The provenance note at the top of their manuscript title-

page reminds the reader to ‘take notice of the words 

of God and Read the Commandments and give thang 

thancks [sic] unto him all ways’, but this collaborative  

act of regeneration signals the book’s personal 

associations not only as a text to be ‘Read’ but as a 

material object to be handled, and one that, through 

intervention, could continue to ‘anchor’ the lives of  

its users in a ‘shared past’.
15

Alongside these readings, we have to bear in mind that 

their logics and motives may have also been pragmatic. 

If the book were to find itself moving amongst a wider 

circle of readers beyond the Jones family, it was in their 

interests to ensure that it had a protective covering, 

and one that specified the Jones’s collective ownership 

to ensure its return. But if this manuscript title-page 

was purely functional, this would eliminate the need 

to track down and copy out a version of the book’s 

imprint. That imprint details have been inscribed onto 

the manuscript title-page suggests that their work of 

recovery was also driven by a sense of the book as being 

somehow insufficient, or incomplete, without such cues; 

indeed, the implication is that those cues, which look 

back to the contexts of the book’s 1664 production, 

were considered to be an important part of this book’s 

ongoing meanings and identity.

We might link this to David McKitterick’s work  

on the rise of bibliophilia in the eighteenth century, 

where he gestures towards an ‘anxiety at completeness 

in printed books’, which engendered, he says, a range 

of conservationist methods geared towards ‘textual 

recovery’.
16 Antiquarian booksellers and rare-book 

collectors – the primary agents of McKitterick’s study – 

regularly compensated for an old book’s imperfections by 

producing calligraphic facsimiles of missing printed pages, 

including title-pages. The manuscript title-page in Figure 

1 is a ragged understudy to the market-driven and more 

proficient ‘facsimile work’ that McKitterick examines, 

yet we may still spot overlapping impulses: a desire, for 

example, to simulate the paratextual architecture of the 

book, which has been cast adrift by wear and tear, and 

with this, a sense that ‘completeness’ is part and parcel  

of the book’s value.
17 In this context, the 1712 manuscript 

title-page might well be understood in terms of utility, 

but, following McKitterick, it might also attest to the 

13. Kevin Killeen and Helen Smith, ‘Introduction’, in The Oxford Handbook of the Bible  

in Early Modern England, c. 1530–1700, ed. by Kevin Killeen, Helen Smith, and Rachel Willie  

(Oxford: Oxford University Press, 2015), pp. 1–18 (p. 14).

14. Henry Vaughan, Silex Scintillans: Sacred Poems and Private Ejaculations  

(London: Henry Crips, 1655), pp. 81–82.15. Jason Scott-Warren, Shakespeare’s First Reader: The Paper Trails of Richard Stonley  

(Philadelphia: The University of Pennsylvania Press, 2019), p. 6.

16. David McKitterick, Print, Manuscript and the Search for Order, 1450–1830  

(Cambridge: Cambridge University Press, 2003), pp. 144, 145.

17. Ibid., p. 146.



5554

users’ attitudes and attachments to the book as material 

object, and, specifically to its title-page, which, far  

from being one of the most ‘disposable bits’ of a printed 

text, conceptually ‘separated’ out from the text proper, 

emerges as an interactive interface where nostalgic, 

hands-on, and restorative activities might begin.
18

This would be consistent with current thinking about  

the meaning-making potentials of early modern title-

pages. We know that the title-page was printed separately 

from the main body of a text and added towards the 

end of printing. This ‘physical and temporal separation’ 

means that title-pages of this period are often ‘highly  

self-reflexive’ and ‘participatory sites’: paratextual 

beginnings that deliver commercial content, but that 

also reflect on what happened during production and 

comment on what’s to come, implementing, in turn,  

the blurring of distinctions between material insides  

and outsides, between physical surfaces and metaphysical 

depths.
19 We can take the engraved strapwork cartouche 

that framed the title-page to the 1664 Llyfr Gweddi 

Gyffredin as an example: it visually enhanced the page, 

telling us about the contexts of its production, but it 

also formed an architectural entranceway, or ‘threshold’, 

to use Gérard Genette’s term, that invited its readers to 

conceptualise the book as a spatial object that must be 

entered rather than passively received.
20 Back in 1588,  

the same cartouche frame was used by Christopher 

Barker’s (c. 1529–1599) deputies to structure the title- 

page to the first Welsh translation of the complete  

Bible and Apocrypha. Its redeployment on the title-page 

of the 1664 Llyfr Gweddi Gyffredin also generates an 

impression of continuity between Protestant book objects 

across time and space,
21 a correspondence that is slightly 

complicated by the presence of a pasted-in cancel slip, 

used to overlay the Stuart coat of arms upon the arms  

of the vanished Tudor dynasty, which simultaneously 

marks out that book’s making in terms of transience  

and impermanence.
22

That early modern consumers were responsive to the 

spatial and temporal complexities of the printed title-

page might be best underscored by the fact that some 

readers, like Owen, Gwen, Evan, and Morris, sought 

to recover those beginnings when they got torn away. 

For them, the title-page mattered, whether because it 

protected the book, nostalgically reasserted its origin, 

its collective ownership, or because its recovery satisfied 

some other aesthetically- or bibliographically-driven 

desire for ‘completeness’. The paradox is that these 

processes of recovery have produced something that 

never really existed, since Owen, Gwen, Evan, and Morris 

extrapolated the appearance of the main 1664 title-page 

from the separate title-page that accompanied the Psalter.

This doesn’t seem to have mattered much to the Jones 

siblings, although for my own purposes it does help to 

underscore the constantly moving picture of the book 

itself. The manuscript title-page of 1712 makes the labours 

of the book’s mediation and remediation especially 

visible, right from the start. Like the paste-in slip on the 

1664 title-page, it is a conspicuous sign of the conditional 

terms of the book’s making. In their attempts to recover a 

lost printed title-page, Owen, Gwen, Evan, and Morris 

marked out that page as a key part of the experience of 

interacting with the text, and by signing and re-dating 

it 1712, they involved themselves as agents in ongoing 

processes of making that began, but did not end with, 

‘Edward Fowkes’ and his collaborators in 1664.

Like a glove?

This section turns to another of Bangor’s 1664 Welsh-

language Prayer Books: the one already referenced  

above, which still has its title-page (Figure 2). In this 

book, we find another example of an eighteenth-century 

reader attempting to offset material loss, not at the 

beginning but a little further within the main body. 

Although this book’s title-page contains signatures  

and ownership marks, they are from the late-nineteenth 

and early-twentieth centuries, and so the identity of  

the agent(s) responsible for this earlier work of recovery 

remains unknown.
23
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A manuscript leaf has been inserted into the book as  

a surrogate for the two printed pages that would have 

made up signatures A2
r-v, which formed part of the 

public prayers designated ‘am Weddi Foreuol’, or  

‘for Morning Prayer’ (Figures 3 and 4).

Figures 3 and 4. Manuscript surrogates (c. 1700s) in Bangor’s copy of the 

Llyfr Gweddi Gyffredin, X/EI90 LLY. Reproduced with the permission of 

Bangor University Archives and Special Collections.
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It seems likely that this agent had a copy of the printed 

leaf s/he sought to (re)produce, since there has been 

an attempt to replicate the structures that organised 

its original design and layout: for instance, to insert 

manuscript ornaments in places that correspond to the 

placements of ornaments in print. So, where in print 

we find decorated initials, we find decorated initials 

in manuscript; where in print a row of ornaments was 

used to structure a visual pause between the Absolution 

and the Lord’s Prayer, we find its approximation 

in manuscript. Alongside these temporal-spatial 

demarcations, running headers (‘Boreuawl Weddi’),  

and even catchwords, have been copied out, and while 

the agent has not attempted to imitate the black-letter 

fount, certain words have prompted them to try. On at 

least three occasions, across both sides of the surrogate 

leaf, the manuscript ‘J’ of ‘Jesu’ simulates the bold black-

letter ‘J’ used in the original: that name and letter elicited 

an attempt to return to black-letter, a fount that carried 

its own retrospective associations, recalling the monastic 

scribal hands of medieval manuscript production.
24

This was obviously a work in progress. On the recto 

side of the manuscript leaf, a space remains vacant 

where a decorated ‘H’ was intended to go; on the verso 

side, the capital ‘E’ remains only partially decorated. 

And while this manuscript leaf pays homage to the 

visual dimensions of the lost printed pages, the agent 

responsible was clearly not bound by them. Eschewing 

the designs of the printed ornamental ‘Y’ that introduces 

the Absolution (sig. A2
r) – featuring a man holding an 

open book in one hand and a quill in the other, flanked 

by flowers and leaves (Figure 5) – and the ‘E’ that 

introduces the Lord’s Prayer (sig. A2
v) – featuring jugs, 

vines, flowers, and a heraldic shield – our agent has struck 

out in a different direction, decorating the manuscript ‘Y’ 

and ‘E’ with tightly-packed parallel lines, small dots, and 

little o-shaped embellishments. Where on the verso side 

of the printed leaf, a row of fleur-de-lis structured a break 

between sections of text, our agent has used a chevron-

like zig-zag pattern of triangular patches, decked, again, 

with parallel lines, dots, and oes.

If, as Donald F. McKenzie argued, ‘the fine detail 

of typography and layout, the material signs which 

constitute a text, do signify’, what is being signified here?
25 

If ‘the non-textual features that the printing house added 

to the page’ spoke a ‘visual vocabulary’, underscoring 

the ‘complex matrix of relations’ between material 

texts and linguistic content, are the same functions 

recapitulated when book users designed their own 

ornaments to replace those that were lost or damaged?
26

The hand-drawn ornaments offer a striking deviation 

from the design of the printed ornaments they stand  

in for. Geometric but also abstract, they seem, at first, 

to be speaking a language that is so individuated as to 

be virtually unreadable. It is possible, however, that the 

textured effect of the dots and oes is meant to emulate 

the manière criblée (or ‘dotted manner’) method of relief-

engraving, which was in use since the fifteenth century 

and often used to fill in the background of woodblock 

ornamental letters.
27 Likewise, the little nets of lines 

which border the manuscript ‘Y’, and that appear, 

running in multiple directions, within the ‘E’ and  

hand-drawn ornamental strip, appear to be imitating the 

engraved style of parallel hatching used in printmaking. 

By marrying dotted manner and hatching strokes, 

our agent marks out these salvaged pages in terms of 

difference rather than similitude. Recovery has offered  

an opportunity to transform the text in Figures 3 and 4 

Figure 5. Printed ornamental ‘Y’ in the Llyfr Gweddi Gyffredin (sig. A2r),  

X/EI90 LLY 1664. Reproduced with the permission of Bangor University  

Archives and Special Collections.
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Trapnel’s Prophecies’, The Seventeenth Century (2020), 1–20 (p. 14; p. 15) <doi-org/10.1080/0268
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via a complex mingling of tones, hues, and textures,  

with lights and darks expressing relief, even movement, 

in ways that show up the printed ornaments they stand  

in for as being somewhat generic.

The background to the printed ornamental ‘Y’ reveals 

other design cues. The man at the centre of the letter 

(probably St John the Apostle and Evangelist, whose 

attributes in visual arts were often an open book and 

quill) is framed not only by flowers and leaves, but also 

by parted curtains, with scalloped-shaped cloth draping 

taking up the ornamental space between them. This 

pattern reappears in the manuscript ‘E’ as a frame around 

the edge of the large letter, and both the manuscript  

‘Y’ and ‘E’ have a fabric-like quality to them. The ‘Y’,  

for instance, is bordered by hatching that looks like  

a kind of fringe, and, given this textile context, those 

hand-drawn dots and o-shaped flourishes start to take 

on visual affinities with the metallic discs, or ‘spangles’, 

used to embroider the surface of early modern textiles, 

including gloves.
28 Conveniently, a luxury glove in 

Bangor’s collections (c. 1640s) (Figure 6) highlights the 

intricacies of such forms of embroidery: blue threads and 

silver metal wires twist in and around motifs resembling 

flower petals and leaves, and glimmering metallic 

spangles punctuate the webbing designs.

28. I’ve been inspired here by McGann’s illuminating examination of the visual typography 

deployed in Anna Trapnel’s Fifth Monarchist prophecies.

Figure 6. A left-handed woman’s glove with inner manuscript lining (c. 1640s), Wynn Hall 1044.  

Reproduced with the permission of Bangor University Archives and Special Collections.
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In the right hands, these details might seem to  

resemble the dots and o-shaped marks left behind  

in Figures 3 and 4. At the very least, they invite us  

to speculate as to what it was about the iconography  

of fabrics that caught this agent’s attention.

Early modern devotional writers and their first readers 

regularly thought across the boundary between texts  

and textiles, anticipating postmodernist understandings 

of the ‘woven state’ and ‘texture’ of material forms.
29  

In his paratextual ‘Apology’ to the first part of  

The Pilgrim’s Progress (1678), John Bunyan (1628–1688) 

compared the materialisation of his writing to the pulling 

of flax from a distaff: he spun his words just as Clotho of 

the Three Fates tradition spun the threads of life itself.
30 

Printers used ornaments that resembled the patterns  

used to manufacture lace products, and stitching, cutting, 

binding, as well as pressing, were central to both printing 

and professional tailoring.
31 Old printed books and 

manuscripts were regularly sacrificed to structure the 

physical support for new books – evidence of this can 

be seen in Figure 1, where a scrap of printed paper is 

peeping out from the binding – but recycled text was 

also used to provide inner linings to garments, a practice 

that might be exemplified by Bangor’s seventeenth-

century glove, which has been lined with manuscript. 

We know, too, that printed books (especially bibles and 

prayer books) were themselves bound with embroidered 

textiles, fabrics that served ‘as an extension of […] the 

inscriptive surfaces and semantic contents of the book.’
32

The linkages between text and textile are active in the 

printed ornamental ‘Y’, where drawn-back curtains reveal 

St John clutching a quill in readiness to pen the Word.  

As Anna Bücheler points out, evangelist portraits in 

medieval manuscript ornaments often featured parted 

curtains, signifying ‘the veil that lay over the Old 

Testament but was taken away from the New’, and  

she identifies this ‘textile medium as a metaphor for  

the spiritual sense of scripture that readers are asked  

to detect beneath the literal sense of the words.’
33 These 

revelatory associations appear to have migrated into the 

printed ornamental ‘Y’, and, when our agent reproduced 

that ornament by hand, the iconography of fabrics 

(already mediated through scraping and filleting out a 

woodblock) appear to have migrated into their creative 

vision. It is possible that this remediation reflects an 

act of interpretation, a creative reworking that evokes 

textiles and, in doing so, invites us to read for devotional 

meaning in those textile patterns. Prompted by the image 

of drawn-back curtains, they might have been designed  

to serve as aids for contemplation: as visual reminders  

of spiritual revelation through prayer.

But curtains can conceal as well as reveal. As Jeffrey 

Masten suggests, the ‘meaning production’ offered by 

decorative ornaments is always fraught, whether hand-

drawn or printed.
34 His illuminating exploration of 

the homoerotic potentialities of ornamental woodcut 

initials featuring naked boys, which appear with regular 

frequency in early modern bibles – including, as Masten 

points out, in the letter ‘I’ of Genesis’s ‘In the beginnyng’ 

in the Coverdale Bible (1537) – raises vital questions 

about intention.
35 These ‘boy letters’, as Masten 

defines them, may well make legible historically-

specific ‘modes of […] eroticism’, articulating, 

in turn, ‘implied or intended connections’ between 

decorative initials and ‘the texts they introduce’; but these 

correspondences are always haunted by the fact that they 

might be ‘accidental’, or a projection of the desires of the 

‘modern reader’.
36 The tantalising indeterminacy of these 

boy letters reminds us that, while the ‘visual field’ of the 

early modern material text demands interpretation, our 

interpretations are, to quote Juliet Fleming, staged against 

the backdrop of the ‘mystery of the printed page’: a site  

of ‘support for our intellectual and affective projections’, 

but also a site of ‘oddity’, where originary meanings  

and intentions of print-shop labour can recede into,  

just as easily as they seem to emerge out of, paper’s  

inky depths.
37

Anecdotal evidence related to the making of the  

1664 Llyfr Gweddi Gyffredin offers a striking backstory  

to the ‘mystery’ of its printed pages. A fly-leaf at the 

beginning of a copy of the Llyfr Gweddi Gyffredin  

held at The National Library of Wales (NLW) contains 
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a 1717 manuscript memorandum in the hand of ‘Moses 

Williams’, and in that note Williams has a few things 

to say about the design of the book. He singles out its 

publisher, Bodfel – a Welsh-born, London-based stationer 

who, after the Great Fire of 1666, relocated to Chester 

– as a scurrilous individual, and one whose own designs 

on the design of the Llyfr Gweddi Gyffredin seemed 

to have been, at best, swaggeringly eccentric. Williams 

claims that ‘Bodvel’, the ‘Undertaker of this Book’, was 

‘a Presbyterian’, and that he ‘often bragg’d of comparing 

[Charles II] to an Owl the Royal Family to Cranes & 

the Clergy & their Followers to Apes’. Bodfel ‘bragg’d’, 

we are told, but he also appears to have practiced what 

he preached, since Williams alleges that he used the 

pages of Llyfr Gweddi Gyffredin to give material form 

to his rebellious talk, deploying ornamental ‘Capitals’ 

featuring owls, cranes, and apes ‘at the Beginning’ of the 

text’s ‘Morning & Evening’ prayers.
38 Thus, according 

to this 1717 memorandum, Bodfel’s interventions were 

calculated to ensure that the book’s users would begin, 

and end, their prayerful days of Anglican devotions 

with beasts.

Animals, then, rather than Masten’s naked boys, but  

it’s a menagerie of ornaments that might similarly be 

made to speak in unpredictable, even subversive, ways.  

At least, that is, in Williams’s telling. Williams’s story  

is a good one, but it’s not necessarily true, and we might 

question whose desires or projections were actually being 

marked out in the memorandum.
39 Similar concerns are 

reiterated when we look at the manuscript interventions 

in Figures 3 and 4 – whose desires, whose impulses, are 

being inscribed? We are not in the world of owls, cranes, 

or apes; nor are we in the presence of John and his book. 

These user-generated embellishments visually relocate us 

in a world made up of textiles. By imitating the scalloped-

shaped cloth hanging in the upper part of the printed 

‘Y’, there is a sense of a reader reading, and interpreting, 

the ornamental features of the lost printed page, teasing 

out and exploiting its visible codes and cues. What was 

background in Figure 5 is foreground in Figures 3 and 4: 

suddenly, textile matters are the organisational principle 

of the manuscript’s mise-en-page, with fabric-like 

drawings cladding the morning’s Absolution, the Lord’s 

Prayer, and the liminal space in between. Using his or 

her imagination, he or she has found a space within the 

text, fashioning adornments difficult to render in print, 

difficult to describe in words, but that appear to restage 

our visual encounter with the paper leaf in terms of other 

materials, including cloth, curtains, and maybe gloves.

‘In the Beginning’

Bangor’s folio copy of the King James, or Authorised, 

Bible is missing all of its preliminary printed materials: 

Cornelis Boel’s (c. 1576–c. 1621) engraved title-page, 

depicting the Apostles and patriarchs, as well as its 

‘Epistle Dedicatorie’, its address ‘To the Reader’,  

its ‘Calendar’, its ‘names and order of all the Bookes’, its 

‘Genealogies of [the] Holy Scriptures’, its ‘Alphabeticall 

Table’, and its map of Canaan. It is also missing the first 

printed leaf and the first two pages of ‘The First Booke 

of Moses, called Genesis’ (sigs. A1
r-v); however, at 

some point in the eighteenth century a conscientious 

scribe has replaced that lost leaf with a manuscript 

reproduction (Figure 7).

Figure 7. A manuscript substitute for the first page of Genesis (c. 1700s),  

in Bangor’s copy of The Holy Bible (1611), X/EC1 1611. Reproduced with  

the permission of Bangor University Archives and Special Collections,  

from the copy in the Bangor Cathedral Library collection.

38. Llyfr Gweddi Gyffredin (1664, NLW MS 13254D).
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in The Stationers’ Company and the Book Trade, 1550–1990, ed. by Robin Myers and Michael Harris  

(New Castle, DE: Oak Knoll Press, 1997), pp. 185–202 (p. 195).
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No attempt has been made to manually recover the 

absent paratexts, but it was clearly important for this 

agent to ensure that the ‘First Booke’ began at the 

beginning rather than in a ‘voyd’ (Genesis 1.2). This was 

a delicate operation. The agent’s labours have introduced 

error – there’s a word missing in Genesis 1.3, which was 

afterwards inserted (‘And God,̂
said Let there be Light’) 

– and there also appears to have been a problem with 

spacing. On the recto side of the manuscript leaf, this 

agent has produced generous spacing between lines, 

seemingly as a means by which the layout of manuscript 

text can spatially emulate the layout of the lost printed 

page. (So, the first seven verses of ‘The First Booke of 

Moses’ are, in both the manuscript substitute and on  

the printed page, situated in the left column, with the 

right column beginning with the eighth verse.)
40 But 

these attempts to ape the formal aspects of the text’s 

layout in print come under pressure. On the verso of  

the manuscript leaf, the spacing between the lines has 

had to become tighter. There’s too much text and not 

enough space. It is a little moment of drama and risk, 

as the agent’s lines edge closer to the first surviving 

printed leaf within the book (sigs. A2
r-v). And it is a 

reminder that even the most perfunctory attempts to 

compensate for lost printed pages would require the 

conservator to think as early modern printers usually  

do: to imagine words and letters as material things  

that occupy space, and to conceive of the page itself  

as a physical environment of possibility and limits. All it 

takes is one slip to send the hand, and the text, shooting 

off the margins.

