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Upon completion of the trade version of this book some-
thing felt, still, incomplete. With a couple of years of
intensive labor, and some misgivings, I had midwifed an
unquestionably useful but peculiar hybrid—a trade book
dbout artists’ books. This special digested edition was
made in the spirit of giving back the subject to its object.
It also provided me with an irresistible opportunity to
play out a digital typesetting game I've been thinking

about for some time.
Joan Lyons







Introduction

OVER THE LAST twenty years visual artists, increas-
ingly concerned with time-based media, have redisco-
vered the book, investigating and transforming every
aspect of that venerable container of the writen word.
They have manipulated page, format, and content—
sometimes subtly, sometimes turning the book into a
reflexive discussion of its own tradition. They have il-
lustrated real time in simple flip books or collaged real
time with fictive time into complex layers. They have
disguised artists’ books as traditional books and made
others that are scarcely recognizable. The best of the
bookworks are multi-notational. Within them, words,
images, colors, marks, and silences become plastic or-
ganisms that play across the pages in variable linear se-
quence. Their importance lies in the formulation of a
new perceptual literature whose content alters the con-
cept of authorship and challeges the reader to a new
discourse with the printed page.

Artists’ books began to proliferate in the sixties and
early seventies in the prevailing climate of social and
political activism. Inexpensive disposable editions were
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publishing was one of these alternatives and artists’
books became part of the ferment of experimental

most of the writing on artists’ books to date has been lim.-
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ited to brief surveys, essays in exhibition catalogues, and
book reviews. This anthology then, is the first attempt at
an in depth look at the territory. Involved as we are in the
terrain, we have probably missed an island or two or
wrote a mountain too large. In some charted areas suita-
ble material was not forthcoming. What is here is our
best shot—a wealth of information about an exciting
new medium, including texts about the current state of
the art and its historical precedents by long-time partici-
pants in and observers of the field. At the back of the
book you will find a listing of artists’ book collections and
the most complete bibliography of secondary sources
published to date.

It is our hope that in addition to providing a much-
needed resource for artists, teachers, librarians, and stu-
dents, this book will form a bridge between book artists
and their audience. In the words of a recent promotional
lapel pin in my possession “learn to read art.”

A Preface
by Dick Higgins

THERE IS AMYRIAD of possiblilities concerning what
the artists’ book can be: the danger is that we will think of
it as just this and not that. A firm definition will, by its na-
ture, serve only to exclude many artists’ books which one
would want to include

Given that caveat, let’s try for a grey definition. I'd
suggest: book done for its own sale and not for the infor-
mation it contains. That is: it doesn’t contain a lot of
works, like a book of poems. It is a work . Its design and
format reflect its content—they intermerge, interpenet-
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India, who worked jn the early seventeenth century. His
language was Latin and he used it as a part of his flow, not
for the sake of making powerful works but for the sharing
of joy, as artists are S0 apt to. Most of his books were made
in miniscule editions and most copies are Jost. Perhaps
they should be reprinted, starting with the Panegyricus
sine verbis de . Philippi Ners; laudibus, dictus in eus cele-
braite Urbeveters iy matort basilica anno 1 629...(Urbe Vet-
€ri: ex typographia Rainuldo Ruuli, 1629...)—A panegyric
without words jn praie of Philip Nerij, spoken in his cele-
bration at Urbe Veteri in the big cathedral in the year

at the time, as was pattern poetry, the visua] poetry which
our learned professors have been hiding from us all these
years because it confuses their neat pictures, but that’s
another story, Anyway, the impostance to us of knowing of
our brothers and sisters doing artists’ books and such-like
in earlier times is that it tells us that what we’re doing is not

Of course, loo ing towards modern times, the books”
(sometimes called “non-books too) of Dietre Roth and
Bern Porter in the 19505 are also artists’ books as anyone
knows who visited Porter’s show at Franklin Furnace in
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New York City ca. 1981, or the various big shows of Roth’s
books in London, Amsterdam, and elsewhere in the 1970s.
So, what we have is a form which is not, per se, new,but
whose “time has come.” And what this means is a matter of
audience more than of artist. Not that artists’ books are
being done in production runs of 10,000 copies, but the
genre is now defined in some way. There are stores and
outlets for the books and, as a result, the perception of the
artist’s book has changed from its being an eccentricity to
its being an integral part—sometimes central, to an artist’s
work—the main medium of expression, and sometimes an
important venture for an artist whose main concern lies
elsewhere. We see an artists’ non-book work, and we say,
“Gee, wouldn’t it be interesting if so-and-so would do a
book.” And maybe so-and-so does.