While this agent’s labour demonstrates an attempt  

to adhere to the design and layout conventions of the 

absent printed leaf, it also deviates from them. This is  

the result of a spatial miscalculation, but it could also have 

something to do with choice. The agent has reproduced 

the layout of text in double columns, and an attempt has 

also been made to produce the foliate design of the eight-

line unframed decorative ‘I’ of ‘In the beginning’; but  

the agent has eschewed the thistles and roses of the  

printed ‘I’ for something more discreet. Likewise, there  

has been no attempt to reproduce the archaic spelling  

or the black-letter font, or the decorated headpiece,  

or to copy out the running headers – ‘The creation | 

Chap. j. | of the world’ (recto) and ‘The creation of man. 

| Genesis. | The first Sabbath’ (verso) – that would have 

accompanied the original printed leaf. The marginal 

cross-references to other biblical passages (designated by 

an asterisk) and glosses of Hebrew words (designated by 

an obelisk) have also been side-lined, as have the scribal 

pilcrow marks that were used to designate the beginnings 

of each paragraph. Although the agent has created space 

to reproduce the short précis of contents that heads each 

chapter of the King James Bible, the précis has itself been 

précised. On the printed page, the summary of contents 

that heads ‘CHAP. I.’, for instance, condenses ten verses 

of ‘The First Booke of Moses’ (1, 3, 6, 9, 11, 14, 20, 24, 

26, 29), but in the manuscript reproduction, this agent 

has reduced that summary to only three: ‘I. The creation 

of heaven and Earth, 26. of man in the image of God, 29. 

the Appointment of food.’

This is, in other words, an act of copying that is also 

an act of abridgment: the agent’s methodological 

approach is one of simplification. Thus ‘the more 

austere mise-en-page’ of the King James Bible, which, 

unlike the Geneva Bible (1560) and the Bishops’ Bible 

(1568) before it, avoided illustrations and interpretive 

marginalia, is, in this agent’s hands, pushed further into 

the realms of visual unadornment.
41 This work of (re)

creation and refinement spills into the manuscript précis 

that heads ‘CHAP. I.’, which has been, appropriately 

given the emphasis on ‘food’, digested.

There may have been practical motives behind these 

discriminations. As a pulpit bible intended for use in a 

parish church, the book needed to be at least serviceable. 

It’s not too hard to imagine that our agent was a  

member of the clergy, working to recover structural loss. 

This would not necessarily have to entail the reproduction  

of the title-page or other paratexts, or even cross- 

references and glosses, especially if the agent had  

a good working knowledge of the book at hand. 

However, it is not altogether certain whether our  

agent was a religious conformer. Before this bible  

40. For comparison, the first printed page (sig. A1r) of ‘The First Booke of Moses’  

in The Holy Bible can be viewed by using the Folger Shakespeare Library’s ‘LUNA: Folger 

Digital Image Collections’ platform: <luna.folger.edu/luna/servlet/detail/FOLGERCM1~6

~6~518005~137882:Bible--English--Authorized-?qvq=q:The%20First%20Booke%20of%20

Moses&mi=0&trs=1> [accessed 15 June 2020].

41. John N. King and Aaron T. Pratt, ‘The Materiality of English Bibles from the Tyndale  

New Testament to the King James Bible’, in The King James Bible after 400 Years: Literary,  

Linguistic, and Cultural Influences, ed. by Hannibal Hamlin and Norman W. Jones  

(Cambridge: Cambridge University Press, 2010), pp. 61–99 (p. 87).

passed into the care of Bangor’s archives in the  

1960s, it belonged to the Independent College in Bala, 

Merionethshire, which was later known as the Bala-

Bangor College, a Welsh nonconformist seminary 

originally founded in 1841 by the Calvinist Methodist 

Michael Jones (1787–1853), and later led by his son, 

Michael D. Jones (1822–1898), who established the  

first Welsh settlement (‘Y Wladfa’, or ‘The Colony’)  

in Argentine Patagonia. We do not know how or when 

this book came into the possession of the Independent 

College in Bala, although the possibility that the repair 

work was carried out by someone running in North 

Walian nonconformist circles is suggestive, providing  

a knotty confessional context for our scribe’s pared- 

back approach to the text’s layout and design, and  

an ecumenical twist to the book’s provenance.

There are other lost pages in this book. Everything that 

follows I John 4.12 – ‘No man hath seene God at any 

time’ (sig. Z1
v) – has been torn away. Attempts were 

made to replace those pages, too, perhaps by the agent 

who worked on replacing the first two pages of  

‘The First Booke of Moses’, although the conservatory 

methods differ from those adopted at the beginning. 

Recycled pages from a small-format version of the New 

Testament, printed not in black-letter but in roman type, 

have simply been pasted into the book. The intention 

may have been to use these pages as exemplars for a 

bigger restorative project that echoed the work carried 

out at the beginning of ‘The First Booke of Moses’; 

maybe the agent sought to save time by deploying a less 

labour-intensive practice, involving cutting and pasting 

rather than copying. Then again, the ‘theological and 

historical importance’ of ‘The First Booke of Moses’, 

which unfurls the ‘origin of all life’, may have cued  

our agent to adopt a more labour-intensive technique.
42

In Genesis 1, ‘God speaks the universe into being’, 

turning ‘rude conceptions’, to quote Lucy Hutchinson 

(1620–1681), ‘into forms’, and here at ‘the Beginning’ of 

all things, someone has entered into the book in an effort 

to (re)create a ‘likenesse’ (Genesis 1.26) of the lost printed 

leaf, an undertaking that echoes the generative agency  

playing out in the text of Genesis itself.
43 Figure 7 

makes us doubly aware of the six-day Creation as 

an inaugurating but also as an ongoing activity: ‘the 

Beginning’ begins all over again, as those words emanate 

in imperfect and hesitant gestures from an eighteenth-

century pen. As a result, that first familiar phrase of the 

bible takes on a dynamic energy in its (re)production:  

the Creation and this creation are implicated in each 

other, capturing an animated sense of haptic busyness  

as our agent worked to recover the (book’s) ‘Beginning’ 

by making themselves a part of it.

Paper scraps

Figure 8 shows the battered spine that holds together 

Bangor’s copy of ‘THE BYBLE / CRANMER 

VERSION’, otherwise known as the Great Bible – 

‘Great’ because of its size; ‘Cranmer’ because Thomas 

Cranmer, Archbishop of Canterbury (1489–1556), wrote 

a prologue to the second edition, which appeared in all 

subsequent editions.
44 As its exposed sewing structure 

indicates, this book is an absolute mess, bearing traces 

of reading, circulation, and reworking for well over  

four centuries.

Figure 8. Paper scraps in Bangor’s The Byble in Englyshe (1540), X/EC1 1540. Reproduced 

with the permission of Bangor University Archives and Special Collections.

42. Tops, p. 199.

43. Hamlin, ‘The Noblest Composition in the Universe or Fit for the Flames?: The Literary Style of the 

KJB’, in The Oxford Handbook of the Bible, ed. by Killeen, Smith, and Willie, pp. 469–482 (p. 472); Lucy 

Hutchinson, Order and Disorder, ed. by David Norbrook (Oxford: Blackwell, 2001), 1. p. 29.

44. The English Short Title Catalogue lists 16 extant copies of this particular edition, 

although Bangor’s copy is not listed.
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These traces exist in the form of inscriptions and 

signatures, ink spills, rogue hairs, the cracked shells  

of nuts, pins, as well as hundreds of unattached paper 

scraps, a few of which can also be seen in Figure 8.  

Some of these scraps carry commonplaced passages  

from sermons, numbers and calculations, names and 

dates, and some are blank. Most look as if they were 

being used as bookmarks; others contain shards of biblical 

text. These scraps appear to be remnants from a larger 

recovery project, in which hand-written supplements 

were used like plasters to dress wounded pages. This 

involved a cautious alignment of hand and press, and 

a sense on that agent’s behalf of the text as a kind of 

frenetic jigsaw, one that could easily fall apart, but also  

be put back together again using scissors, glue, and paper.

Many paper scraps floating freely within Bangor’s 

Cranmer Bible are off-cuts of an attempt to mend a 

printed page. The effect is that the book feels alive with 

meaning and potential, but also that it is dangerously 

close to collapse and disappearance. Over time, 

extensive use has reduced it to material stuff, which 

it continues to shed every time the book (if that’s not 

too monolithic a term) is opened. For this very reason, 

archivists recently placed Bangor’s Cranmer Bible inside 

a cardboard box for its own safety, lined with cushions. 

A copy of the main printed title-page (which this object 

actually lacks) has been downloaded from Early English 

Books Online and affixed to that box, a sign of what is, 

and what is not, in fact, inside.

It’s a curious end for a book that has had a very active 

social life. As research for another article, I have traced 

a few of this book’s former owners. So far, this narrative 

has me moving from one ‘merdlle [i.e. Myrtle?] Paston’ 

– baptised ‘[t]he [13th] day of december in the 31[st] 

yeare of the reiygn of kinge Henry the eyghtt’ – through 

to a husband and wife team, Benjamin and Susanna 

Rogers, of Rowington, in Warwickshire, who are active 

in its margins between 1710 and 1743, and who were 

jointly responsible for the patchwork repairs discussed 

above. As far as I can tell, the book then moved south 

into Gloucestershire, where, according to a nineteenth-

century bookseller’s note, this ‘Bible was […] found built 

in a wall in a chest room at a Farm House at Saintbury’ 

by one ‘Rev J[ohn] T[heodosius] Jones’ (c. 1786–1851),  

a ‘Vicar of Saintbury’ and former Master of the Grammar 

School of King Edward VI, Stratford-upon-Avon.  

The book then came into the hands of Richard Hughes 

(1837–1930), an Anglesey-based farm labourer who,  

late in life, came into money via a surprise inheritance,  

which he used to collect rare books, gifting 3000 of them, 

including this Cranmer Bible, to Bangor University  

in 1930.
45

This short provenance narrative might suggest that  

I’m in the grips of Jacques Derrida’s ‘archive fever’:  

‘the desire’, to quote Carolyn Steedman, ‘to recover 

moments of inception: to find and possess all sorts  

of beginnings.’
46 I must confess a preoccupation with 

nostalgically getting back to the identities behind the 

marks in books, but with this is a sense of my own 

belatedness. Taking Bangor’s Cranmer Bible out of its 

new box is like entering into a conversation that has 

already petered out. Paper scraps linger within its 

pages as signs of incompletion, of recovery processes 

that have been cut short. Patched pages stand in for 

what is not there as much as what is: there’s really no 

going back. What is there is a humbling sense that I’m 

not the first: many people have been into this book before 

me, and what they did to it back then means that I can 

handle it now. Its value lies less in a sense of handling 

an authentic original than in handling an object that 

foregrounds the archivally- and geographically-specific 

labours that precede and support my reading. It is  

a hugely involving object for that very reason: I can  

only read its materiality by way of (amongst others)  

the labourer Hughes, whose generous donation to 

Bangor marked the beginnings of the archive in which 

this dishevelled object, and all the others I’ve been 

discussing, are now housed.

But then there’s this: a manuscript note, affixed to  

the left board and overlaid with a stamp belonging to 

Hughes, which physically describes this Cranmer Bible  

as ‘imperfect’, since it is missing a number of pages.  

46. Carolyn Steedman, Dust: The Archive and Cultural History  

(Manchester: Manchester University Press, 2001), p. 5.

45. Hughes’s rags-to-riches story was unpacked in the Welsh Outlook:  

A Monthly Journal of National Social Progress, 18:4 (April, 1931), 88–89.

‘[B]eginning at Gen XIX’, it says, before remarking that 

material damage due to sustained reading has otherwise 

rendered it ‘worn and damaged’. It’s a lexicon that marks 

this object out in terms of lack and want, but it could 

easily be (re)characterized in opposite terms. Turn over 

its battered left board and you will find a book that  

is somehow in excess of itself, marked by overspill  

and remnants. It’s almost too much rather than not 

enough, a book that’s bursting at the seams of its own 

material limits.

The word ‘imperfect’ just doesn’t do justice to this 

book’s exciting, decaying disarray, and neither should 

it be comfortably attached to all the other material 

modifications examined in this article. To quote  

Joshua Calhoun, each of those examples hint towards  

a ‘duplicitous media preservation strategy’, which mingles 

a desire to repair books back into a state of completion 

– to reinstate, for example, imprints and ornamental 

capitals – with a sense of books as transformative spaces 

into which stuff can be added, as well as revealed.
47

  

(A missing title-page became an opportunity to assert 

multiple ownerships, identities, shared pasts, and new 

beginnings.) Half-undone by use and half-made-over, 

pivoting between copying and creating, possessing and 

processing, my examples encourage us to think about 

books and people in imaginative process together, and 

to recognise that earlier reading communities were 

comfortable with a sense of the book as an accumulative 

form, whose endurance through time was predicated 

upon its openness to material change. Indeed, the loss 

and damage accrued by book use prompted book users 

not only to recover those losses, but also to reflect 

on what printed books are, and what they could be. 

Acknowledging the interpretive potential modelled in 

repaired and modified pages is, therefore, a good place  

to begin as we take an ‘imperfect’ old book down from  

its shelf, or out of its box.

47. Joshua Calhoun, The Nature of the Page: Poetry, Papermaking, and the Ecology of Texts in Renaissance England  

(Philadelphia: University of Pennsylvania Press, 2020), p. 150.
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You’ll have noticed that Inscription comes with 

supplements (a fold-out print; a vinyl LP) – those 

troublesome extras that both belong to the main  

text but that are also separate entities. Where to keep 

them? Are they inside or outside Inscription? Are they 

centrifugal (scuttling off beyond the edges), or centripetal 

(spiralling towards the centre)? This ‘Global Reading 

Supplement’ is the most perplexing supplement of  

the lot, since it both exists and does not. You can read 

it by finding its AR code at inscriptionjournal.com 

and loading it through Instagram. But perhaps ‘read’ 

is not the right word. The text is composed by this 

issue’s digital-artist-in-residence, Craig Saper. Saper 

imagines a reading experience beyond the regime of 

the two-dimensional page, creating a rotating, spherical 

platform to visualise text. The virtual world presents new 

possibilities, new spaces and new shapes for information, 

and this piece offers a blueprint and a provocation 

for a new kind of platform, called Foam. In this 

‘sphereological’ model, information is three-dimensional, 

manipulable, zoomable, rotatable. ‘Using the Foam 

space’, according to Saper, ‘readers and writers gather 

information, data, and media within multi-dimensional 

bubble-worlds.’ In this spherical platform, we can move 

between different scales and types of data, perceiving  

a timeline, for instance, then zooming in to ‘one year,  

one date, one name, one moment’. Much recent 

discussion within the humanities, and literary studies,  

has focused on the scale of reading; in these discussions, 

close reading and distant reading are often imagined  

as kinds of poles. Saper’s piece presents an alternative,  

a mode of experiencing text on multiple scales at once.

In collaboration with creative technologist Ian Truelove, 

Saper’s imagined spherical reading experience has 

been developed in the only place it can currently exist: 

Augmented Reality. Saper’s text has been typeset in 

a spiral form using InDesign, then wrapped around a 

sphere in the Spark AR authoring platform. Using Spark 

AR’s coding tools, the text is made to slowly rotate and 

spiral upwards, disappearing (much like this journal’s 

colophon) into a ‘hole’ at the top. The resulting sphere 

of text – hovering over Erica Baum’s cover image to 

this issue – is an infinite page with no beginning and 

no end. Saper’s own voice narrates the text but, using 

the gyroscope data from the user’s phone and audio 

distortion filters, the sound of Saper’s voice changes 

according to the reader’s relative position. We can  

walk around the spinning sphere in three dimensions, 

and inspect it from all angles, but something about this 

scrutiny seems distinctly odd and reciprocal. This strange 

eyeball of words ‘keeps its eye peeled on the reader  

as it peels away the text you are reading’. What has 

happened to the page?

Introducing Craig Saper’s Global 

Reading supplement
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The logo of Inscrip
tion is th

e spiral: a mark that does  

not end, turning in on itse
lf and out to meet the world;  

a circle
 that never quite retu

rns to its s
tarting point.  

We tak
e our sp

iral directly from the portly stomach  

of Père U
bu, in a 196

4 production of Alfred Jarry’s 

play Ubu Roi, directed by Michael Meschke at the 

Mario
netteatern in Stockholm. The set, designed by  

the Polish, later Britis
h, painter, ill

ustrator, filmmaker 

and stage designer, F
ranciszka Themerson (190

7–198
8), 

was extraordinary, i
ts ic

onography, construction and 

powerful use of lin
e producing an aesthetic impact 

similar to Kurt Schwitters’ M
erzbau in Hannover  

or Pablo Picasso’s G
uernica. We are very grateful  

to Michael Meschke, Daniel Bergströ
m (on behalf of  

the family of Beata Bergströ
m) and Jasia Reichardt, who 

looks after th
e Themerson estate, for their permissio

n to 

reproduce photographs of Michael Meschke’s st
aging of 

the play, taken by photographer Beata Bergström.

For more information on the extraordinary creative 

legacy of Michael Meschke’s production of Ubu Roi  

from 196
4 , please refer to Meschke’s own website,  

the Themerson archive, or the Marionettm
useet  

at the Scenkonstmuseet. 

Franciszka Themerson designed the life-size puppets 

for the Ubu Roi production at the Marionetteatern in 

Stockholm in 1964
 directed by Michael Meschke and 

photographed by Beata Bergström. But this wasn’t 

Franciszka’s first in
volvement with Alfred

 Jarry’s 

Ubu. The production of Kung Ubu happened because 

Michael M
eschke saw the first E

nglish translation of 

Ubu Roi with Franciszka’s drawings, published by 

Gaberbocchus Press, 19
51, a

nd translated by Barbara 

Wright. The Stockholm production was Franciszka’s 

third involvement in the introduction of Jarry’s play 

to an English audience. The second one was a rehearsed 

reading at the ICA, London in 1952
. The production of 

Ubu Roi travelled the world for 25 
years. In

 1969
/70 

Franciska worked on an Ubu comic strip
 which consiste

d 

of 90 frames. T
he Ubu comic was published in Holland, 

France, Ita
ly, Poland and Japan, but even though her 

original text is E
nglish, it w

as never published in the UK.

Mère U
bu and Franciszk

a Themerson, 197
0.

Ubu
 Ro

i, 19
64
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image to
 represent printing as a 

trad
e. Some firms 

instal
led the huge mach

ines d
isplayed at 

the Great 

Exhibitio
n, ch

urning out newspapers 
and books; o

n 

the other h
and, ‘n

early every s
mall t

own [in
 the U

nited 

Kingdom] had its 
printing office, 

turning out a l
ocal 

 

paper in
 additio

n to jobbing work’.3
5  These s

mall-sc
ale 

outfits, l
ike th

ose depicte
d in movie w

esterns, e
nabled  

the im
peria

l re
ach

 of printing.

Many readers 
have pointed out th

at M
oby-D

ick, th
ough  

a ta
le o

f adventure o
n the high seas, is

 set
 in the industri

al 

landscap
e of w

hale oil extrac
tion. The original p

urpose  

of th
e Pequod’s jo

urney is t
o kill m

any w
hales,

 not to
  

kill M
oby-D

ick in partic
ular;

 that i
s only Ahab’s u

lterior 

motive, w
hich cas

ts a
side th

e investors’ p
rofits in

 pursu
it 

of re
venge. I

n the sam
e w

ay, M
elville’

s novel as
 a work  

of art e
merg

ed fro
m a p

artly
 mechanized printing tra

de, 

in which humans w
ere working alongside mach

ines.  

In the year th
at M

oby-D
ick was p

ublish
ed most p

rinting 

firms em
ployed six

 people o
r fe

wer w
hile the la

rgest 
 

firms em
ployed a hundred

 or m
ore.

36  Hundreds  

of hand-co
mposito

rs w
ere hired to keep pace 

with  

printing machines. M
oreo

ver, t
he paper-c

arry
ing boy 

seen
 in the early illu

stra
tions of printing workshops did 

not disap
pear f

rom the pictu
re. 

In 185
6 in

 L. Jo
hnson’s 

Philad
elphia fi

rm, ch
ildren finished the ty

pe made 

by mach
ines. 

In Brita
in, th

e C
hildren’s E

mployment 

Commissio
n of 18

66 condemned the long hours, 

exploitat
ion of ch

ild labour, a
nd unhealth

y working 

conditio
ns in

 many offices.
37  Karl 

Marx
 deplored the 

degrad
atio

n of ch
ild workers 

whose only job was t
o  

feed
 the m

achines w
ith paper.3

8

At th
e sa

me tim
e as printing was becoming mechanized, 

another s
et o

f people b
ecam

e in
tere

sted in using cast-i
ron 

hand-press
es.

39  The idea of producing a printed text fr
om 

all t
he multip

le ‘so
rts’ 

or ch
aracters, u

sing the skill o
f 

one’s 
hand and the sw

eat 
of one’s b

row, is 
the ro

mantic 

impulse which inspired
 the cr

aft r
evival o

f hand-press
 

printing in the later ninetee
nth century. 

Perhaps it
 is 

not su
rprisi

ng, when we th
ink of th

e multip
le b

irth
s of 

Moby-D
ick, th

at t
he re

vivalis
ts lo

oked for in
spirat

ion to 

a period before the in
dustria

l printing of th
eir o

wn tim
e. 

David McKitte
rick

 notes 
that, ‘

[b]y using iro
n hand-

press
es r

ather t
han mach

ine presses [W
illia

m Morris
] 

demonstra
ted the im

portance of th
e skilled

 workman 

having as 
complete control as

 possib
le over h

is ta
sk.’4

0

Others h
ave illu

stra
ted every p

age of M
oby-D

ick, or 

produced furth
er w

orks elucidating Melville’
s so

urces
 

and leg
acy

, or organised
 readathons.4

1  The absorption 

of th
ese 

readers in
 the w

ork is s
ummed up as 

a fe
elin

g 

that ‘M
oby-D

ick is a
 book about everything’.4

2  Without 

their 
tale

nts, 
but w

ith an interest
 in the m

ech
anics 

of 

book productio
n, I t

ook to printing in an effort t
o join 

them. W
e se

em to be at
tempting to constantly refres

h 

our en
counters

 with the w
ork, and for m

e this m
eans 

repeatedly set
ting out th

e le
tter

s an
d then gathering them 

back
 into the ca

ses. F
ar f

rom warn
ing against t

his p
roject, 

the m
ultip

le, c
onfused

 first p
rinting of M

oby-D
ick opens 

the m
ap to new possib

iliti
es and helps to

 show where
  

this n
ew editio

n can
, an

d will, s
tumble in

 mesh
ing human 

craf
t w

ith machine work.

Lette
rpress p

rinters t
oday a

re m
ore supportiv

e of 

newcomers t
han Ben Fran

klin’s e
ighteenth-cen

tury 

workmates
. R

ivalrie
s te

nd to be sublim
ated

 into 

comparis
ons of experti

se and artis
try.

 It i
s fr

om  

this g
roup that I l

earn
, slo

wly, th
e sta

ndard
s of th

e cr
aft.

 

This c
ommunity gives m

inute atten
tion to typograp

hy 

and to the in
finite grad

ations in
 qualit

y of in
k on paper. 

That i
nterest h

as i
nspired

 tentati
ve foray

s in
to illu

stra
tion 

or deco
ration of each

 chapter:
 a m

ock theatr
e poster  

as t
he w

rapper o
f C

hapter 1 
ech

oing Ish
mael’s i

dea o
f 

his v
oyage as

 a sid
e-show to histo

ry’s g
reat

 events; d
ark 

squares 
depicti

ng the ‘b
locks of black

ness’ o
n the night-

tim
e stre

ets 
of N

ew Bedford in Chapter 
2; a

nd, with 

the help of th
e found printing block, th

at p
orten

tous 

painting on the wall o
f th

e Spouter-In
n in Chapter 3,

 the 

‘unacco
untable masse

s of sh
ades a

nd shadows’ p
ossib

ly 

depictin
g a founderin

g ship and exasperated whale.

Only 132
 chapters t

o go.
*

I am
 grate

ful to
 Vero

nica W
atts

, Jo
nath

an Jong, and 

Richard
 Lawren

ce for th
eir a

dvice 
and ass

ista
nce.

35. 
A. E. M

usson, The Typogra
phical

 A ssociation: Origins and Histo
ry up to

 194
9 (L

ondon: O
xford University

 Press, 
195

4), 
p. 19

  

<babel.hath
itru

st.o
rg/cg

i/pt?id
=uc1.$

b67
513
6&view=1u

p&seq
=33

> [ac
cess

ed 26 
June 20

20]
.

36. 
Musso

n, p. 19
.

37. 
Musso

n, p. 82
. 38. W

. Falk, H
. Behren

d, M
. Duparré,

 H. Hahn, &
 F. Zsch

aler
, Karl M

arx: 
Capital. A

 Criti
cal 

Analysi
s  

of C
apital

ist P
roductio

n, London 1887 (
Berli

n, Boston: D
e Gruyter 

Akademie Forsch
ung, 19

90)
, p. 42

4 .  

<doi.org/10
.151

5/9
783

050
063

577
>. 

39. Ja
mes M

oran
, Pr inting P

ress
es: H

isto
ry a

nd Devel
opment fro

m the 15
th Century to 

Modern
 Times  

(London: Faber, 
197

3), p
. 99

.

40. M
cKitte

rick
, ‘C

hanges i
n the Look of th

e B
ook,’ in

 Cambridge H
isto

ry o
f th

e B
ook in Brita

in, VI, pp. 83
–84

.

41. 
Matt K

ish, M
oby-Dick in pictu

res:
 one drawing fo

r ev
ery 

page (P
ortla

nd, O
R: Tin House B

ooks, 2
011

).  

Kish used
 the Signet C

lassic
s editio

n to define th
e pages he illu

stra
ted

. Philip
 Hoare,

 Levia
than, or

, The W
hale 

(London: Fourth
 Estat

e, 2
008

); G
eorge Cotkin, Dive 

Deeper (O
xford: O

xford Universi
ty Press, 

201
2).

42. Kish, M
oby-Dick in pictu

res,
 pp. vi–vii.



5253

Then th
e ‘c

omps’ m
oved fro

m sta
nding at 

the  

composin
g fr

am
e to

 sit
tin

g a
t a keyb

oard
 which

  

punched holes
 in paper t

ape to
 program

me th
e  

cas
tin

g of th
e ty

pe re
quire

d so
lely

 fo
r o

ne p
arti

cular
 

tex
t. L

ike th
e c

omposito
rs a

t L
. Jo

hnson’s o
r R

obert
 

Craig
head

’s i
n th

e 1
850

s m
y ty

pe is
 ca

st b
y mach

ine  

but se
t b

y hand. A
nd lik

e th
e c

omposito
rs i

n Clay
’s  

firm
, w

orking fo
r th

e p
ublish

er B
entley

 in
 London,  

the ty
pe th

at I
 am

 set
tin

g w
ill b

e u
sed

 direc
tly 

for 

prin
tin

g.

Bibliograp
hers

 looking a
t b

ooks m
ade e

arly
 in the h

and-

pres
s p

erio
d – th

at i
s, w

ell 
befo

re 
the p

ublica
tio

n date
 

of M
oby-D

ick
 – g

enera
lly m

ake a
 point o

f co
untin

g th
e 

pages 
in ea

ch gath
erin

g an
d notin

g th
e n

umber 
in ea

ch. 

It’s
 a v

ers
ion of k

ick
ing the ty

res
 on a c

ar; 
we e

xpect
 a 

cer
tain

 number, 
and if t

hat i
s n

ot fo
und so

me in
quiry

 will 

be m
ade in

to th
e r

eas
on. T

he p
rofile o

f th
e q

uires
, ca

lled
 

a c
ollat

ion, is
 giv

en in
 th

e fu
ll b

ibliogra
phica

l d
esc

rip
tio

n 

of a 
book. It

 rec
ords al

l th
e q

uires
, to

 which
 by tr

aditio
n 

the p
rin

ter
s g

ave m
ark

ings o
f si

ngle o
r m

ultip
le l

ett
ers

 

(for in
sta

nce 
A, or b

b, or C
CC), a

nd th
e n

umber o
f 

lea
ves

 in ea
ch. T

he c
ollat

ion fo
r a

 sh
ort b

ook fro
m 

the fi
ftee

nth ce
ntury 

might lo
ok lik

e th
is: 

a–d8 
e6 

f4. 

Arriv
ing, te

xtu
ally

, at
 ‘T

he S
pouter

-In
n’ (N

ew
 Bedford, 

Mass
ach

uset
ts, 

and Chapter
 3 o

f M
elv

ille
’s n

ovel) 
 

I re
alis

ed th
at I

 co
uld be g

iving sig
natu

re m
ark

s to
 th

e 

gat
herin

gs.
 The o

ste
nsib

le p
urpose 

of th
is w

ould be to
 

indica
te t

o th
e b

inder w
hich

 sh
eet

s w
ere

 to be in
clu

ded 

in th
e q

uire
, and in

 which
 order.

 The tw
o first 

editio
ns  

of M
oby-D

ick
 have th

ese
 mark

ings. T
he E

nglis
h first 

editio
n was is

sued in th
ree

 vo
lumes, 

and ea
ch begi

ns  

with
 sig

nature 
‘B’, t

he u
nsign

ed sig
natu

re [
A] h

aving 

tak
en up th

e p
reli

minarie
s o

f th
at v

olume. T
he A

meri
can

 

first 
editio

n, is
sued in one v

olume, i
s si

gned 1, 
1*,

 2, 
 

and so
 on, an

d we a
rriv

e a
t si

gnatu
re 2

7* 
by th

e e
nd.

What a
 va

nity
 it 

is t
o mark

 th
e s

ignatu
res

 in my e
ditio

n, 

which
 has n

o in
teg

rity
 as

 a v
olume b

ut w
ill r

ely
 on th

e 

numberin
g o

f ch
apter

s, p
age

s, a
nd sig

natu
res

 to
 hold  

the te
xt in

 order. 
It w

ill m
ake a

 ve
ry irr

egular 
collat

ion  

for a 
librarian

 to
 rea

d. So
 far, i

t w
ould look lik

e th
is:

?? (
The p

reli
minaries

, not ye
t p

rin
ted

, so
 th

e n
umber 

of le
aves i

n th
is q

uire 
is s

till
 unknown, an

d the 

signatu
re m

ark
 m

ay be ¶
, α,

 a, 
or w

hat y
ou plea

se)
 

[A–B
4 ] (P

age
s 1

 to 16
, C

hapter
 1 a

nd 2. 
Each

 of th
e 

first 
two ch

apter
s is

 made o
f tw

o sh
eet

s fo
lded once,

 

to make fo
ur le

ave
s w

ith
 one p

age o
n ea

ch sid
e, t

hat 

is e
igh

t p
ages 

in to
tal.

 No sig
natu

re m
ark

ings, s
o th

e 

lett
ers

 ar
e g

ive
n in

 sq
uare

 brackets
.) C

12  (A
t la

st, 
a 

signed quire
. A

fter
 the fi

rst 
two res

tle
ss s

tar
ts t

o th
e 

journey, w
e h

ave
 a m

ore l
eisu

rel
y tw

enty-four p
age

s 

in th
e N

ew
 Bedford board

ing house, 
and on page 

40
 finally

 fal
l as

lee
p with Ish

mael
 an

d his s
hipmate

 

Queeq
ueg.)

4. 
Re

ad
ing

 fo
r p

rin
tin

g, 
 

or
 p
rin

tin
g 
for

 re
ad

ing

Merv
eill

e e
st k

’om la 
mer 

ne h
et,

 

Qui si
 am

er 
mal e

n m
er s

et 

[It 
is a

 wonder 
that m

an does n
ot h

ate
 th

e se
a,  

when he k
nows th

at s
uch bitte

r ev
il is

 at 
sea

]

(Trist
an an

d Y
seu

t, C
arli

sle 
fra

gment,  

disco
ver

ed 19
95

)3
1

That s
am

e im
age, w

e o
urse

lves s
ee 

in all
 riv

ers
 an

d 

ocea
ns. I

t is
 th

e im
age

 of th
e u

ngras
pable p

hantom  

of lif
e; a

nd th
is i

s th
e k

ey 
to it 

all.

(M
oby-D

ick
, C

hapter
 1, 

p. 3)

Mayb
e a

n in
evi

tab
le e

ffect
 of re

-re
ading th

e b
ook to

o 

often
 is 

a ten
dency to see

 sig
ns a

nd porten
ts i

n all t
hings. 

You rea
lly do know what’s

 co
ming next.

A ret
rospect

ive ju
stifi

cat
ion for th

e p
rin

tin
g projec

t m
ight 

be th
at p

rin
tin

g a
 book is 

a w
ay of re

ading it 
afr

esh
, an

d 

more c
are

fully.
 But is

 th
e co

mposito
r re

ally
 re

ading 

the c
opy? 

Many o
f m

y para
gra

phs ar
e se

t w
ith

 gre
ate

r 

atte
ntio

n to
 th

e sp
aci

ng th
an to

 th
e w

ords. A
fter

 all, 
the 

words a
re t

he a
uthor’s 

(up to
 a point) w

hile 
the sp

aci
ng is 

where
 co

mpete
nt ty

pese
ttin

g will 
show. C

ontra
ste

d with
 

31.
 Sebast

ian I. 
Sobeck

i, T
he S

ea 
and M

ediev
al E

ngli s
h L

iter
atu

re (
Woodbrid

ge:
 

Boydell 
& Brew

er, 
20
07

), p
 66

.

32.
 Cald

er, p
p. 51

–94
.

this t
hought is

 an
 idea t

hat s
omehow the ac

t of se
ttin

g 

every
 word an

d mark
 of punctu

ation, however c
onfused

 

in tra
nsmissi

on, w
ill r

eveal 
the b

ones o
f M

elvi
lle’s

 

lan
guage and the fa

mily 
rese

mblan
ce to

 th
e sk

elet
ons  

of his a
nces

tors. 
We k

now that M
elville

 was p
rofoundly 

influenced
 by h

is r
ead

ing o
f Shakesp

eare.
32  Leav

e th
e 

specu
lato

rs t
o co

nsider t
he symbolism

 of th
e w

hale;
  

this e
ffort a

t prin
tin

g is a
 ch

ance to wallo
w in the 

words. I
s it

 the so
nority

 of M
elv

ille
’s la

nguage, h
owever 

borro
wed, w

hich gives t
he b

ook its
 prophetic

 tone?

That o
nce f

ound out, a
nd all

 the re
st w

ere
 plain

.  

But st
op; does i

t not bear
 a f

aint re
sem

blan
ce t

o  

a g
igantic 

fish? ev
en the g

rea
t le

viath
an himself?

(M
oby-D

ick,
 Chapter 

3, p
. 12

)

Ham
let:

 M
eth

inks it
 is l

ike a w
eas

el. 

Polonius: I
t is

 back
’d lik

e a w
eas

el. 

Ham
let:

 Or li
ke a 

whale.
 

Polonius: V
ery

 lik
e a 

whale.

(Willia
m Shakesp

ear
e, H

amlet,
 an

d quoted in the 

preli
minary

 sectio
n of M

oby-D
ick,

 which
 was prin

ted
  

as a
 postsc

rip
t in

 th
e E

nglis
h ed

itio
n, ‘E

xtra
cts.

 Supplied
 

by a s
ub-su

b-lib
rari

an,’ p
. xiii)

As th
e p

roject
 goes o

n, it 
is p

ossib
le t

o fee
l m

ore 

adventurous. F
ollowing p

ath
s away fro

m th
e n

ovel’s  

text
 is a

 way to make th
e p

rintin
g a s

tartin
g point fo

r 

other r
ead

ing. It
 help

s to
 seek out differe

nt so
urce

s  

of ill
uminatio

n an
d to list

en to voices
 tel

ling sto
ries  

that a
re n

ot M
elv

ille
’s.

[Ish
mael st

eps o
ver t

he th
resh

old of th
e A

fric
an-

Americ
an ch

urch in New Bedford] A
 hundred

 black
 

face
s tu

rned round in their 
rows to

 peer
 […

] an
d the 

prea
cher’s 

tex
t w

as a
bout th

e blac
kness 

of dark
ness, 

and the weep
ing an

d waili
ng an

d teeth
-gnash

ing th
ere

.

(M
oby-D

ick,
 Chapter 

2, p
. 9)

And now in his m
oaning, a

nd so
 far

 fro
m an

y help
,  

he h
ear

d it i
n himself

 – it r
ose f

rom his b
leed

ing,  

his c
rac

ked-open heart.

[…
]

Where 
shall 

I go
?

There
 was n

o answer. 
There

 was n
o help

 or heali
ng in 

the g
rav

e, no answer i
n the darkness, 

no speec
h fro

m 

all 
the co

mpany. They looked backward. A
nd Jo

hn 

looked back
, se

ein
g no deliv

erance.

I, Jo
hn, sa

w the fu
ture, 

way u
p in 

the m
iddle o

f th
e air.

Were
 the la

sh, th
e d

ungeon, an
d the n

ight fo
r h

im? 

And the sea
 for h

im? A
nd the grav

e for h
im?

( Jam
es B

ald
win, G

o T
ell I

t O
n T

he M
ountain

, 19
52)

33

5. 
Th

e C
ha

pe
l

In prin
ting term

s, t
he ‘c

hapel’ w
as th

e p
rinting-house, 

and by ex
ten

sion the o
rganizat

ion of jo
urneym

en in one 

firm. Benjam
in Fran

klin ex
plain

s in
 his A

utobiography 

how, as
 a j

ourneyman prin
ter in

 London in the m
id-

eightee
nth cen

tury, 
he m

ade himself
 unpopular 

by 

refu
sin

g to ‘tr
eat

’ his f
ello

w workers 
to drin

k an
d in 

exchange ‘h
ad so many litt

le p
iece

s of private
 misch

ief 

done m
e, by mixing my sorts,

 tra
nsposin

g my pages, 
 

[…
] if 

I w
ere

 ev
er s

o litt
le o

ut o
f th

e ro
om, an

d all 

asc
ribed to the ch

appel g
host’.

34

Survivin
g pictu

res 
of w

orkshops in
 the fi

rst 
cen

tury  

of prin
ting in Europe g

enera
lly feature t

he d
iffere

nt 

workers 
each perfo

rm
ing their in

terdependent ta
sks:  

two set
ting type, a

nother p
air 

operati
ng the p

ress
, a 

read
er c

orre
ctin

g the p
roofs, 

and a boy car
rying a sta

ck  

of paper. F
ran

klin’s m
em

oir r
eveals

 that r
elat

ions w
ere

 

not al
ways

 so harm
onious. D

urin
g the n

inetee
nth cen

tury 

the p
rolife

rati
on of prin

t an
d increa

sin
g m

ech
anizatio

n 

changed the p
ictu

re e
ven furth

er. 
There

 was n
o sin

gle 

33. Ja
mes B

aldwin, G
o T

ell 
It O

n th
e M

ountain
 (N

ew York: V
intage 

Intern
atio

nal, 
201

3), 
pp. 20

3–2
04

.

34
. Benjam

in Franklin, The A
utobiography of B

enjamin Franklin
 (Lern

er P
ublish

ing Group, 20
18)

, p. 31
.  

<ebookcentral.proquest.
com/lib

/oxford/deta
il.a

ctio
n?docID

=54
44
970

> [ac
ces

sed 20
 June 2

020
].
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3. 
Ca

sti
ng

 o
ff

Estim
ati

ng a
 book’s

 len
gth

 by
 co

untin
g t

he w
ords 

in 
the c

opy a
nd co

mputin
g t

he
 le

ngth
 of th

e w
hole,

 

base
d on t

he s
ize

 of p
ap

er,
 th

e f
orm

at,
 an

d th
e s

ize  

of ty
pe t

o be u
sed

. T
his

 proces
s a

llo
ws th

e p
rin

ter
  

to 
est

im
ate

 co
sts

 an
d order 

the r
igh

t a
moun

t o
f  

paper;
 it 

als
o perm

its 
co

mposit
ion

 by f
orm

es.
25

Tow
ard

s th
e e

nd of t
hat 

first
 ch

apt
er 

Ish
mael

 im
agi

nes 

his p
rojec

ted
 vo

yag
e a

s ju
st o

ne i
tem

 on a g
ran

d ‘
bill’

 

of th
e u

nivers
e’s

 ev
ent

s, m
odell

ed
 in

 his i
magi

na
tio

n on 

the
atr

ica
l p

lay
bills

 w
hich

 in
ter

sp
ers

ed
 th

e t
itle

s o
f c

omic 

tur
ns o

r d
an

ces
 betw

een
 th

e g
ran

d tra
ged

ies
. S

ett
ing 

thi
s c

hap
ter

 in
 20
16

, it
 was 

a s
hock to

 re
co

gn
ize

 ev
en

ts 

tha
t M

elv
ille

 had
 ch

osen
 fro

m his 
own day 

as 
oddly

 

con
tem

porar
y:

‘G
ran

d C
on

test
ed 

Elec
tio

n fo
r th

e P
res

ide
ncy 

 

of 
the

 U
nit

ed 
Sta

tes
.

‘W
hali

ng V
oyag

e b
y o

ne I
shmael

.