Perhaps the hardest thing to do in connection with the
artist’s book is to find the right language for discussing it.
Most of our criticism in art is based on the concept of a
work with separable meaning, content, and style—*this is
what it says” and “here is how it says what it says-” But the
language of normative criticism is not geared towards the
discussion of an experience, which is the main focus of
most artists' books. Perhaps this is why there is so little
good criticism of the genre. Besides, where would it be
published? Traditional art magazines are too busy servicing
their gallery advertizers, and the focus on the book experi-
ence is not what the critics are used to doing anyway. “ hat
am I expeiencing when I turn these pages?” That is what
the critic of an artists’ book must ask, and for most critics it
is an uncomfortable question. This is a problem that must
be adressed if the audience for artists’ books is to continue
to grow, if they are to reach a larger audience.

But it will happen. The making of artists’ books is not a
movement. It has no progrm which, when accomplished,
crests and dies away into the past. It is a genre, open to
many kinds of artists with many different styles and pur-
poses, and so its likely future is that it simply will be ab-
sorbed into the mainstream and will be something which
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artists do as a matter of course, each in his or her own way.
To that we can Jook forward with delight.

Book Art

by Richard Kostelanetz

THE PRINCIPAL DIFFERENCE between the book hack
and the book artist is that the formewr seccumbs to the con-
ventions of the medium, while the latter envisions what else
“the book” might become. Whereas the hack writes prose
that “reads easily” or designs Pages that resenble each other
and do not cal] attention to themselve, the book artist tran-
scends those conventions.

The book hack s 3 housepainter, so o speak, filling the
available walls in 4 familiar uniform fashion; the other is an
artist, imagining unprecidented possibilities for bookish
materials. The first aspires to coverage and acceptability;
the second to invention and quality.

Common books Jook familiar; uncommon books do not.
Book art is not synonymous with book design or literary art;
it is something else,

ree innate characteristics of the book are the cover,
which both protects the contents and gives certain clues to

and distribute, that j; is customarily portable and easily
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and that it is more spatially economical (mewasured by ex-
trinsic experience over intrinsic volume) than other non-
electric media. A book also allows its reader random access,
in contrast to audiotape and videotape, whose programmed
sequences permit only linear access; with a book you can go
from one page to another, both forewards and backwards, as
quickly as you can go from one page to the next.

Because a book’s text is infinitely replicable, the number of
copies that can be printed is theoretically limitless. By con-
trast, a traitional art object is unique while a multiple print ap-
pears in an edition whose number is intentionally limited at
the pointo of production. It is possible to make a unique
book, such as a handwritten journal or sketchbook, or to
make an edition of books limited by number and autograph;
but as a communications vehicle, the first is really a “book as
art object,” while the econd is, so to speak, a “book as print”
(that is destined less for exhibition than for specialized collec-
tions).

The economic difference between a standard book object
and an art object is that the latter needs only a single purch-
aser, while the former needs many buyers to be financially
feasible. Therefore, the art dealer is a retailer, in personal con-
tact with his potential customers, while the book publisher is a
wholesaler, distributing largely to retailers, rather than to the
ultimate customers.

The practical predicament of commercial publishers in the
eighties is that they will not publish an “adult trade” book un-
less their salesmen can securely predict at least several
thousand hardback purchasers or twice as many paperback
purchasers within a few months. Since any proposed book that
is unconventional in format could never be approved by edito-
rial-industrial salesmen, commercial publishers are interested
only in book hacks (and in “artists” posing as book hacks, such
as Andy Warhol).

What is most necessary niow, simply for the development of
the book as an imginative form, are publishers who can survive
economically with less numerous editions at reasonable prices.

There is a crucial difference between presenting an artist’s
work in book form—a retrospective collection of reproduc-
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tions—and an artist making a book. The first is the honorific,
art book. “Book art” should be saved for books that are works
of art, as well as books,

The book artist usually controls not just what will fill the
pages but how they will be designed and produced and then

well.