‘BLOODY B
ATTLE IN

 A
FFGHANISTAN.’ (

p. 6)

As if
 to

 an
sw

er 
the p

roblem
 of h

ow
 to

 be t
im

ely
 in

 an
 

unen
ding p

roj
ect

 ca
me a

 piec
e o

f a
dvic

e f
rom a 

can
ny 

boo
ksel

ler
: ‘I

ssu
e i

t in
 ch

ap
ter

s.’ 
Afte

r th
e fi

asc
o of th

e 

exc
ise

d pass
age

s, a
 se

co
nd fa

lse
 st

art
 had 

been
 to

 co
ncei

ve 

of th
e b

ook as
 a s

eri
es 

of re
gu

lar
 qu

ire
s, o

r g
ath

eri
ngs,

  

of si
xte

en
 page

s. T
o be

 su
re,

 th
is i

s th
e w

ay
 books  

were
 m

ade
 fo

r c
en

turie
s: d

ivi
de u

p th
e w

ork in
to  

reg
ular

 se
cti

ons o
f so

me e
ven

 number 
of p

age
s a

nd
 

ens
ure 

that 
a r

egu
lar

 am
ount o

f p
ap

er 
was 

provid
ed

 fo
r 

eac
h re

gu
lar

 am
ount o

f ty
pese

t t
ext. L

ast
 of a

ll, 
ad

d th
e 

tric
ky p

rel
im

inari
es:

 th
at 

las
t-m

inute 
dedi

cat
ory 

let
ter

, 

and
 th

e i
ndex,

 an
d so

 fo
rth

. T
hat 

was 
the r

outin
e f

or 
 

any
 sin

gle
 boo

k. B
ut ta

king a 
lar

ge
r v

iew
, th

e p
rac

tic
e  

of p
rin

tin
g is 

not o
nly a

bout 
prog

res
sin

g s
tea

dily
 th

rough
 

one 
book a

fte
r a

nother.
 It

 is 
ab

ou
t sa

tisf
yin

g t
he d

em
an

ds 

of a
uthors 

an
d re

ad
ers

. T
o be

 blunt, y
ou ne

ed
 to

 brin
g 

som
eth

ing
 to

 m
ark

et.

A re
gu

lar
 se

quen
ce 

of g
ath

eri
ngs o

f a
 unifo

rm
 siz

e w
ou

ld 

neat
ly 

pa
rce

l o
ut th

e w
eek

s a
nd ye

ars
 of c

ompositi
on 

ahe
ad

, b
ut w

hen
 I s

tar
ted

 on a
 six

tee
n-page

 (e
igh

t-l
eaf

) 

gat
heri

ng
 I f

ound m
yse

lf s
ett

ing porti
ons o

f C
hap

ter
 1 

and
 C

hapt
er 
3 t

oget
her.

 T
o c

ontin
ue in

 th
is w

ay 
would 

mean
 th

at 
alm

ost e
ver

y q
uire

 w
ould co

ntai
n p

art
s o

f  

tw
o or m

ore 
ch

ap
ter

s. N
othing

 ab
ou

t th
e b

oo
k would

 be 

finish
ed

 un
til 

the fi
nal 

ch
apt

er.
 Stan

ding a
t th

e c
omposin

g 

fra
me, I

 w
ondere

d w
ho w

ould pursu
e s

uch
 a 

projec
t –

  

the
 w

hole 
boo

k, an
d noth

ing but th
e w

hole 
book. 

 

Ahab
 want

s t
o s

lay
 th

e w
hite

 w
hale

, an
d only

 th
at.

  

I w
ould se

t m
y s

igh
ts 

lower,
 be a

n Ish
mael

, an
d ta

ke  

eac
h ch

ap
ter

 as
 it 

shou
ld co

me. T
his m

ean
t c

onsid
eri

ng 

eac
h ch

ap
ter

 as
 a 

litt
le 

booklet
 ev

en
 if 

these
 w

ere
 of

 

differe
nt le

ngth
s. I

t w
ould be m

ore 
modular

 th
an

 th
e 

prin
tin

g w
ork on th

e o
rig

inal e
ditio

n but, f
or e

ach
 booklet

 

to 
have

 in
teg

rit
y, 

it w
ould st

ill 
req

uire
 co

nsid
era

tio
n of 

the
 te

xt a
s o

ccu
pyin

g g
roups o

f c
onjoined

 le
ave

s r
ath

er 

tha
n in

 a 
seq

uen
ce 

of in
divi

dual 
page

s.

If y
ou fo

ld a 
piec

e o
f p

aper 
tw

ice
 yo

u w
ill 

cre
ate

  

a b
ookle

t o
f e

igh
t p

age
s. N

ow number 
these

.  

W
hen

 yo
u o

pen
 th

e p
ap

er,
 page

s 1
, 4

, 5
, an

d 8 
 

will 
be o

n on
e s

ide, 
an

d page
s 2

, 3
, 6

, an
d 7 

on
 th

e  

other 
sid

e. T
his i

s th
e m

odel o
f th

e g
ath

eri
ng a

s s
een

  

by t
he c

omposi
tor. P

age
s 2

 an
d 3 

will 
be j

oined
 at

 th
eir

  

head
 an

d p
ag

es 
1 a

nd 8 
will 

neig
hbou

rs 
on th

e s
heet

. 

One 
proble

m fo
r t

he c
om

posito
r, w

hen
 lo

okin
g a

t te
xt  

in 
this w

ay
, is

 figu
rin

g o
ut w

here
 to

 brea
k th

e t
ext

 to
  

fit o
nto th

e p
age

s. I
deal

ly th
e t

ext
 sh

ould be d
istr

ibuted
 

eve
nly,

 th
ough

 th
ere

 is 
lee

way 
for

 th
e fi

rst
 an

d la
st 

page
s 

of a
 ch

ap
ter

. M
ost o

f a
ll, 

the c
om

posito
r sh

ould 
know

 

how
 to

 m
ak

e t
he p

age
s a

ppear
 to

 m
atc

h, w
ith

 sp
eci

al 

att
en

tio
n give

n to
 fa

cin
g p

age
s, t

ryi
ng n

ot 
to le

av
e t

he  

first
 or la

st 
lin

e o
f a

 para
grap

h st
ran

ded
 ac

ross 
a p

age
 

brea
k. T

his p
lan

ning sh
ould ta

ke p
lac

e b
efo

re 
the

 

com
positi

on beg
ins, a

nd
 it 

will 
ultim

ate
ly 

dete
rm

ine  

how
 w

ell 
tw

o f
aci

ng p
age

s w
ill 

bala
nce 

eac
h other 

an
d,  

to 
speak

 in
 prac

tic
al 

ter
ms, w

heth
er 

the t
ex

t w
ill 

fit w
ith

in 

the
 publish

er’
s b

udget 
for p

ap
er.

25
. ‘c

ast
ing o

ff co
py,’ i

n The O
xfo

rd Com
pan

ion
 to

 th
e B

ook
 [o

nlin
e] 

<oxfo
rdref

ere
nce.

com/vi
ew

/10
.10
93

/

acr
ef/
97
80
19
86
06
53
6.0
01

.00
01

/ac
ref

-97
80
19
86
06
53
6-e

-09
22

> [a
cce

sse
d 20

 Ju
ne 2

02
0].

The p
aper 

I a
m usin

g will 
be c

ut s
o th

at 
four p

age
s  

are
 prin

ted
 on

 ea
ch sh

eet
, tw

o on ea
ch sid

e o
f th

e  

paper.
 As m

any o
f th

ese
 fo

lded sh
eet

s a
s re

quire
d  

can
 be n

est
ed in

to ea
ch sin

gle
 gath

eri
ng th

at 
will  

be a
 ch

apter
. T

ech
nica

lly
, it

 w
ill 

be a
 fo

lio
, be

cau
se 

eac
h sh

eet
 of p

aper 
is o

nly f
olded once.

 Unlik
e t

he 

Shakesp
ear

e F
irst

 Folio
 which

 is 
a ‘f

olio
 in

 six
es,

’ w
ith

 

three
 sh

eet
s n

est
ed to

geth
er 

to m
ake s

ix lea
ves

 or t
welv

e 

pages 
in to

tal
, th

e n
umber 

of le
aves 

an
d pages 

in m
y 

gat
heri

ngs 
will 

var
y ac

cording t
o t

he le
ngth

 of th
e c

hapter
. 

All t
he s

am
e, l

ike t
he J

agg
ard

s, I
 need

 to
 ca

lcu
lat

e a
head

, 

or c
ast

 off, th
e t

ext
 of th

e c
hapter

 to
 deci

de h
ow m

any 

sheet
s a

re 
req

uire
d. C

ast
ing o

ff als
o aff

ect
s h

ow w
ork 

procee
ds w

ith
in th

e c
hapter

s. T
o m

ake a
 fo

rm
e r

ead
y  

for th
e p

res
s, t

he c
omposito

r a
im

s to
 prep

are
 all

 th
e  

tex
t to

 be p
rin

ted
 on one s

ide o
f a 

sheet
 of p

aper,
 wheth

er 

this i
s o

ne, t
wo, fo

ur, o
r e

igh
t o

r m
ore 

pages.
 Looking 

back
 at 

the m
odel b

ooklet
 of a 

gath
eri

ng, w
e c

an se
e 

that 
the p

ag
es 

on eit
her 

sid
e w

ill 
be n

on-se
quentia

l. 

The c
omposit

or 
fac

es 
a c

hoice
 betw

een
 se

ttin
g th

e t
ext

 

ser
iat

im
 (p

ages 
1 t

o 8 
in order)

 or se
ttin

g a
ll o

f o
ne s

ide 

of th
e s

heet
 (p

age
s 2

, 3
, 6

, 7
 first)

. T
he a

nsw
er 

might  

be p
red

ete
rm

ined if 
the w

orks
hop has 

a fi
nite 

supply  

of le
tte

rs i
n th

e t
ypefa

ce 
req

uire
d.

For m
odern

 user
s o

f w
ord proces

sor
s o

r ty
pew

rite
rs, 

lett
ers

 an
d se

nten
ces

 ap
pear

 in
 an

 unen
ding str

eam
  

of k
eys

tro
kes.

 This w
as 

not th
e e

xperi
ence 

of th
e h

and 

composito
r, w

ho co
uld find th

e ty
pe-c

ase
 em

ptying aft
er 

set
tin

g a f
ew

 page
s o

f te
xt. 

For m
uch of th

e h
and-pres

s 

peri
od, an

y sin
gle

 firm
 had a l

im
ite

d su
pply o

f ty
pe t

o  

be r
eused

 w
ith

in ea
ch book a

nd betw
een

 differe
nt b

ooks. 

I h
ave

 m
ore 

than one c
omplet

e c
ase

 of ty
pe, t

ruly a
 lar

ge 

am
ount fo

r a
n am

ate
ur, a

nd it 
is e

nough
 to

 se
t al

most –
 

but n
ot q

uite
 – fo

ur p
ages 

of th
is e

ditio
n at

 once.
26

Depending o
n th

e s
upply o

f ty
pe in

 th
e w

orkshop an
d  

the o
rganisa

tio
n of w

ork at 
the t

im
e, t

he c
omposito

r 

might n
eed

 to
 use 

the ty
pe o

nly in
 th

e o
rder 

that i
t is

 

req
uire

d fo
r p

rin
tin

g. I
t d

oes 
not 

rea
lly

 m
att

er 
which

  

sid
e o

f th
e s

heet
 is 

set
 first,

 let
 us s

ay 
(heed

ing th
e a

dvice
 

of th
e s

ocia
l p

syc
hologis

t) p
ag

es 
2, 
3, 
6, 

and 7. 
Once 

that 

sid
e is

 prin
ted

, th
e ty

pe c
an be r

edistr
ibu

ted
 in

to th
e c

ase
s 

and used
 ag

ain
 to

 se
t p

ages 
1, 8

, 4
, an

d 5. 
This p

rac
tic

e, 

set
tin

g one s
ide o

f th
e s

heet
 fo

r p
rin

tin
g b

efo
re 

set
tin

g  

the o
ther,

 is 
cal

led
 co

mpositi
on by f

orm
es.
27  A deta

iled
 

stu
dy of th

e F
irst

 Folio
 ed

itio
n of S

hakesp
ear

e f
ound  

the s
am

e d
am

aged ‘so
rts’

 or in
divi

dual l
ett

ers
 re

currin
g  

in a p
att

ern
 th

at 
showed th

e p
ag

es 
were

 not se
t a

cco
rding 

to th
e p

age
 number,

 but ac
cording t

o th
e s

ide o
f th

e s
heet

 

on which
 th

ey 
would be p

rin
ted

.2
8  I w

ill 
fre

quen
tly

 be 

set
tin

g non-se
quentia

l te
xt 

beca
use 

eve
n in

 a g
ath

eri
ng  

of tw
o or th

ree
 sh

eet
s, o

nly t
he m

iddle s
heet

 w
ill c

on
tain

 

four c
onsec

utiv
e p

ages.

At th
e ti

me t
hat 

Moby
-D

ick
 was 

first 
prin

ted
 th

e 

rel
ati

onship betw
een

 typ
e-f

ounding, co
mpositi

on,  

and prin
tin

g – differe
nt st

age
s in

 th
e li

fe 
of a

 piec
e o

f 

type –
 was 

chan
gin

g. 
We h

ave
 al

rea
dy s

een
 th

at p
owere

d 

pres
ses

 were
 sp

eed
ing u

p prin
tin

g. B
y t

he m
iddle o

f th
e 

ninete
enth ce

ntury 
the m

ech
anizati

on of ty
pe-f

ounding 

and th
e s

prea
d of st

ere
otyp

ing w
as 

incre
asi

ng th
e s

upply 

of p
rin

tab
le s

urfa
ces

. G
ode

y’s 
Lady’

s B
ook

 re
porte

d in
 

18
56

 fro
m L. Jo

hnson an
d Co.’s 

Type a
nd Ster

eotyp
e 

Foundry 
in Philad

elp
hia, 

an es
tab

lish
ment w

hich
 m

ust 

have
 been

 ca
rry

ing o
ut si

milar
 opera

tio
ns to

 Rober
t 

Crai
ghead

’s i
n N

ew
 York. A

t th
at 

tim
e J

ohnson’s fi
rm

 

opera
ted

 th
irty

 ca
stin

g m
ach

ines 
an

d em
ployed

 m
en  

and als
o ch

ild
ren

 fo
r ‘fi

nish
ing’ th

e t
ype b

y tri
mming  

off th
e je

t o
f e

xtra
 m

eta
l th

at e
merg

es 
fro

m th
e m

ould, 

and ‘d
res

sin
g,’ 

or c
uttin

g a
 gr

oov
e a

long t
he s

hank  

of th
e ty

pe t
hat 

indica
tes

 th
e b

ott
om of th

e c
hara

cte
r.  

The s
ter

eotype d
epart

ment a
t L

. Jo
hnson’s r

eproduced
 

type-s
et 

tex
t a

nd th
e e

lec
tro

type d
epart

ment m
ade  

meta
l co

pies
 of w

oodcuts o
r w

ood-en
gra

vin
gs.

 Opera
tio

ns 

like t
hese

 w
ere

 th
e s

ource
 of p

rin
tab

le r
elic

s th
at 

survi
ve 

today, lik
e t

he s
perm

 whale
 ill

ustr
ati

on.29

The s
upply o

f ty
pe a

nd im
ages 

for p
rin

tin
g w

as 
thus 

beco
ming m

ech
an

ize
d, b

ut in
 18
51

 co
mpositi

on was 

stil
l d

one b
y h

and, ev
en in

 Crai
gh

ead
’s a

nd Jo
hnson’s 

est
ablish

men
ts, 

in a r
oom filled

 with
 ‘h

undred
s u

pon 

hundred
s o

f c
ase

s […
] o

f ty
pe’.

30  It 
was 

only in
 th

e  

18
90

s th
at t

he r
ole

s o
f th

e c
omposit

or 
and th

e ty
pe-

founder 
would be t

ran
sfo

rm
ed by th

e c
ombinati

on  

of th
ese

 tw
o proces

ses
 in

to m
ech

anica
l ty

pe-s
ett

ing.  

26
. T

he t
ypefa

ce 
is D

ante o
n a 1

4-p
oint b

ody. F
rom a l

ett
er 

of M
elv

ille
 to

 Ever
t D

uyckinck, 

24
 Feb 18

49
: ‘I

 am
 m

ad
 to

 th
ink how m

inute 
a c

ause 
has 

prev
ented

 m
e h

ith
ert

o fro
m re

ading 

Shakesp
ear

e. B
ut u

ntil 
now, e

ver
y c

opy t
hat w

as 
come-a

tab
le t

o m
e, h

appened
 to

 be in
 a v

ile 
sm

all 

prin
t u

nendurab
le t

o m
y e

yes
’. Q

uoted
 by Alex

 Cald
er,

 ‘H
erm

an M
elv

ille
’, i

n Emers
on

, M
elv

ille
, 

James, 
Berr

ym
an: G

rea
t Sh

akes
pearea

ns V
olu

me V
I I I

 ed
. b

y P
. R

aw
lin

gs 
(London: C

ontin
uum, 

20
11

), p
p. 51

–94
 (p

. 52
).
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ompositi
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 by f
orm
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’ in

 The O
xford Com

pan
ion t

o th
e B

ook [o
nlin

e] 
<ezp

roxy-
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n.ox.a
c.u
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/

vie
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/ac
ref
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28
. G

abrie
l E

gan, T
he S

tru
ggle f

or 
Sh

akes
pea

re’
s T

ex
t: T

went
iet

h-C
en

tury 
Edito

ria
l T

heo
ry 

an
d P

ractic
e 

(Cam
brid

ge:
 Cam

brid
ge U

nive
rsit

y Pres
s 2
01
0),

 pp. 73
–75

. <
doi:10

.10
17

/C
BO9

78
05
11
78
17
42

.00
5>

.
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. Jo
hnson & Co.’s 

Type a
nd Ster

eotyp
e F

oundry,
 Sansom Stre

et, 
Philad

elp
hia’,

 

Godey’
s L

ady’
s B

ook
 52

, n
o. 4

, (1
 April 

18
56

), p
p. 29

9–30
5. <

sea
rch

.eb
sco
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om/lo
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x?dire

ct=
tru

e&
db=h9
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AN=5

12
44
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site
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ces
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 20

 Ju
ne 2

02
0].

30
. G

odey’
s L

ady’
s B

ook
 52

, n
o. 4

, p
. 30
2.



49 48

M
ath

em
ati

ca
l c

alc
ula

tio
ns

 of
 th

e w
idt

h o
f e

ac
h l

ett
er 

 

an
d t

he
 nu

m
ber 

of
 sp

ace
s c

ou
ld 

tel
l y

ou
 ho

w m
an

y  

of 
th

e w
or

ds i
n th

is 
sen

ten
ce

 w
ill 

fit 
on

 a 
lin

e o
f a

 ce
rta

in 

widt
h a

nd
 how

 la
rge

 th
e s

pa
ce

s s
ho

uld 
be

 be
tw

ee
n t

hos
e 

wor
ds. 

Tho
se 

are
 th

e c
alc

ula
tio

ns p
erf

or
med

 fo
r e

ve
ry

 

lin
e o

f a
 han

d-se
t t

ex
t, n

ot 
us

uall
y m

ath
em

ati
ca

lly
 bu

t  

by
 a 

ha
pti

c p
ro

ces
s o

f ju
dg

ing
 th

e t
igh

tn
ess

 of
 th

e l
ine. 

The
 co

mpo
sit

or
 se

ek
s t

o f
ee

l th
e t

en
sio

n in
 th

e l
ine  

of 
typ

e h
eld

 to
ge

th
er 

in 
th

e c
om

po
sin

g s
tic

k a
s t

he
 la

st 

pie
ce

 is
 pu

sh
ed

 ho
me. 

Rec
og

niz
in

g t
he

 re
qu

ire
d t

en
sio

n 

is 
th

e k
ey

 to
 pr

ev
en

tin
g p

ro
ble

m
s l

ate
r. 

Only 
lin

es 
of 

ex
ac

tly
 eq

ual 
len

gth
s w

ill 
mak

e a
 pe

rfe
ct 

lar
ge

 re
cta

ngle
 

fro
m al

l th
e t

iny
 re

cta
ng

ula
r p

iec
es 

of 
typ

e. 
The

 li
ne

s 

ne
ed

 to
 be

 lo
ck

ed
 up to

ge
th

er 
in a 

fra
me w

ith
 sq

ua
re-

sec
tio

ne
d w

oo
den

 ro
ds o

r ‘
fur

nit
ur

e’ 
so

 th
at 

th
e w

hole
 

pa
ge

 ca
n b

e l
ift

ed
 an

d p
ut 

on
to 

th
e p

res
s. 

Any
 va

ria
tio

n 

res
ult

s i
n l

oo
se 

lin
es 

in 
the

 fo
rm

e, 
ch

ara
cte

rs 
dr

op
pin

g  

off t
he e

nd
s o

f li
ne

s, 
an

d a
n u

nr
av

ell
ing d

isa
ste

r.

The
 op

por
tu

niti
es 

for
 er

ro
r i

n c
om

po
sin

g ty
pe a

re 

nu
mero

us
: e

ye
-sk

ip 
in 

fol
low

ing
 th

e c
op

y t
hat 

lea
ve

s 

ou
t a

 w
or

d o
r a

 w
ho

le 
lin

e; 
sel

ec
tin

g a
 le

tte
r f

ro
m

  

the
 w

ro
ng

 co
mpart

men
t i

n t
he

 ty
pe c

ase
; s

ele
cti

ng
  

a l
ett

er 
th

at 
was 

rep
lac

ed
 in

 th
e w

ro
ng

 co
mpart

men
t  

(an
d w

ro
ng

ly 
rep

lac
ing

 it
 yo

ur
sel

f i
n th

e fi
rst

 pl
ace

); 

pla
cin

g a
 le

tte
r u

ps
ide

 do
wn i

n th
e l

ine s
o t

ha
t ‘r

ea
ds’ 

rea
ds a

s ‘
rea

ps’. 
But t

he
 pitf

all
s g

o f
ar 

be
yo

nd
 ge

tti
ng 

let
ter

s i
n t

he
 w

ro
ng or

der.
 L

oo
k at

 on
e o

f th
e m

os
t 

stu
died

 pr
in

ted
 bo

ok
s o

f a
ll, 

th
e fi

rst
 F

oli
o e

diti
on

  

of 
Sh

ak
esp

ea
re’

s p
lay

s. 
Leav

ing
 as

ide
 th

e v
ari

ati
on

s  

in 
sp

ell
ing

s o
f w

or
ds o

cc
asi

on
ed

 by h
av

ing
 tw

o o
r  

mor
e c

om
po

sit
ors 

who c
ou

ldn
’t a

gree
, o

r t
he

 ob
vio

us
 

err
or

s f
or

 w
hic

h t
he h

ap
les

s ‘
Com

posi
tor

 B’ is
 bl

am
ed

,  

the
 pr

ob
lem

s f
or

 th
e F

oli
o p

rin
ter

s –
 th

e J
ag

ga
rd

s –
 

be
ga

n i
n t

he a
sse

mbly
 of

 th
e c

op
y i

tse
lf, 

th
e t

ex
t t

o  

be
 prin

ted
. I

t w
as 

no e
asy

 m
att

er 
to 

ga
th

er 
ev

ery
th

ing
 

W
illi

am
 Sh

ak
esp

ea
re 

ha
d w

rit
ten

 fo
r t

he
 st

ag
e. 

 

The
 cl

ue
 is

 in
 th

e p
rin

tin
g o

f t
he

 Tr
ag

ed
y o

f T
roi

lus
 an

d 

Cres
sid

a. 
The

 play
 ap

pea
rs 

in 
th

e b
oo

k, 
in th

e s
ect

ion
 

of 
‘T

rag
ed

ies
’, b

ut
 th

e t
itle

 is
 not 

in th
e l

ist
 of

 co
nten

ts.
 

W
ha

t w
en

t w
ro

ng?
 A

 brok
en

 pag
inati

on
 se

que
nce

 te
lls

 

of 
fal

se 
sta

rts
 an

d a
 sh

uffling
 of

 se
qu

en
ce

. U
nex

pla
ine

d 

bla
nk

 sp
ac

es,
 non

seq
ue

ntia
l p

ag
e n

umbe
rs,

 an
d t

he
 

ap
pe

ara
nc

e o
f d

ec
or

ati
on

s a
nd

 ad
dit

ion
al 

tex
t a

s ‘
fill

er’
 

are
 m

ute
 w

itn
ess

es 
to

 th
e e

ffo
rt 

(w
ith

 si
gh

s a
nd

 oa
th

s?)
 

to 
put 

thi
ngs r

igh
t i

n t
he

 pr
intin

g h
ou

se 
in 

16
23

, a
s t

he
 

pe
rm

iss
ion

 to
 pr

int
 Tr

oil
us a

nd C
res

sid
a w

as 
ne

go
tia

ted
 

an
d t

he
 te

xt
 w

as 
fin

all
y s

et 
up.11

It 
is 

thr
ill

ing t
o r

ep
ea

t t
he

 be
st 

mist
ak

es 
by

 th
e m

os
t 

fam
ou

s p
rin

ter
s. N

ot
 be

ing
 a 

tex
tu

al 
sch

ola
r, 

I b
lit

he
ly 

dis
reg

ard
ed

 th
e i

de
a o

f p
os

sib
le 

va
ria

nts.
 W

ith
 a 

m
uch

-

rea
d pa

pe
rb

ac
k a

s m
y c

op
y I

 w
ou

ld 
sim

ply
 be

gin
 at

  

the
 be

gin
nin

g o
f m

y f
av

ou
rit

e b
oo

k. 
The

 ea
sie

st 
th

in
g  

in 
prin

tin
g i

s t
o d

o a
 lin

e-f
or

-li
ne r

ep
rin

t. Y
ou

 k
now

 

whic
h w

or
ds

 ne
ed

 to
 go

 on
 w

hic
h lin

e. 
The e

xa
ct 

nu
m

ber 

of 
lin

es 
req

uir
ed

 ca
n b

e c
ou

nt
ed

 in
 th

e c
op

y. 
Onw

ar
d,  

I t
ho

ug
ht.

 T
he

n I 
lea

rn
ed

 th
at 

m
y w

ell
-w

or
n E

ve
rym

an
’s 

Lib
rar

y p
ap

erb
ac

k o
f M

ob
y-D

ick
 co

nc
eal

ed
 a 

‘T
ro

ilu
s  

an
d C

res
sid

a’ 
rig

ht
 in

 th
e fi

rst
 ch

ap
ter

. B
en

ea
th

 th
e 

sur
fac

e w
ere

 te
xtu

al 
pr

ob
lem

s t
hat 

go
 ba

ck
 to

 th
e  

pr
int

ing
 an

d publi
sh

ing
 hi

sto
ry

 of
 th

is 
no

ve
l.

The
 pr

ofe
ssi

on
al 

tea
ms o

f c
om

po
sit

or
s w

ho s
et 

 

M
ob

y-D
ick

 in
 18

51
 ac

co
mplis

hed
 th

e j
ob

 in
 a 

matt
er 

of 
wee

ks
. I

n fa
ct,

 it 
was 

set
 by

 han
d t

wice
. T

he
 ‘fi

rst
 

ed
iti

on
’ p

ublis
he

d i
n L

on
do

n w
as 

se
t f

ro
m pr

int
ed

 pr
oo

fs 

of 
an

 ea
rli

er 
typ

ese
tti

ng
 in

 N
ew

 Y
or

k.
12  In

 ke
ep

ing
 w

ith
  

a p
rac

tic
e d

ev
ise

d f
or

 th
e p

ur
pos

e o
f e

nsur
ing

 co
py

rig
ht  

in 
both

 B
rit

ain
 an

d t
he

 U
nit

ed
 St

ate
s, 

M
elv

ille
’s 

nov
el 

was 
to

 be
 pu

bli
sh

ed
 al

mos
t s

im
ulta

neo
us

ly 
in 

th
e t

wo 

pla
ce

s. 
It 

was 
firs

t s
et 

in 
typ

e a
t t

he
 fir

m of
 R

ob
ert

 

Crai
gh

ea
d, 

‘pr
int

er 
an

d s
ter

eo
typ

er’
, in

 N
ew

 Yor
k  

at 
M

elv
ille

’s 
ow

n co
st.
13  T

he a
ut

ho
r a

lso
 pa

id 
for

 th
e 

‘pl
ati

ng
’: t

he
 ca

sti
ng

 of
 st

ere
oty

pe
 pl

ate
s f

ro
m m

ou
lds  

of 
th

e s
et 

typ
e. 

These
 m

eta
l p

lat
es,

 th
inn

er 
an

d l
ighte

r 

tha
n t

he
 ty

pe a
nd

 al
l in

 on
e p

iec
e, 

co
uld 

be
 us

ed
 to

  

pr
int

 th
e t

ex
t a

nd w
ere

 ea
sie

r t
o s

tor
e f

or
 th

e p
ur

pos
es 

 

of 
fu

tu
re 

pr
intin

g. 
The

 ad
ve

nt
 of

 st
ere

oty
pin

g a
ro

und  

the
 be

gin
nin

g o
f t

he n
ine

tee
nt

h ce
ntu

ry
 m

ean
t t

ha
t  

tex
ts 

co
uld

 be
 pr

ese
rve

d fo
r p

rin
tin

g w
hil

e t
he

 m
ov

ea
ble 

typ
e w

as 
be

ing
 re

-u
sed

 fo
r t

he
 nex

t jo
b.

Crai
gh

ea
d’s

 co
m

po
sit

or
s i

n N
ew

 Y
or

k w
ere

 at
 w

or
k 

set
tin

g t
he

 ty
pe

 in
 Ju

ne a
nd

 Ju
ly 

of 
18

51
. P

rin
ted

 pr
oo

fs 

were
 se

nt 
fro

m
 N

ew
 Y

or
k t

o L
on

don
 in

 Se
ptem

ber 
18

51
, 

11
. W

.W
. G

reg
, ‘T

he
 P

rin
tin

g o
f S

hak
esp

ea
re’

s “
Tro

ilu
s a

nd C
res

sid
a” 

in 
th

e F
irs

t F
oli

o’,
 Pa

pe
rs 

of
 th

e B
ibl

iog
rap

hic
al 

So
cie

ty 
of 

Amer
ica

 45
:4 

(Fo
urth

 Q
ua

rte
r, 

19
51

): 2
73

–2
82

; B
en

 H
igg

in
s, 

‘Prin
tin

g t
he

 Fi
rst

 Fo
lio

,’ i
n T

he
 C

am
br

idg
e C

om
pa

nio
n t

o S
ha

kes
pe

ar
e’s

 Firs
t F

oli
o, 

ed
. b

y E
mma 

Sm
ith

 (C
am

br
idge

: C
am

bri
dg

e U
niv

ers
ity

 P
res

s, 
20

16
), p

p. 
30

–4
7. 

12
. G

. T
ho

mas
 T

an
sel

le,
 ‘H

ist
or

ica
l N

ote
, S

ect
ion

 V
I,’

 an
d ‘

Note
 on

 th
e T

ex
t,’ 

in H
erm

an
 M

elv
ille

, M
ob

y-D
ick

: o
r T

he
 w

ha
le,

 ed
. b

y 

H. H
ay

for
d, 

H
. P

ark
er 

& G
. T

. T
an

se
lle

, T
he

 W
rit

in
gs 

of 
Her

man
 M

elv
ill

e: 
The 

Nor
thw

est
ern

-N
ew

be
rry

 E
dit

ion
, V

ol. 6
 (E

va
ns

ton
: 

Nor
th

west
ern

 U
nive

rsi
ty 

Pres
s, 

19
88

). O
xfo

rd 
Sc

hola
rly

 E
diti

on
s O

nli
ne

 (2
01

7) 
<do

i:1
0.1

09
3/

act
rad

e/9
78

08
10

10
26

99
.bo

ok
.1>

. 

13
. ‘R

. C
rai

gh
ea

d, 
Pr

int
er 

an
d S

ter
eo

typ
er,

 53
 V

ese
y S

tre
et,

 N
ew

 Y
or

k’ 
is 

lis
ted

 in
 th

e c
olo

pho
n t

o J
oh

n J
am

es 
Aud

ub
on

 an
d R

ob
ert

 

Bach
man

, Q
ua

dr
up

ed
s o

f N
ort

h A
mer

ica
, 4

th 
ed

n, 
3 v

ols
 (N

ew
 Y

or
k: 

Vict
or

 A
udub

on
, 1
85
2–
18
54

), I
 (1
85
2).

 

bu
t t

he
se 

sim
ply 

prov
ided

 th
e c

op
y f

or m
ore

  

co
mposit

or
s in

 London
 at

 th
e fi

rm
 of

 R
ich

ard
 C

lay
  

to 
set

 th
e t

ex
t b

y h
an

d, a
ga

in, fo
r t

he p
ub

lish
er 

Rich
ard

 

Ben
tle

y. 
In

 Londo
n, fi

ve 
hundred

 co
pies

 w
ere

 prin
ted

 

fro
m th

e s
et 

typ
e a

nd p
ublish

ed
 on

 18
 O

cto
be

r 1
85
1. 

 

A m
on

th la
ter

 H
arp

ers
 in

 N
ew

 Y
ork

 publis
hed

 th
e  

work
, a

nd
 ac

co
rdi

ng t
o t

heir
 co

ntra
ct 

with
 M

elv
ille

,  

the
 prin

tin
g of n

ear
ly 
30
00

 co
pies

 w
as 

fro
m th

e 

ste
reo

typ
e p

lat
es 

mad
e b

y C
rai

ghead
.14  (T

he
 sa

me  

pla
tes

 w
ere

 us
ed

 by
 H

arp
ers

 fo
r r

ep
rin

tin
g t

he b
oo

k  

in 
su

cce
ed

ing d
eca

des.
) T

he
 proc

ess
 of s

ett
ing, 

proo
fin

g, 

an
d st

ere
otyp

ing i
n N

ew
 Y

ork
 sh

ou
ld hav

e m
ean

t th
at 

the
 te

xt 
was 

ab
solutel

y fi
xed

, re
ad

y t
o b

e s
et 

in Lon
do

n 

fro
m cl

ear
 prin

ted
 co

py
. N

one
th

ele
ss 

durin
g t

he
 cr

iss
-

cro
ssi

ng o
f t

he o
cea

n th
e t

ext
 w

as 
alt

ere
d, 

whe
ther 

 

by
 th

e a
uth

or,
 th

e p
ub

lis
he

rs,
 th

e c
omposi

tor
s, 

or 
all

 

thr
ee.

 T
he t

wo fir
st 

ed
itio

ns, 
Engli

sh
 an

d Ameri
can

, 

div
erg

e i
n so

me i
mport

an
t w

ays
. N

otab
le 

diff
ere

nces
  

are
 th

at 
pref

ato
ry 

mate
ria

l in
 th

e A
meri

can
 ed

itio
n –  

the
 ‘E

tym
olog

y’ 
an

d ‘E
xtr

act
s’ 

– is
 plac

ed
 at

 th
e e

nd  

of 
the E

ngli
sh

 ed
itio

n, 
an

d th
at 

Ben
tle

y’s
 L

ondon
 

ed
itio

n al
so 

lac
ke

d th
e ‘

Epilo
gue’ 

ex
plai

nin
g I

shmae
l’s 

sur
viv

al,
 le

ad
ing t

o s
om

e m
yst

ific
ati

on on
 th

e p
art

 of
 

Brit
ish

 re
vie

wers
.1
5  Thus B

en
tle

y’s
 ed

iti
on

 m
isla

id bo
th 

the
 beg

inning a
nd th

e e
nd of th

e n
ov

el 
as 

we k
now

 it
.1
6

The
se 

differe
nces

 ar
e m

ag
nifie

d i
n im

porta
nce 

be
cau

se 
no 

man
uscr

ipt o
f th

e w
ork

 is
 kn

ow
n to

 su
rvi

ve,
 nor 

pro
ofs

 

mark
ed

 by
 M

elv
ille

.1
7  The e

dito
rs 

of t
he N

ort
hwest

ern
-

New
berr

y c
rit

ica
l e

ditio
n of M

elv
ille

’s w
ork

s e
xp

lai
n th

e 

diff
ere

nces
 as

 part
 in

ten
tio

n an
d part

 er
ro

r. T
hey 

su
rm

ise
 

tha
t s

ome o
f t

he t
ex

t in
 th

e A
meri

can
 but n

ot 
in 

th
e 

Eng
lish

 ed
iti

on w
as 

exc
ise

d by a
 lit

era
ry 

ed
ito

r f
or 

th
e 

Lon
don pu

blis
her 

Rich
ard

 Ben
tle

y, 
to 

eli
minate

 pa
ssa

ge
s 

whic
h m

igh
t p

rov
e o

ffen
siv

e t
o t

he B
rit

ish
 nov

el-
rea

ding 

pu
blic

. T
he f

ate
 of th

e ‘
Epilo

gue’ 
is n

ot 
eas

y t
o u

ntan
gle

 

in 
the a

bsen
ce 

of 
the m

an
uscr

ipt. 
Ben

tle
y’s

 prin
ter

s  

migh
t h

ave
 sim

ply 
miss

ed
 it,

 how
ev

er 
un

lik
ely

 th
at 

see
ms, o

r M
elv

ille
 m

ay
 have

 ad
ded

 th
is s

ect
ion la

ter
 

for
 th

e A
meri

ca
n ed

itio
n. T

ho
mas 

Tan
sel

le 
co

nclu
des:

 

‘W
heth

er 
th

e A
meri

can
 ed

itio
n in

 th
ese

 re
spect

s 

rep
res

en
ts 

a l
ate

r o
r a

n ea
rlie

r s
tag

e t
han

 th
e E

nglis
h, 

the
ref

ore,
 th

e A
meri

can
 tit

le 
pag

e, 
tab

le 
of 

co
nte

nts,
 

arr
an

ge
men

t o
f p

rel
im

inari
es,

 an
d i

nclu
sio

n of th
e 

ep
ilo

gu
e w

ou
ld se

em
 to

 re
fle

ct 
M

elv
ille

’s 
fin

al 
inten

tio
n.’1
8

I h
ad

 ta
ke

n as
 m

y p
rin

tin
g c

op
y a

 pap
erb

ack
 Eve

rym
an

 

pu
blish

ed
 in

 19
92

. T
he o

rig
inal 

Eve
ry

man
’s 

Librar
y 

ed
itio

n of
 19
07

 w
as 

ba
sed

 on
 B

en
tle

y’s
 Lon

do
n ed

itio
n 

an
d omitte

d th
e E

pilo
gu

e.
19  The 1

99
2 e

ditio
n c

on
tai

ns  

the
 te

xt 
fro

m D
en

t’s
 19
33

 re
prin

t, w
ith

 th
e E

pil
og

ue 

hap
pily

 re
sto

red
 an

d w
ith

 th
e p

ref
ato

ry 
mate

ria
l a

t t
he 

fro
nt. I

t w
as 

on
ly 

on
 beg

innin
g t

he c
omposi

tio
n th

at 

I t
oo

k n
ote

 of
 th

e f
urt

her 
miss

ing p
ass

ag
es,

 se
em

ing 

exp
urga

tio
ns w

hich
 ru

n t
o se

ver
al 

para
gra

ph
s e

ach
.  

The
 re

prin
t d

oes 
not

 ig
nore 

them
 but r

ele
gat

es 
them

 

to 
en

dn
ote

s u
nder 

the a
dvic

e: 
‘T

he
 or

igi
nal 

Ameri
ca

n 

ed
itio

n co
ntai

ns t
he a

dditio
nal 

mate
ria

l p
rin

ted
 belo

w’.2
0  

The
se 

are
 se

t in
 sm

all
er 

typ
e t

han
 th

e m
ain

 te
xt 

with
 

more
 w

ords t
o t

he l
ine. 

Leafi
ng b

ack
 an

d fo
rth

 in
 th

e 

bo
ok

 w
as 

tir
eso

me e
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, b
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o d
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d c
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e c
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ad
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e c
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’s m
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l o

f t
he

 w
ord

s 

pri
nted

 at
 th
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e c
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s d
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nta

in a 
typ

og
rap

hica
l e

rro
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e D
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 p
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e c
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 o
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 o
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 d
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 re
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l t
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eir
 co

nt
em

pla
tio

n 

int
o 

ac
tio

n 
on

 ou
r b
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d c
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e c
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 p
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e o
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f p
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I l
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 p
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e o
f p
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s f
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e d
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 d
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l c
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as

 in
 m

y h
an

d.
 I 

ha
d 

ac
ce

ss 
to

 ty
pe

  

an
d 

a p
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, m
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e c
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 m
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 re
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f c
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e c
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o 
ar

ou
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e r
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 b
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k p
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l m
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 p
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e p
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e p
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 b
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t p
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 b
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 c
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 m
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r c
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 d
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r m
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 b
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at
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 m
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 c
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 d
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 d

om
es

tic
 sa

fe
ty

 a
nd

 

co
sin

es
s. 

U
ng

eh
eu

er
 is

 n
ot

 m
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, p
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r c
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t c
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t f
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at
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 c
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 c
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, m
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m
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 o
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, d
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 c
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t b
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r c
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 c
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f c
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e r
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 re
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 p
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 o
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f d
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 p
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, b
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 d
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s d
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 d
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e 

pr
ot

ag
on

ist
’s 

de
at

h 
as

 a 
tra

ve
lin

g 

sa
le

sm
an

 a
nd

 h
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re
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at
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e d
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 b
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s p

ro
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 m
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ra
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, b
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 d
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w

in
gs

 

‘st
ic

k’
 (h

af
te

n)
 to

 th
e l

ea
ve

s o
f p

lan
ts

 th
at

 g
ro

w
 al

on
g 

th
e 

riv
er

ba
nk

.1
3  A

s O
ke

n 
fu

rt
he

r p
oi

nt
s o

ut
, t

hi
s fi

na
l m

ol
tin

g 

m
ar

ks
 th

e 
st

ag
e 

w
he

n 
th

e m
ay

fly
 o

r H
af

t b
ec

om
es

 se
xu

all
y 

m
at

ur
e –

 th
e 

la
st 

st
ag

e o
f i

ns
ec

t m
et

am
or

ph
os

is,
 w

hi
ch

 

en
to

m
ol

og
ist

s c
all

 th
e i

m
ag

o. 
Th

e 
im

ag
o 

is 
th

e s
ta

ge
  

wh
en

 th
e p

up
al 

in
se

ct
 b

ec
om

es
 a

n 
‘im

ag
e’ 

or
 ‘p

ict
ur

e’
  

of
 th

e m
at

ur
e s

pe
ci

es
, r

ea
dy

 to
 fl

y 
off

 an
d 

pr
oc

re
at

e.
  

Th
us

, J
os

ef
 K

.’s
 V

er
ha

ftu
ng

 (‘
ar

re
st’

) m
ay

 al
so

 im
pl

y 
th

at
 

he
 h

as
 b

ee
n 

tr
an

sfo
rm

ed
 in

to
 a

n 
in

se
ct

, o
r p

er
ha

ps
 in

to
 a 

se
xu

all
y 

ac
tiv

e 
ba

ch
elo

r, 
rid

de
n 

w
ith

 th
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2. ‘On Writing Materials. No. VI. On Parchment’, The Saturday Magazine, 6 October 1838, 134. In 1838,  

The Saturday Magazine began a series on the ‘History of Writing Materials.’ Supported by the Society for the 

Promoting of Christian Knowledge, The Saturday Magazine offered self-improvement to its working-class reader,  

in competition with The Penny Magazine organized by the SPCK’s rival, Jeremy Bentham’s Society for the Diffusion 

of Useful Knowledge. As the series opening stated: ‘There are few subjects capable of affording more interesting 

details than the history of the origin, progress, manufacture, and use of those articles or substances with which we 

are most familiar; and yet it happens that these are precisely the very subjects about which least is known.’ The series 

was to focus on the history of ‘those familiar and useful articles – Writing Materials,’ and, most importantly, ‘those 

of the moderns’. See Amy King, The Divine in the Commonplace: Reverent Natural History and the Novel in Britain 

(Cambridge: Cambridge University Press, 2019), p. 98; Max Goldstrom, ‘Popular Political Economy for the British 

Working Class Reader in the Nineteenth Century’, in Expository Science: Forms and Functions of Popularisation,  

ed. by T. Shinn and R.D. Whitley (Dordrecht: D. Reidel, 1985), pp. 259–273 (p. 264).
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26. Griffiths and Williams, The Department of Prints and Drawings, p. 165.

27. At some point, the ‘in frames’ of the ‘Pictures &c’ catalogue’s manuscript title was 

deleted, although we don’t know for certain whether this was done before or (more likely) 

after Sloane’s death, or who might have been responsible.
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31. For example, she has concluded that drawings 74 and 78 – which were removed from the album and transferred 

to the sub-department of Prints and Drawings on 20 June 1913 – were not from the Locke series.
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11. OED senses 5a and 6, which respectively refer to the miniature paintings and the decorated manuscript.

12. For an exploration into the general history of the OED’s compilation, see the ‘Examining the OED’ 

project at <oed.hertford.ox.ac.uk/about/aims-and-findings/> [accessed 21 June 2020] 

13. ‘Miniature’ predates ‘illuminate’ – the first recorded use of which is from 1706 – but there had been 

the medieval ‘enlumine’, as in the c.1366 quote from Chaucer ‘Kalendeeres enlumyned ben þei’. (Although 

presented as separate words in the OED, ‘enlumine’ is clearly an etymologic precursor to ‘illuminate’.) 

Quote taken from the OED entry ‘enlumine, v.’, sense 4.
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 th

e m
er

ely
 ad

jec
tiv

al
ly 

ill
um

in
at

ed
 m

an
us

cr
ip

t 

– 
was

 th
at

 it
 w

as
 n

o 
lon

ge
r a

 li
ng

ui
sti

ca
lly

 su
pp

lem
en

tal
 

fea
tu

re
. P

ut
 si

m
pl

y, 
a m

in
iat

ur
e n

ee
ds

 co
lo

ur
 in

 o
rd

er
 to

 

ex
ist

: a
 m

an
us

cr
ip

t m
ay

 n
ot

 b
e d

ec
or

ate
d,

 a 
bo

ok
 m

ay
 

no
t b

e i
llu

str
at

ed
, b

ut
 a 

m
in

iat
ur

e i
s a

lw
ay

s c
ol

ou
re

d.
 

Slo
an

e’s
 d

ec
isi

on
 to

 ca
te

go
ris

e i
te

m
s a

cc
or

di
ng

ly 
 

sim
pl

y r
efl

ec
te

d 
an

d 
re

in
fo

rc
ed

 th
is 

vie
w

. H
ow

ev
er

,  

th
e r

es
ult

 o
f h

is 
as

sid
uo

us
 cl

as
sif

yin
g i

s t
ha

t s
om

e o
f  

th
e d

ist
in

ct
io

ns
 d

ra
wn

 b
etw

ee
n 

a p
rin

t a
nd

 a 
m

in
iat

ur
e 

wi
th

in
 h

is 
co

lle
cti

on
 – 

or
 th

e l
ib

ra
ry

 ca
tal

og
ue

 an
d 

th
e 

m
isc

ell
an

eo
us

 o
ne

 –
 m

igh
t n

ow
 se

em
 ar

bi
tra

ry
. T

he
 fa

ul
t 

lin
e b

et
wee

n 
th

e ‘
Pr

’ a
nd

 ‘M
in

’ c
at

eg
or

ies
 in

 S
loa

ne
’s 

lib
ra

ry
 m

ea
nt

 th
at 

co
pi

es
 o

f t
he

 sa
m

e i
te

m
 co

ul
d 

fa
ll 

 

in
to

 d
iff

er
en

t c
las

sifi
ca

tio
ns

. O
ve

r h
is 

co
lle

ct
in

g l
ife

, w
ith

 

th
e c

re
ati

on
 o

f s
ev

er
al 

su
b-

ca
te

go
rie

s, 
pr

in
ts,

 d
ra

w
in

gs
, 

m
ap

s a
nd

 o
th

er
 m

isc
ell

an
eo

us
 il

lu
str

ate
d 

m
at

er
ial

 al
l 

be
ca

m
e s

tea
di

ly 
m

or
e a

nd
 m

or
e d

iff
er

en
tia

te
d 

w
ith

in
 th

e 

ov
er

ar
ch

in
g 

sc
he

m
e o

f S
lo

an
e’s

 li
br

ar
y o

rg
an

isa
tio

n,
 ev

en
 

if 
all

 th
os

e t
hi

ng
s h

ad
 in

iti
al

ly
 b

ee
n 

in
di

sti
ng

ui
sh

ab
le 

fro
m

 

pr
in

te
d 

bo
ok

s.15
 T

hi
s h

ad
 a 

m
at

er
ial

 im
pa

ct 
– 

th
ey

 w
ou

ld
 

be
 st

or
ed

 se
pa

ra
te

ly
 o

n 
th

e s
he

lv
es

 –
 b

ut
 it

 al
so

 ra
ise

s a
 

m
or

e c
on

ce
pt

ua
l p

ro
bl

em
. I

f c
at

eg
or

ica
l d

ist
in

cti
on

s r
es

t 

on
 th

in
gs

 w
hi

ch
 ca

n 
be

 so
 ea

sil
y 

re
ar

ra
ng

ed
, h

ow
 m

uc
h 

we
ig

ht
 ca

n 
th

ey
 p

os
sib

ly 
ho

ld
?

W
hi

lst
 th

e p
rin

ts 
an

d 
m

in
iat

ur
es

 o
cc

up
ied

 th
e l

ib
ra

ry
, 

Slo
an

e’s
 ‘d

ra
win

gs
 an

d 
pi

ctu
re

s i
n 

fra
m

es
’ w

er
e r

ec
or

de
d 

wi
th

in
 a 

ca
ta

lo
gu

e o
f t

he
ir 

ow
n,

 k
no

wn 
sim

pl
y a

s ‘
Pi

ct
ur

es
 

&c’.
 T

hi
s l

ist
s w

ha
t m

ig
ht

 be
 te

rm
ed

 ge
ne

ra
lly

 p
ict

or
ial

 

pi
ec

es
. A

s w
ell

 as
 in

clu
di

ng
 o

il 
pa

in
tin

gs
 an

d 
dr

aw
in

gs
  

(a 
te

rm
 w

hi
ch

 in
clu

de
s w

or
k 

do
ne

 in
 p

en
cil

, l
ea

d,
 cr

ay
on

, 

wa
te

rc
ol

ou
rs

, a
nd

 go
ua

ch
e)

, t
he

re
 ar

e m
os

aic
s, 

pr
in

ts
, 

en
gr

av
ed

 st
on

es
, a

nd
 em

br
oi

de
ry

.16
 So

m
e o

f t
he

 o
bj

ec
ts 

m
ay

 n
ot

 ev
en

 h
av

e b
ee

n 
pr

im
ar

ily
 tw

o 
di

m
en

sio
na

l: 

sev
er

al 
‘b

us
to

s’ 
ar

e l
ist

ed
, a

nd
 al

th
ou

gh
 so

m
e o

f t
he

se
 

ar
e g

ive
n 

as
 ‘d

eli
n.

’ (
fo

r d
eli

ne
at

ed
), 

pr
ov

in
g 

th
at

 th
ey

 

we
re

 in
 fa

ct
 d

ra
win

gs
 o

f b
us

ts,
 se

ve
ra

l o
th

er
s a

re
 n

ot
; 

th
eir

 d
es

cr
ip

tio
ns

 ca
n 

be
 su

gg
es

tiv
ely

 m
atc

he
d 

up
 to

 

th
re

e-
di

m
en

sio
na

l m
et

al 
bu

sts
 st

ill
 fo

un
d 

in
 th

e B
rit

ish
 

M
us

eu
m

 to
da

y.1
7
 M

y i
nt

er
es

t h
er

e i
s p

rim
ar

ily
 in

 th
e 

pr
in

ts 
an

d 
dr

aw
in

gs
 – 

why
 w

er
e s

om
e l

ist
ed

 in
 th

e l
ib

ra
ry

 

an
d 

so
m

e n
ot

? –
 b

ut
 th

es
e o

th
er

 th
in

gs
 al

so
 o

ffe
r i

ns
igh

t 

in
to

 Sl
oa

ne
’s 

pr
oc

es
s o

f c
ate

go
ris

at
io

n.
 W

ha
t w

as
 it

 th
at 

m
ad

e s
om

e p
rin

ts 
be

lo
ng

 w
ith

 p
ai

nt
in

gs
, b

ut
 o

th
er

s w
ith

 

bo
ok

s? 
W

he
re

 is
 th

e l
in

e?

Th
er

e w
as

 n
ot

 n
ec

es
sa

ril
y 

alw
ay

s a
 cl

ea
r f

un
cti

on
al

 

di
vid

e b
et

w
ee

n 
th

e c
ate

go
rie

s i
n 

th
e fi

rst
 p

lac
e. 

 

As K
im

 Sl
oa

n 
pu

ts 
it:

 

wh
en

 lo
ok

ed
 at

 in
 gr

ea
te

r d
eta

il,
 th

e ‘
pi

ctu
re

s’ 
pr

ov
e 

to
 b

e c
on

ce
rn

ed
 n

ot
 o

nl
y w

ith
 o

il 
pa

in
tin

gs
 b

ut
 to

 b
e 

clo
se

ly 
re

lat
ed

 to
 th

e a
lb

um
s o

f d
ra

win
gs

, a
nd

 in
de

ed
 

als
o 

to
 S

lo
an

e’s
 la

rg
e c

ol
lec

tio
n 

of
 p

rin
ts,

 fo
r S

lo
an

e 

us
ed

 al
l h

is 
pi

ct
or

ial
 co

lle
ct

io
ns

 fo
r r

efe
re

nc
e j

us
t a

s 

he
 d

id
 th

e n
at

ur
al 

hi
sto

ry
 sp

ec
im

en
s a

nd
 th

e b
oo

ks
 

in
 h

is 
lib

ra
ry

. T
he

 p
ict

ur
es

 an
d 

dr
aw

in
gs

 in
 fr

am
es

 

we
re

 ca
re

fu
lly

 se
lec

ted
 to

 fo
rm

 a 
vis

ua
l r

em
in

de
r a

nd
 

rep
re

se
nt

at
io

n 
of

 th
e v

as
t c

on
te

nt
s o

f h
is 

co
lle

ct
io

n 

sto
re

d 
in

 ca
bi

ne
ts 

an
d 

bo
ok

s t
ha

t c
ou

ld
 n

ot
 re

ad
ily

 

be
 se

en
 b

y v
isi

to
rs 

…
 h

is 
co

lle
ct

io
n 

of
 d

ra
win

gs
 w

as
 a 

wo
rk

in
g 

co
lle

ct
io

n 
th

at 
was

 n
ot

 m
er

ely
 co

m
pl

em
en

ta
ry

 

to
 h

is 
en

cy
clo

pa
ed

ic 
co

lle
cti

on
 b

ut
 w

as
 in

te
gr

al 
to

 it
; 

lik
e t

he
 sp

ec
im

en
s t

he
m

se
lve

s, 
it 

was
 co

ns
ta

nt
ly 

be
in

g 

re-
or

ga
ni

se
d,

 ca
ta

lo
gu

ed
, l

ist
ed

 an
d 

id
en

tifi
ed

.18

14
. Q

uo
te

 ta
ke

n 
fro

m
 th

e O
ED

 en
tr

y ‘
en

lu
m

in
e, 

v.’
, s

en
se

 4
. I

 am
 gr

at
efu

l t
o 

D
av

id
 C

ol
clo

ug
h 

fo
r 

po
in

tin
g m

e i
n 

th
e d

ire
ct

io
n 

of
 th

e ‘
co

lo
ur

s o
f r

he
to

ric
’ t

ro
pe

 as
 re

fe
rri

ng
 to

 rh
et

or
ic 

m
or

e g
en

er
all

y, 

an
d 

th
e a

ct
 o

f s
tre

ng
th

en
in

g a
n 

ar
gu

m
en

t w
ith

 co
m

m
on

pl
ac

es
 sp

ec
ifi

ca
lly

, e
sp

ec
ial

ly 
in

 it
s u

se
 b

y 

Fr
an

cis
 B

ac
on

, i
n 

‘O
f t

he
 C

ol
ou

rs
 o

f G
oo

d 
an

d 
Ev

il’
 (s

ee
 T

he
 M

aj
or

 W
or

ks
, e

d.
 b

y B
ria

n 
Vick

er
s, 

2n
d 

ed
n (

O
xf

or
d:

 O
xf

or
d 

U
ni

ve
rsi

ty
 P

re
ss,

 2
00
2;

 re
pr

. 2
00
8)

, p
p.

 81
–1
01

).

15
. T

hi
s c

re
at

io
n 

of
 su

b-
ca

te
go

rie
s w

en
t o

n 
th

ro
ug

ho
ut

 S
lo

an
e’s

 li
fe

: l
at

er
 o

n,
 h

e w
ou

ld
 

ca
te

go
ris

e h
is 

Jap
an

es
e a

nd
 C

hi
ne

se
 m

at
er

ial
 as

 ‘p
rin

ts 
or

ien
tal

s’.
 H

ow
ev

er
, im

po
rta

nt
ly,

 

th
ey

 re
m

ain
ed

 w
ith

in
 th

e l
ar

ge
r s

co
pe

 o
f t

he
 li

br
ar

y 
ca

tal
og

ue
s. 

Se
e G

riffi
th

s, 
La

nd
m

ar
ks

 

in
 P

rin
t C

ol
lec

tin
g, 

p.
 22

.

16. Some examples: Item 6 is ‘A bird upon a pear tree branch in Mosaic or inlaid work bought of 

Mr. Pinfold. He had formerly had it of Mr. Courten at sh. d 1 .5.0 I paid him - - - - 1. 10. 0.’; ‘18. 

A prospect of Badminton. a print.’; ‘33. A piece of Florence Stone with ruines & Lapis Lazuli.’ All 

transcriptions have been taken from the following: Sir Hans Sloane’s Miscellanea which comprises 

his catalogues of Miscellanies, Antiquities, Seals, Pictures, Mathematical Instruments, Agate 

Handles and Agate Cups, Bottles, Spoons, digital edition ed by. Kim Sloan, Alexandra Ortolja-Baird, 

Julianne Nyhan, Victoria Pickering and Martha Fleming (2019) <enlightenmentarchitectures.

reconstructingsloane.org/cataloguemiscellanies/index.html> [accessed 21 June 2020]. I am grateful 

to Felicity Myrone and Kim Sloan for their time discussing the various meanings of the terms 

‘drawing’ and ‘painting’ with me.

17
. F

or
 ex

am
pl

e, 
th

e b
us

t n
ow

 w
ith

 th
e B

M
 re

gi
str

ati
on

 n
um

be
r S

LP
ict

ur
es

.19
1 

ca
n 

be
 id

en
tifi

ed
 in

 th
e p

ict
ur

es
 ca

tal
og

ue
 as

 ‘1
91

. A
 b

us
to

 o
f X

er
xe

s i
n 

br
as

se
 g

ui
lt’

.

18
. S

lo
an

, ‘
Sl

oa
ne

’s 
‘“P

ict
ur

es
 in

 fr
am

es
” a

nd
 “b

oo
ks

 o
f m

in
iat

ur
e”

’, 
p.

 16
8;

 p
. 1
86

.
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f y
ou

 ar
e i

n 
a l

ibr
ar

y, 
loo

kin
g a

t a
 bo

ok
, w

ha
t d

o y
ou

 

rea
lly

 ne
ed

 to
 kn

ow
 ab

ou
t i

ts 
be

gin
nin

gs
? D

o y
ou

 

ne
ed

 to
 kn

ow
 h

ow
, o

r w
hy

, it
 ar

riv
ed

 in
 its

 cu
rre

nt
 

loc
ati

on
? M

an
y r

ea
de

rs 
do

, o
f c

ou
rse

, e
ng

ag
e i

n 
so

m
e 

for
m of

 pr
ov

en
an

ce
 re

sea
rch

 – 
whe

th
er 

be
ca

us
e t

he
y a

re
 

ex
pli

cit
ly 

in
ter

est
ed

 in
 a 

pa
st 

ow
ne

r, 
or

 in
 co

py
-sp

ec
ific

 

mate
ria

l a
sp

ec
ts 

lik
e a

nn
ot

ati
on

s o
r o

th
er 

re
ad

ers
’ m

ar
ks

. 

Lib
rar

ies
, m

us
eu

m
s a

nd
 ar

ch
ive

s, 
to

o, 
are

 al
l in

vo
lve

d 
 

in 
pr

ov
en

an
ce

 st
ud

ies
, w

hic
h u

su
all

y t
ak

es 
th

e f
or

m
  

of 
es

tab
lis

hi
ng

 a 
bo

ok
 or

 ob
jec

t’s
 lin

e o
f d

esc
en

t t
o t

he
 

co
lle

cti
on

 in
 w

hic
h 

it i
s c

ur
re

nt
ly 

fo
un

d b
y c

on
sid

eri
ng

 

its
 hi

sto
ry

 of
 ac

qu
isi

tio
n a

nd
 tr

an
sm

iss
ion

, it
s a

pp
ea

ran
ce

 

in 
sal

e c
at

alo
gu

es,
 an

d i
ts 

co
st.

 Y
et,

 d
esp

ite
 th

e f
ac

t t
ha

t 

pr
ov

en
an

ce
 is

 – 
rig

ht
ly 

– c
on

sid
ere

d a
 fie

ld 
of

 its
 ow

n,
 

the
re

 is
 a 

lac
k o

f t
he

or
isa

tio
n 

ab
ou

t t
he

 bi
gg

er 
qu

es
tio

ns
 

whic
h t

his
 re

se
arc

h 
ca

n 
rai

se
.1 

Usin
g a

s a
 ca

se
 st

ud
y  

Han
s S

loa
ne

’s 
co

lle
cti

on
 of

 P
rin

ts 
an

d D
raw

ing
s, 

 

I a
rg

ue
 in

 th
is 

art
icl

e t
ha

t t
he

 st
ud

y o
f p

ro
ve

na
nc

e  

ha
s w

id
er 

im
po

rt 
th

an
 h

as
 b

ee
n p

re
vio

us
ly 

re
co

gn
ise

d 
– 

 

tha
t t

he
 w

ay
s i

n w
hi

ch
 th

in
gs

 h
av

e b
ee

n 
pr

ese
nt

ed
 an

d 

ca
tal

og
ue

d i
n t

he
 p

ast
 co

nt
inu

e t
o 

sh
ap

e t
he

m
 to

da
y. 

W
ha

t i
s m

or
e, 

I s
ho

w ho
w ex

pa
nd

in
g t

he
 q

ue
sti

on
 

of 
pr

ov
en

an
ce

 so
 th

at 
it 

en
co

mpa
sse

s n
ot

 si
mply

 an
 

ob
jec

t’s
 or

igi
ns

 bu
t a

lso
 an

 an
aly

sis
 of

 its
 hi

sto
ric

al 

cu
ra

tio
n o

pe
ns

 up
 th

eo
re

tic
al 

qu
es

tio
ns

 re
ga

rd
ing

 

ca
tal

og
uin

g,
 m

ate
ria

lity
 an

d t
ax

on
om

y. 
O

nc
e w

e b
eg

in
 

to 
qu

est
ion

 th
e d

ec
isi

on
s t

ha
t h

av
e l

ed
 to

 an
 ob

jec
t b

ein
g 

cu
rre

nt
ly 

loc
ate

d i
n 

a l
ibr

ary
 as

 op
po

sed
 to

 a 
mus

eu
m,  

the
 re

su
lti

ng
 di

vis
ion

s b
etw

ee
n 

on
to

log
ica

l c
ate

go
rie

s –
  

su
ch

 as
 ‘im

ag
e’,

 ‘b
oo

k’ 
an

d 
‘ob

jec
t’ –

 b
ec

om
e b

ot
h 

tro
ub

led
 an

d 
tro

ub
lin

g. 
Rath

er
 th

an
 be

in
g s

om
eh

ow
 

inh
er

en
t, 

ra
tio

na
l d

ec
isi

on
s, 

th
ey

 ar
e r

ev
ea

led
 to

  

be
 hi

sto
ric

all
y c

on
tin

ge
nt

 on
es 

whi
ch

 n
ev

ert
he

les
s 

pr
od

uc
ed

 th
e i

ns
tit

ut
ion

al 
ca

teg
or

ies
 w

e k
no

w  

an
d w

or
k w

ith
in

 to
da

y. 

Beg
inn

ing
 w

ith
 th

e q
ue

sti
on

 of
 h

ow
 Sl

oa
ne

 ca
tal

og
ue

d 

his
 pr

int
s, 

I e
xp

lor
e t

he
 w

ay
s t

ha
t t

he
 id

en
tit

ies
 of

 

mus
eu

m an
d l

ib
rar

y o
bje

cts
 w

er
e c

re
ate

d 
an

d h
av

e 

co
nt

inu
ed

 to
 ch

an
ge

 ov
er 

tim
e, 

foc
us

sin
g 

esp
ec

ial
ly 

on
 

ho
w ob

jec
ts’

 p
re

sen
tat

ion
s –

 fr
am

ed
 as

 op
po

se
d t

o k
ep

t 

in 
alb

um
s, 

co
lou

red
 pr

in
ts 

or
 u

nc
ol

ou
red

 on
es

 –
 aff

ec
ted

 

the
ir 

ca
teg

or
isa

tio
n. 

By t
he

n t
hi

nk
in

g m
or

e g
en

era
lly

  

ab
ou

t t
he

 w
ay

s t
ha

t p
ap

er
 ob

jec
ts 

do
 an

d 
do

 no
t 

fit 
in

to
 th

e l
ib

rar
y, 

I a
rg

ue
 th

at
 b

oth
 p

ro
ve

na
nc

e 

an
d c

las
sifi

ca
tio

n s
ho

ul
d b

e t
rea

ted
 as

 pa
ra

tex
tu

al 

fea
tu

re
s w

he
n a

pp
ro

ac
hin

g a
ny

 it
em

. A
lth

ou
gh

 th
ese

 

or
ga

nis
ati

on
al 

de
cis

ion
s d

on
’t 

ph
ys

ica
lly

 aff
ec

t t
he

 ob
jec

t 

or
 b

oo
k i

n q
ue

sti
on

, t
he

y d
o s

ha
pe

 th
e w

ay
 it

 ap
pe

ar
s  

in 
th

e w
or

ld
. I

f t
he

 ro
le 

of 
th

e p
ar

ate
xt 

to
 an

 it
em

 is
,  

in 
G

en
ett

e’s
 w

or
ds

, t
o ‘

su
rro

un
d 

it 
an

d 
pr

olo
ng

 it
, 

pr
ec

ise
ly 

in
 o

rd
er 

to
 pr

ese
nt

 it
, i

n t
he

 us
ua

l s
en

se 
of

  

thi
s v

erb
, b

ut
 al

so
 in

 it
s s

tro
ng

es
t m

ea
nin

g: 
to

 m
ak

e  

it p
res

en
t, 

to
 as

su
re 

its
 p

res
en

ce
 in

 th
e w

or
ld

, it
s 

“re
ce

pt
ion

” a
nd

 co
ns

um
pt

ion
, in

 th
e f

or
m

, n
ow

ad
ay

s  

at 
lea

st,
 of

 a 
bo

ok
’, c

ata
log

ui
ng

 ca
nn

ot
 be

 an
yth

in
g 

els
e.2

 

The
 qu

es
tio

ns
 it

 ca
n 

rai
se 

migh
t d

ist
ur

b 
ass

um
pt

ion
s 

ab
ou

t w
ha

t i
s b

ein
g l

oo
ke

d a
t: 

wha
t i

f i
t w

asn
’t a

lw
ay

s  

a b
oo

k?
 A

nd
 is

 so
meth

ing
 st

ill 
a b

oo
k i

f it
’s 

be
en

  

tak
en

 ap
ar

t?

One
 of

 th
e f

ou
nd

ing
 co

lle
cti

on
s o

f t
he

 B
rit

ish
 M

us
eu

m, 

an
d h

en
ce

 al
so

 th
e B

rit
ish

 Li
br

ar
y, 

was 
tha

t o
f H

an
s 

Slo
an

e (
16
60

–1
75
3).3

 A
 p

hy
sic

ian
, b

ot
an

ist
, a

nd
 

pr
od

igi
ou

s c
oll

ec
to

r, 
Slo

an
e s

ol
d h

is 
va

st 
co

lle
cti

on
  

to 
th

e n
ati

on
 u

po
n h

is 
de

ath
. I

ts 
co

nt
en

ts 
were

 

rec
or

de
d i

n 
se

ve
ral

 ca
tal

og
ue

s, 
in

clu
din

g a
n e

igh
t- 

vo
lu

m
e l

ibr
ar

y c
ata

log
ue

 – 
whic

h 
lis

ts 
ov

er 
40

,00
0 

 

pr
in

ted
 bo

ok
s, 
5,0
00

 m
an

us
cri

pt
s, 

an
d o

th
er 

lib
rar

y 

ob
jec

ts 
– a

nd
 a 

sev
en

-vo
lum

e c
at

alo
gu

e o
f ‘

misc
ell

an
ies

’ 

su
bd

ivi
de

d i
nt

o v
ari

ou
s c

ate
go

rie
s. 

Prin
ts 

an
d d

ra
win

gs
 

ap
pe

ar 
in 

bo
th

 of
 th

ese
: s

om
e w

ere
 co

ns
ide

re
d t

o  

be
lon

g t
o h

is 
lib

rar
y, 

whil
st 

ot
he

rs 
were

n’t
. T

rac
in

g  

the
 cl

ass
ific

ati
on

 of
 th

es
e o

nc
e t

he
y p

ass
ed

 in
to

 th
e 

ha
nd

s o
f t

he
 n

ati
on

 ca
n 

be
 co

mpl
ica

ted
; p

ro
ve

na
nc

e 

inf
or

mati
on

 ha
s o

fte
n b

ee
n l

os
t a

t t
he

 le
ve

l o
f i

nd
ivi

du
al 

ite
ms d

ue
 to

 a 
his

to
ry

 of
 in

sti
tu

tio
na

l c
ate

go
ris

ati
on

s a
nd

 

rea
rra

ng
em

en
ts.

 Fr
om

 th
e o

pe
nin

g 
of

 th
e B

M
 in

 Ja
nu

ar
y 

17
59

 un
til

 a 
se

rie
s o

f t
he

fts
 in

 Fe
br

ua
ry

 18
07

, m
os

t o
f 

the
 it

em
s n

ow
 fo

un
d 

in 
th

e D
ep

ar
tm

en
t o

f P
rin

ts 
an

d 

Draw
ing

s w
er

e c
on

sid
ere

d 
to

 be
 p

art
 of

 th
e D

ep
art

men
t 

of 
Prin

ted
 B

oo
ks

. O
nc

e t
he

se 
wer

e o
fficia

lly
 se

pa
rat

ed
, 

sev
er

al 
sta

ge
s o

f r
ea

rra
ng

ing
 fo

llo
wed

, s
pa

nn
in

g a
lm

os
t 

tw
o c

en
tu

rie
s. 

The
 g

uid
ing

 pr
in

cip
le 

fro
m th

e p
oin

t  

of 
vie

w of
 th

e B
M

 w
as,

 an
d r

em
ain

s, 
or

ga
nis

ati
on

  

by
 th

e a
rti

st 
(w

he
n 

kn
ow

n)
: a

s A
nt

on
y G

riffi
ths

 w
rit

es
, 

   
   

   
  T

hi
ng

s t
o K

no
w 

 

   
   

 b
ef

or
e B

eg
in

ni
ng

,  

   
or

: W
hy

 P
ro

ve
na

nc
e M

at
te

rs 
 

in
 th

e L
ib

ra
ry

1. 
This

 fie
ld 

of
 in

qu
iry

 is
 d

ev
elo

pin
g a

s a
 gr

ow
in

g b
od

y o
f s

ch
ol

ars
 st

art
 to

 th
in

k d
iffe

ren
tly

 ab
ou

t 

mate
ria

lity
 in

 ge
ne

ral
. F

or
 a 

re
ce

nt
 ov

erv
iew

 of
 th

e m
eth

od
s o

f t
his

 so
rt 

of 
wor

k o
n p

ro
ve

na
nc

e, 
see

 

Dav
id 

Pe
ar

so
n, 

Pr
ov

en
an

ce
 R

ese
ar

ch
 in

 B
oo

k H
ist

or
y: 

A 
Han

db
oo

k (
Oxfo

rd
: B

od
lei

an
 L

ib
rar

y, 
20
19

), 

whic
h c

ov
er

s a
n 

im
pr

ess
ive

 ar
ra

y o
f B

rit
ish

 so
ur

ce
s; 

fo
r a

n 
ex

am
ple

 of
 th

is 
‘ne

w pr
ov

en
an

ce
’ w

or
k 

in 
ac

tio
n s

ee
 Ja

so
n 

Sc
ot

t-W
arr

en
, S

ha
ke

sp
ea

re’
s F

irs
t R

ea
de

r: 
th

e P
ap

er 
Tr

ail
s o

f R
ich

ard
 St

on
ley

 

(P
hil

ad
elp

hi
a: 

Univ
ers

ity
 of

 P
en

ns
ylv

an
ia 

Pr
es

s, 
20
19

).

2. 
Géra

rd
 G

en
ett

e, 
‘In

tro
du

cti
on

 to
 th

e P
ara

tex
t’,

 tr
an

s. 
by

 M
ari

e M
ac

lea
n, 

 

New
 L

ite
ra

ry
 H

ist
or

y, 
22

.2 
(S

pr
ing

 19
91

), 2
61

–2
72

 (p
. 2
61

).

3. 
Hen

ce
for

th
 re

fer
red

 to
 as

 th
e B

M
 an

d B
L 

re
sp

ec
tiv

ely
.

Alic
e 

W
ic

ken
de

n

Alic
e 

W
ic

ken
de

n

I
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Foll

owing
 th

is, 
he e

xpl
ores

 th
e r

ela
tio

n be
tw

een
 th

e  

ter
ms I

mita
tio

n a
nd In

spi
rat

ion. 
Inspira

tio
n is 

defined by  

a c
onvic

tio
n th

at 
Bart

hes 
write

s f
or h

im
sel

f o
nly, 

while
  

at 
the s

am
e t

im
e m

ak
ing

 th
e t

ext O
ther.

 A tr
an

sfo
rm

ati
on 

must
 occu

r. 

As in
 a 

love u
nion, th

is c
han

ges
 both part

ies
, 

what
 re

sults
 is 

a t
hird

 th
ing

, 

a n
ew

 w
ork.

I r
ead

 so
mew

here
 once 

that 
Hunter

 S. T
hompso

n ta
ugh

t 

him
sel

f to
 w

rite
 by

 co
pyin

g out T
he G

rea
t G

ats
by 

and
 

A Fa
rew

ell
 to

 Arm
s o

ver
 an

d over
 ag

ain
. I 

once 
copied

 

out 
Bart

leb
y t

he 
Scr

ive
ner

 un
til 

the p
oin

t w
here

 Bart
leb

y 

ref
uses

 to
 co

py –
 ‘I 

would pr
efe

r n
ot to

’. 

it’s
 bo

rin
g, 

it b
ore

s m
e; 

yo
u’re

 bo
rin

g 

STOP

Crea
tiv

e i
nfluen

ce 
as 

a f
orm

 of c
opu

lat
ion. 

Like m
any

 other 
brill

ian
t w

rite
rs,

  

I so
meti

mes 
have

 to
 ta

ke o
ut m

y n
oteb

ook as
 a 

matt
er 

 

of u
rge

ncy
; ‘d

isr
ega

rdi
ng t

he
 prot

ocols o
f g

ood m
an

ners
’! 

The 
write

r (
myse

lf a
lth

ough
 I d

esc
rib

e a
 th

ird
 pa

rty
 w

ho 

desi
res

 to
 w

rite
) is

 rid
icu

lous. B
ut I 

love 
it! 

Someth
ing 

happen
s in

 th
e a

ct 
of w

riti
ng

. W
e c

an
not c

ommunica
te 

with
 th

e d
esi

re 
of a

noth
er.

 Someth
ing i

n th
e p

roces
s 

rem
oves

 th
e w

rit
er 

fro
m th

e w
ork

. L
ike

 an
 outin

g. 
 

An o
utin

g o
f th

e o
ther.

 

How
 ca

n other 
not b

e o
bses

sed
 w

ith
 w

rit
ing a

s I
 am

?  

W
hat

’s w
rong w

ith
 th

em
! H

ow do th
ey 

spen
d th

eir
 tim

e? 
 

I a
m uncompreh

en
ding.  

‘H
ow ca

n a
nyo

ne b
e c

onte
nt to

 re
ad

?’ 

Is t
his a

bout h
ow w

e u
nders

tan
d th

e d
esi

re 
of a

no
ther?

I d
o not m

ean
 im

ita
tio

n 

(w
e’v

e b
een

 th
ere

). 

– s
peak

 to
 th

e a
udien

ce 
as 

the a
uthor 

we’r
e l

iste
ning [

…
� 

it i
s ju

st 
so 

[…
] one 

 sid
ed

I a
m in

cli
ned

 to
 st

op
 here

 as
 I 

fee
l m

y a
nxio

us d
esi

re 

thr
eat

en
ing to

 in
ter

rup
t in

 pass
ing f

ro
m th

e ‘
desi

re 

to 
writ

e t
o t

he w
ork

: a
 w

ho
le 

ser
ies

 of o
per

ati
ons:

 

org
an

iza
tio

n (=
 pr

ote
cti

on) o
f t

he h
ou

rs 
in 

th
e d

ay
, 

pla
nning, 

ov
erc

om
ing di

fficu
ltie

s, d
ou

bts
, st

all
ings’

  

(cf
. m

y t
hesi

s).
 I c

an
not 

ign
ore 

it –
 how

 pow
erf

ul ‘i
t’ i

s, 

it b
ein

g t
he ‘

som
eti

mes 
pain

ful, s
om

eti
mes 

ve
rti

gin
ou

s 

co
nfro

ntat
ion

 be
tw

een
 m

y d
esi

re 
to

 w
rit

e [
…

] a
nd t

he 

soc
iocu

ltu
ral

 m
ech

an
ism

 th
at 

it m
ust 

be
 in

teg
rat

ed
 in

to’
.

I s
ee 

a m
ove

 fr
om

 a 
de

sir
e t

o w
rit

e ‘
som

eth
ing /

 

som
eth

ing
 sp

eci
fic

, to
 a 

desi
re 

to w
rit

e s
om

eth
ing /

 

an
yth

ing’.
  

Doe
s t

his m
ean

 I h
av

e m
ov

ed
 aw

ay
 fr

om
 th

e p
oin

t  

of 
im

pu
lse

 in
 re

spon
se 

to re
ad

ing? 
 

Sin
ce 

I s
tar

ted
 bein

g a
 w

rit
er 

– th
at 

is 
ha

vin
g t

he d
esi

re 

to 
writ

e –
 note

 book
 ob

ses
sio

n – I 
must 

writ
e –

 beca
us

e 

I a
m a 

writ
er 

– it 
is a

 phy
sio

log
ica

l n
eed

 – 
lik

e s
mok

ing –
 

on
 m

y o
wn. H

ors
eb

ack
.

Alth
ough

 he i
s u

nab
le 

to 
ref

ere
nce 

the e
ssa

y s
peci

fic
all

y, 

Bart
hes 

ref
ers

 to
 Freu

d’s 
writ

ing o
n se

xu
ali

ty 
an

d 

tra
nsp

oses
 th

ese
 id

eas
 on

to th
e a

ct 
of w

riti
ng. 

Bart
he

s 

po
sit

s t
he a

cti
vit

y o
f w

rit
ing a

s a
 need

, a
kin

 to
 th

e n
eed

s 

of 
the b

od
y, 

an
d t

hese
 ar

e i
ndep

en
den

t o
f a

ny e
xte

rn
al 

mark
ers

 of
 su

cc
ess

, su
ch

 as
 public

ati
on. 

And
 so

, w
e s

ee 
– t

he o
bjec

t o
f w

rit
ing (

the
 N

ov
el)

 

dis
ap

pe
ar.

be
gin

 ove
r [

...]

How
 ca

n an
yo

ne b
e  

co
nten

t [
…

] ?

End
    

    
    

meet
ing f

or a
ll

stu
tte

rin
g  

err
or

 as
 a 

glitc
h bre

ak
 

inf
or

mati
on



13 12

There
 is 

mania (
of w

hich
 I k

now so
meth

ing) b
ut by 

which
 I t

hink he m
ean

s o
bses

sio
n – non-path

ologised
. 

There
 is 

... I m
ean

 an
 in

jec
tio

n of so
meth

ing by so
meth

ing els
e.  

Not to
 be a

nother b
ut to

 be o
ther. 

The (b
elo

ved
) author 

has p
ut so

meth
ing in

 me. T
his n

ew
 th

ing (not h
is d

ead
-

end orig
inality

) is
 the s

tran
ge in

 m
e. 

Perh
aps a 

bett
er w

ord fo
r 

the re
lati

on betw
een

 th
e 

book re
ad and th

e b
ook 

to be w
ritt

en is:

HOSTILIT
Y

in th
at h

aving rea
d the 

book I lo
ve I

 now hate
  

it a
s it

 is 
not th

e b
ook  

as i
t m

igh
t h

ave
 been

 

writt
en by m

e

in th
at i

t is
 alleg

edly 

differe
nce 

that  

produces
 sy

ste
ms 

in th
at r

eflect
ions 

prolife
rat

e 
in th

at I
 am th

oroughly 

sick
 of th

e b
rotherh

ood 

of im
porta

nt m
en

speak
 ten

tativ
ely

  

into th
e p

ixela
ted

 fo
g

wait 
for a 

rep
ly

CAN YOU H
EAR M

E?
[…

] 

connect
ing 

to au
dio

A new
 m

e o
r a

nother 
me.  

Other.
  

From him
.  

Pare
nt / 

Fath
er.

  

Bart
hes 

intro
duces

 th
e s

ess
ion by li

ken
ing it

s d
eli

very
  

to th
e tr

eat
men

t fo
r a

 film
 or a

 book outlin
e (

which
  

he w
ill 

narr
ate

). H
e e

xplain
s th

at 
the s

ess
ion will 

 

have
 an

 Epigrap
h (w

hich
 he in

sis
ts i

s a
 sc

ent); 
a p

lan
 

(with
 prologue, t

hree
 ch

apter
s, a

nd a c
onclu

sio
n) a

nd  

a p
ara

base
, th

at 
allo

ws in
ter

jec
tio

ns o
n his b

ehalf
,  

as 
the a

uthor. 
He g

oes 
on to

 co
nsid

er 
the q

uest
ion  

‘W
hy d

o I w
rite

?’  

and notes
 th

at, 
 

‘I w
rite

 beca
use 

I h
ave

 re
ad’.  

He o
bser

ves
 th

at 
not a

ll r
ead

ers
 beco

me w
rite

rs, 
 

howeve
r. E

xpres
sin

g t
he jo

y t
hat 

he e
xperie

nces
 fro

m  

the p
roducti

on
 of a

 tex
t, ‘

a ju
bilat

ion, an
 ex

-sta
sy,  

a m
utat

ion, an
 ill

uminati
on’, h

e e
xplain

s th
at f

rom  

a h
andful o

f h
is m

ost b
elo

ved
 te

xts
, ‘H

ope to
 w

rite
 

is b
orn’. T

his h
ope a

lso
 lea

ds B
art

hes 
to th

e d
esi

re 

to re
write

 his m
ost b

elo
ved

 te
xts.

 The r
ela

tio
nship 

betw
een

 re
ad

ing an
d writi

ng fo
r h

im
, is

 rec
iprocal

, an
d 

one o
f im

ita
tio

n. T
wo ty

pes 
of im

itat
ion ar

e id
entifi

ed as
 

disti
nct, 

the fi
rst 

of w
hich

 is 
a k

ind of fo
llo

wing of a
 bo

ok 

in re
al l

ife
.6 

The s
eco

nd is 
a m

ore 
lite

ral
 kind of c

opying. 

The e
xam

ples
 Bart

hes 
giv

es 
are

 co
pied

 by hand, no les
s, 

which
 he e

quate
s w

ith
 an

 ac
t o

f lo
ve.

The a
uthor m

ust p
osse

ss t
he d

esi
re 

to write
 an

d in
habit 

it. 
The a

uthor 
does 

not c
rea

te 
the w

orld
: s/

he e
nuncia

tes
 

it. 
There

 is 
a m

aniac
al a

spect
 to

 writi
ng –

 it 
can

not b
e 

help
ed or st

op
ped or p

ostp
oned – th

e t
rue a

uthor m
ust 

giv
e in

 to
 th

e d
esi

re 
of it

. A
nxious=Desi

rous. M
adness

 

driv
es 

me t
o get 

out m
y p

en in
 public.

 I a
m a m

an-pen. 

Flau
bert

 is 
quoted

 – ‘It
 is 

so pers
onal a

nd priv
ate

,  

alm
ost l

ike a
n an

im
al f

unctio
n’. A

nim
al f

uncti
on=base

 

desi
re,

 a n
atu

ral
 disp

ositi
on, in

stin
ct,

 an
 organic  

functi
on. C

an one e
ver 

be a
 tru

e w
rite

r w
ith

out th
is 

consuming d
esi

re?
 C

an th
e r

est
 of u

s o
nly 

im
itat

e,  

or si
mulate

?

 

the s
mell 

of d
ust a

nd oil 

a s
ew

ing m
ach

ine

tex
t(il

e) flick
eri

ng s
cre

en
 projec

tio
ns o

ffer 

the s
am

e s
cen

t

6. 
For a

 re
-tr

ead
ing o

f W
alte

r B
enjam

in’s B
erl

in Chil
dhoo

d a
rou

nd 1
900

, se
e H

ele
n Clar

ke, 

Echoes f
rom a B

erl
in 

Child
ho

od
, (S

heffi
eld

: G
ordian

 Projec
ts, 
20
16

).



11 10

A Collective Bibliography of the Most Frequently 

Quoted Authors, Compiled by the Contributors. 

BENJAMIN  

—, (19
34) 

Berli
n Childhood Arou

nd 1900: H
ope 

in the Past,
 

tran
s. b

y H
oward Eilan

d, Harvard Universit
y Press, 2

006
.

DELLUC 
—, (19

23) 
‘Le Silen

ce’,
 in Ecrit

 cin
ématographiques 

III:
 Drames de C

inéma, sce
nario

s et 
proje

ts d
e films, 

Cinématheque Fran
çais

 Cahiers d
u Cinéma, 1

990
.

DERRIDA 
—, (19

93) 
Spectr

es o
f M

arx, th
e State

 of th
e D

ebt,  

the W
ork o

f M
ourning, &

 the N
ew Intern

ational,  

tran
s. b

y P
eggy Kamuf, R

outledge, 1
994

.

DIDI-H
UBERMAN 

—, (2
011

) Bark, tra
ns. b

y Samuel E
. M

artin
,  

The M
IT Press, 

201
7.

MOBERLEY & JO
URDAIN 

—, Ghosts
 of th

e Trian
on, se

lf-p
ublish

ed, 20
16.

SHAH —, The Exploits o
f th

e In
comparab

le M
ulla Nasrudin, 

Octagon Press, 
198

9.

TOWNSEND 

—, Creat
ive 

States o
f M

ind: Psychoanalysis
 and the  

Artist
’s P

roce
ss, R

outled
ge, 20

19.

WITTIG 
—, The Straight M

ind and O
ther E

ssays,  

Beac
on Press

, 19
92.

WOOD —, W
ithout M

aster
y: R

eading and Other F
orce

s,  

Edinburgh Universit
y Press, 

201
4.

Bibliography of th
ose m

ost 

freq
uently quoted authors 

prese
nted

 in the form of a l
ist o

f 

the books – a b
ibli

ograp
hie, o

ne 

might sa
y. A

 catalo
gue or re

cord 

which, lik
e histo

ry, 
constan

tly 

changes w
hen viewed in the lig

ht 

of th
e prese

nt. S
ome rem

ain 

constan
t in

 their p
rese

nce, 
while 

others t
ake a te

mporary
 lea

ve of 

absence only to return again, and 

again, to
 the co

llec
tion of object

s 

– writin
gs ar

ound a s
ubject

 –  

that la
y – in more or le

ss o
rderly 

or chaotic f
ash

ion – one on top  

of th
e other. O

r is 
it alongside?

I have a 
plan.    

     
     

     
 This sh

ould be your plan     
     

     
     

for al
though I h

ave not put it 
to the test a

s su
ch I k

now 

Most used bibliography authors 

Perh
aps I 

am behind – ten
 year

s. I
 can

 ree
l off au

thors 

(ali
ve an

d dead) I w
ould have

 ref
erred

 to. But it 
is n

ot 

me th
at’s

 out of date
, it 

is C
riti

cism
. Rece

ntly is n
ot eq

ual 

to ret
ro. I 

am
 discu

ssin
g books here n

ot m
edia a

nd can
 

tell
 yo

u Theory of Liter
atu

re (G
erm

an an
d U.S. province) 

is n
ot th

e sa
me as

 Histo
ry o

f L
iteratu

re (
Fran

ce)
. I 

am 

discu
ssin

g lite
rar

y theory –
 my own theory that c

omes 

fro
m desire

.

with eig
ht books

fro
m desire

 ! to fac
t

desir
e to

 write
  

a se
ries of co

ncep
tions 

Jubilat
ion 

hope inspirat
ion the p

ositio
n of th

e lo
ver c

hanges 

an em
bodied

 desire

it is
 at 

leas
t a 

plan     
     

     
 To follow this p

lan you must  
     

     
    m

ove fr
om wanting to write

     
    t

o actu
ally

 writi
ng.
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Preamble  
A preliminary or preparatory statement by which 

someone might make an introduction ! leading to an 

Outline Barth
es la

ys out an overview of the beginning of writin
g 

a novel. T
o do this he must first u

nderstand the desire to 

write. ‘I w
rite to satisfy

 a desire.’ And that th
is desire 

stems fro
m reading; ‘I w

rite because I have read’. I l
ose 

count of the things I h
ave read, but suppose that some  

of them must h
ave inspired me to write. 

A line or set of lin
es  

enclosing or indicating the shape of something –  

a general description showing the essential 
features,  

not the detail.  
A kind of abstrac

t – a su
mmary that, in

 all honesty
,  

leaves me temporarily panic str
icken – unable to classi

fy – 

to find a phrase, a quote, or poem that might be set 
at  

the beginning offering an 
Epigraph 

A summary of what it
 is I 

am trying to evoke –  

the scent, th
e odour of something. The panic  

continues into the 
Plan Of the W

ork to be writte
n. A detailed proposal for doing 

or achieving something – an intention or decision about 

what I a
m going to do.  

 a) A point of departure ! 

 b) Three chapters, th
ree acts –

 in my case, three 

transpositio
ns – ‘the obstacles that will h

ave to be 

overcome’, th
e knots to

 be untied. 

 c) And then, a final su
spense rather than conclusion. 

But how to begin to write a plan when I don’t know  

how it w
ill tu

rn out, but I d
o care.

Parabase  
The method of expositio

n – a comprehensive description 

and explanation of an idea or theory and the action of 

making something public that, at this m
oment in tim

e, 

renders m
e paralysed.

Preamble 
(Ace of Cups) 

A very bold colon:  

an overflowing vessel. 
Outline (Six of Swords) 

A meta-text for the purposes  

of classification that will fa
cilitat

e 

dissemination and the tran
sfer  

of that which is c
lassified.

Epigraph  
(Queen of Coins) 

Bringing the familiar to the far-

away. Creating the conditions  

for memory. S
cent.

 

abstract

(synopsis) 

outline underlined  

show your edges

Polytech
nique Prese

ntation – How will I
 speak – fro

m 

where? Following Barthes;

‘Unable to classify
 is p

anic st
rick

en.’ (W
here are w

e?) …
 

and I cannot even type up my notes 
without str

aying, 

rico
cheting to a st

ate in
 which demarca

tion is s
ubjectiv

e, 

fragile, breaking down when category distan
ce is t

oo 

narro
w, where c

ategory loses th
e solidity of nameable 

entity, where th
e ‘in

terstit
ial blanks se

paratin
g all th

ese 

entitie
s fro

m one another’2 (
and who the fu

ck thought 

I’d ever be quoting Foucault – not m
e) a

re th
e te

rrify
ing 

here-be-monsters o
f the unmapped where identity 

crumbles.3
Preamble He m

akes a preliminary or preparato
ry sta

tement;  

he in
troduces. Outline He sh

ows th
e main shape or ed

ge of so
mething,  

without any details
.

Epigraph 
He se

lects a
 short q

uotation or sa
ying at th

e beginning 

of a book or chapter, 
intended to suggest i

ts th
eme.

Plan He produces a
 diagram or lis

t of ste
ps with detail

s  

of tim
ing and resources

, used to achieve an objective.

Parabase He m
akes a direct a

ddress to
 the audience, su

ng  

or chanted by the chorus on behalf of th
e author.  

He digress
es, address

ing the re
ader.

Bibliography 

He lis
ts th

e books re
ferred

 to in a sch
olarly

 work,  

one that is 
typically printed as an appendix.

reveal th
e th

resholds trace a lin
e  

=blurb ! classify
 any product

 

 being  

unable to
 cla

ssify
  

is th
e worst  

kind of so
cial

 unease

panic st
rick

en 

does th
is lo

ok right to
 you?

what are
 we doing?

 
Begin over 

2. Michel Foucault, T
he O

rder of Things: A
n Archaeology of

 the H
uman Scien

ces  

(London and New York: Routledge, 19
89),

 p. xvii [L
es M

ots et les
 Choses (

Paris
: Editions G

allim
ard, 19

66)].  

3. T
his paragraph is d

rawn, in part, f
rom Emma Bolland, ‘Category Error / C

ategory Terror’,  

in The Blue N
otebook, 11

:1 (2
016

), pp. 45
–53

.



67

The Work as Will1  

(will to
 begin) 

[This is 
an extract of the full work.]

he Roland Barthes Reading Group has been parsing 

Roland Barthes’s T
he Preparation of th

e Novel for 

four years. H
is is a

 text in which the novel is n
ever 

quite begun; or rather in which the conditions  

for beginning repeatedly start to be laid out. Beginning 

as iter
ation, as preparation, as speculation. Beginnings – 

multiple – as metaphors fo
r the work not yet done.  

Our stu
ttering synopsis of the chapter ‘Sessio

n of 

December 1, 1
979’ 

collates our notations, our ‘minimal 

acts o
f writin

g’ in which we promise, soon, to start.

The members of the group participating here are:  

Emma Bolland, Julia Calver, Helen Clarke, Louise 

Finney, Suzannah Gent, Sharon Kivland, Debbie 

Michaels, H
estia P

eppé, and Rachel Smith.

There was the inability to plot – as reader – even  

a sentence. ‘An event in language is to
 take one step, and then 

another.’ I
 could no longer walk.

When the page is st
atic (not static). Hum.  

Is grammar a compass?  

Are graphemes? 
Read a line then off, tangential, elsewhere, making a note, 

losing my place. 

1. All quotations and references that go unnoted throughout this tex
t belong to, or have been 

appropriated, borrowed, and paraphrased from: Roland Barthes, The Preparation of th
e Novel:  

Lecture Courses a
nd Seminars at the Collège 

De France (19
78–1979 and 1979–1980), tr

ans. by Kate Briggs,  

ed. by Nathalie Léger (N
ew York: Columbia University

 Press, 20
10) [La préparation du roman.  

I et I
I, Cours et 

séminaires a
u Collège 

de France, 19
78-1979 et 19

79-1980, Paris: É
ditions du Seuil, 19

95]. 

Kate Briggs, photograph of her personal copy of Roland Barthes’s L
a Préparation du Roman, I et II, 

 

Cours et 
séminaires a

u Collège 
de France (19

78-1979 et 1979-1980), tr
aces écrites, Seuil IMEC.

‘Having been shelved so close to the window for so long – for some fourteen years now, since I am
 

fairly
 sure I bought the book the year Seuil first published it – the spine, if n

ot the cover of the book 

itself, had been bleached by the sun, turning its o
riginal deep dark red into something closer to mud-

pink, the colour of unbaked clay.’ 

– Kate Briggs, tra
nslato

r of the English edition of Roland Barthes’s T
he Preparation of th

e Novel.

The Work as Will
Roland Barthes Reading Group

T
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       Where to begin? How to begin? 

These are tricky questions. Perhaps it’s too late to  

ask, since we’re already out of the starting blocks.  

We’re on the fourth line, heading rapidly for the fifth 

– here it is – and then cantering off down the page.  

But there’s a distinct possibility that this – the first  

page of the introduction – isn’t really the the beginning 

anyway. Where exactly a journal, a book or any other 

bound, printed object actually starts is difficult to 

pinpoint. Does reading start on page one? Or before  

that, at the front cover – eyeing up the illustration  

and the blurb; deciding if we like the look and feel  

of it; giving the pages an exploratory riffle, weighing  

up whether to take the plunge? Perhaps it begins before 

that, even, in a world of other printed and digital textual 

artefacts, or else what Gérard Genette calls the epitext:  

the reviews, recommendations and countless other things 

that guide us towards a particular book and shape our 

understanding of it. Before you pick up or download  

this journal, you’ve already started reading it.
But wait. We might be getting ahead of ourselves.  

This is only the introduction – mere preliminary matter 

– just a bit of throat clearing before the journal begins in 

earnest. It could be that you’re giving it a cursory, dutiful 

glance before moving on to the actual contents. In which 

case, perhaps we haven’t started  
yet, after all.

The material text and its elusive, slippery, complicated 

beginnings is what this inaugural issue of Inscription 

explores. What seem like origins are often revisions  

and reworkings, as John T. Hamilton shows, through his 

careful tracing of both the etymologies in Kafka’s writing, 

and the overwritings in his notebooks. Michael Durrant 

finds the same dynamic at work in a very different context 

– early modern Welsh bibles – whose missing title pages 

have been reinvented in some surprising DIY forms  

by their owners. These are beginnings that are in  

fact retrospective constructions. Alice Wickenden, 

meanwhile, explores how the library of the eighteenth-

century collector Hans Sloane has been overwritten by 

its many subsequent recategorisations and reorderings. 

She follows the movements of its paper objects as they 

shift between book covers and picture frames, library 

shelves and museum cases. It’s th
e kind of instability  

that Rebecca Bullard finds, too, in the work of Sloane’s 

contemporary, the antiquarian John Le Neve. His books 

of carved epitaphs might be read, she suggests, as an  

early form of media theory, oscillating between different 

writing surfaces – stone, print and manuscript – but 

uncertain which holds the authentic or original version.

Alexandra Franklin finds embarking on the painstaking 

process of hand-printing Herman Melville’s Moby-Dick 

(1851) su
mmons meditations on both beginnings and 

endings. It’s a project that extends forward, beyond  

her own life span, but also reaches back into the past,  

to question the beginnings of Melville’s novel. However 

far back we go, we’re never quite at the start, since the 

printed book is always, by its nature, a kind of secondary 

copy. Serena Smith’s description of preparing a 

Welcome to Inscript
ion

Gill Partington

lithography stone opens up another, deeper order of time, 

and a search for beginnings that lie much further back, 

beyond the anthropocene. This is a limestone surface  

that has already been written on by geological forces,  

slow accretions and erosions over millions of years. 

Kathryn James traces themes of inscription and  

origin in a different context and a different medium – 

parchment – as she reflects on the interrelations of animal 

skin, paternity and Shakespeare’s Hamlet. But, as with 

Smith’s consideration of stone, the question is the same: 

how to decode the rich meanings and history already 

legible in this supposedly blank surface.

Catherine Clover grapples with issues of transcription 

as well as inscription. The layered soundscape of her 

suburban Melbourne environment includes not only 

the distinctive songs of the Australian Magpie, but the 

indigenous language of the Wurundjeri people which, 

passed down orally, persists n
ot in writing but through 

its connection to the terrain. What kind of writing can  

do it justice, and how can these sounds be committed  

to the mute page? The Barthes Reading Group, too, are 

pushing at the limits of the page. They reinvent its la
yout 

to transcribe multiple streams of thought and a chorus  

of voices, responding collectively to Roland Barthes’s  

The Preparation of the Novel, a book-length rehearsal  

for a book that always lies in the future, never getting  

off the ground.
Leaving the page entirely, we find Sean Ashton’s voice  

on vinyl record rehearsing similar, stuttering beginnings. 

As he reads from his novel, Living in a Land (2017)
,  

a series of first lines builds not into a narrative but 

into an incongruous and hilarious anti-autobiography, 

one told entirely in the negative. ‘I’ve never been to 

Glyndebourne’, he reveals, ‘I’v
e never had syphillis’,  

and ‘I have never confronted a dangerous animal’.  

The record’s spiralling grooves are echoed by this 

edition’s other artists-i
n-residence. On a pull-out poster, 

Jérémie Bennequin takes an eraser to Edgar Allan Poe’s 

story ‘A Descent into the Maelström’ (1841
), removing  

the shape of its eponymous whirlpool. Digital artist- 

in-residence Craig Saper imagines a radically new, 

spherical medium in his text, ‘Foamy Reading’, and  

here it’s given virtual form by creative technologist  

Ian Truelove, allowing us to read, revolve, zoom in  

and out in augmented reality. And then, spiralling back to  

the pages of the journal we find Craig Dworkin’s intricate 

meditation on the meanings of this form, juxtaposing 

Robert Smithson’s massive ‘Spiral Jetty’ (1970
) with  

tiny watchsprings to think about scale, time, entropy  

and progress.
If this was a false start, it’s 

not too late to begin again. 

There are plenty of other ways to find your way into 

and around this journal. Erica Baum’s beautiful cover 

illustration plays on these multiple entry points of the 

book, confusing the eye by presenting the cover as  

the fore-edge. Looking at the front, we can already 

see inside, so to speak. Inscription is also reversible. 

The whole thing works just as well upside down and 

back to front, so we have two beginnings and no end. 

And the middle? Well that’s a beginning of a sort, too. 

The colophon and publishing information, which would 

normally be at the start, circles around the central hole, 

drawn in by an invisible centripetal force, like the helpless 

boat in Edgar Allan Poe’s tale. And what is a spiral,  

after all, but a circle that never quite returns to its original 

point: starting again, but differently. Flip over. You will 

see that there are two editorial prefaces, and that one  

is considerably better than the other: this is deliberate.
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This is the same hole. 



1

Inscription will combine imaginative thinking and  critical rigour to take the study of material texts  in new directions. Inscription will be at home equally in  the first century and the twenty-first, as well as all points in between, and will feature work by practitioners – book artists, printmakers and writers – alongside academic discussion. Inscription’s focus 
is not just on the meanings and uses of the codex book, but also the nature of writing surfaces (papery or otherwise), and the processes of mark- marking in the widest possible sense: from hand-press printing to vapour trails in the sky; from engraved stones to digital text. The journal’s theoretically aware, trans- historical, and cross-disciplinary remit will break with  the conventions of academic ghettoization, creating 

connections between areas that have much to say to  one another – bibliography, media theory, conservation, the history of the book, museum studies, and artist’s book studies, for instance – enabling wide-ranging conversation and unexpected juxtapositions. Inscr
iption promises not  only to add to the field but to set new agendas for the  next phase in the study of material texts.

In another break with the conventional academic journal, Inscription’s dos-à-dos format, inspired by  Edgar Allan Poe’s short story ‘A Descent into the Maelström’, means Inscription has two beginnings,  no end, and a central colophon with the publishing information spiralling down into nothing. Each edition of Inscription will have a guest artist-in-resid
ence, digital artist-in-residence, poet-in-residence and writer-in- residence; and each edition will be accompanied by  a vinyl LP featuring an author reading from their work.

Please email inscriptionthejournal@gmail.com  with submission enquiries.

Editor: Gill Partington 
Editor: Adam Smyth 
Editor: Simon Morris 
Cover design: Erica Baum 
Artist-in-residence: Jérémie Bennequin Digital artist-in-residence: Craig Saper 
Poet-in-residence: Craig Dworkin 
Writer-in-residence: Sean Ashton Digital Designer (AR, VR & Coding): Ian Truelove Project Manager: Zara Worth 
Designer: Fraser Muggeridge studio, London Publisher: Information as Material, York  
in partnership with Leeds Beckett University

Editorial Board: Sean Ashton, Derek Beaulieu,  Sarah Bodman, Christian Bök, Angie Butler, Felipe Cussen, Johanna Drucker, Dennis Duncan, Rob Fitterman,  Jo Hamill, Nasser Hussain, Tina Lupton, Bonnie Mak,  Kaja Marczewska, Brooke Palmieri, Craig Saper,  Nick Thurston, Whitney Trettien, Daniel Wakelin,  Patrick Wildgust, Abigail Williams.

Open Access
Inscription is a double-blind, peer-reviewed, gold open access journal. In addition to physical copies of each  issue being available for purc

hase by subscription,  all the journal articles published in each issue of Inscription are freely available on the public internet from the date  of publication: permitting any users to read, download, copy, distribute, print, search, or link to the full te
xts of these articles, crawl them for indexing, pass them as data  to software, or use them for any other lawful purpose,  without financial, legal, or technical barriers othe
r than those inseparable from gaining access to the internet  itself. The only constraint on reproduction and distribution and the only role for copyright in this domain should be  to give authors control over the 

integrity of their work  and the right to be properly acknowledged and cited. Correspondingly, all creative content of each issue  is licensed under the Creative Commons Attribution- NonCommercial 4.0 International License. For full terms  of use, visit: creativecommons.org/licenses/by-nc/4.0/

Inscription: The Journal of Material Text –  Theory, Practice, History

I



[This page intentionally left blank]



64