One practice common to both books and paintings is that
the ultimate repository of anything worth preserving is the arc-
hive—the art museum for the invaluable painting, and the re-
search library for the essential book.

One trouble with the current term “artists’ books” is that it
defines a work of art by the initial profession (or education) of

who did them; and it is differences among them, rather than in
their authorship, that should comprise the stuff of critical dis-
course,

Indeed the term “artists’ books” incorporates the suggestion
that such work should be set aside in a space separate from
writers” books—that, by implication, they constitute a minor
league apart from the big business of real books, One thing I
wish for my own books is that they not be considered minor
league.

The squarest thing “an artist” can do nowadays is necessarily
compress an imaginative idea into a rectangular format bound
along its longest side. Some sequential ideas work best that
way; others do not.

Intheory, there are no limits upon the kinds of materials that
can be put between two covers, or how those materials can be
arranged.

This essential distinction separates imaginative books from
conventional books. In the latter, syntactically familiar sen-
tences are set in rectangular blocks of uniform type (resembling
soldiers on parade), and these are then “designed” into pages
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that look like each other (and like pages we have previously
seen). An imaginative book, by definition, attempts to realize
something else with syntax, with format, with pages, with cov-
ers, with size, with shapes, with sequence, with structure, with
binding—with any or all of these elements, the decisions in-
forming each of them ideally reflecting the needs and sugges-
tions of the materials peculiar to this book.

Most books ae primarily about something outside them-
selves; most book art books are primarily about themselves.
Most books are read for information, either expository or
dramatized; book art books ae made to communicate imagina-
tive phenomena and thus create a different kind of “reading*
experience.

An inovative book is likely to strike the common reviewer as
a “non-book” or “anti-book.” The appearance of such termsin
a review is, in practice, a sure measure of the book’s originality.
The novelist Flannery O’Connor once declared, ‘If it looks
funny on the page, I won’t read it.” Joyce Carol Oates once reit-
erated this sentiment in a review of O’Connor. No, a “funny”
appearance is really initial evidence of serious book artistry.

Imaginative books usually depend as much on visual literacy
as on verbal literacy; many “readers” literate in the second re-
spect are illiterate in the first.

One purpose for the present is to see what aalternative forms
and materials “the book” can take: can it be a pack of shufflable
cards? Can it be a long folded accordion strip? Can it have two
frnt covers and be “read” in both directions? Can it be a single
chart? An audiotape? A videotape? A film?

Is it “a book” if its maker says it is?

With these possibilities in mind, we can recognize and make
a future for the book.

This essay originally appeared in Exbaustive Parallel Intervals, Future Press, 1979.




The New Art of Making Books

Ulises Carrién

WHAT A BOOK IS

A book is a sequence of spaces.

Each of these spaces is perceived at a different moment—a
book is also a sequence of moments,

Abook is not a case of words, nor a bag of words, nor a bearer of
words,

“ s e .

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

A writer writes texts.

The fact, that a text s contained in a book, comes only from the
dimensions of such a text ; of, in the case of a series of short texts
(poems, for instance), from their number,

Literary ( prose) text contained in a book ignores the fact that the
book is an autonomous Space-time sequence.,

A series of more or less short texts (poems or other) distributed
through a book following any particular ordering reveals the se-
quential nature of the book.

It reveals it, perhaps uses it; but it does not incorporate it or as-
similate it,

Weritten language is a sequence of signs expanding within the
space; the reading of which occurs in the time.
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A book is a space-time sequence.

Books existed originally as containers of literary texts.

But books, seen as autonomous realities, can contain any (writ-
ten) language, not only literary language, or even any other sys-
tem of signs.

e o & &

Among languages, literary language (prose and poetry) is not the
best fitted to the nature of books.

A book may be the accidental container of a text, the structure of
which is irrelevant to the book: these are the books of bookshops

and libraries.

A book can also exist as an autonomous and self-sufficient form,
including pethaps a text that emphasises that form, a text that is
an organic part of that form: here begins the new art of making

books.

s s & 0

In the old art the writer judges himself as being not responsible
for the real book, He writes the text. The rest is done by the ser-
vants, the artisans, the workers, the others.

In the new art writing a text is only the first link in the chain going
from the writer to the reader. In the new art the writer assumes
the responsibility for the whole process.

. s o @

In the old art the writer writes texts.
In the new art the writer makes books.

e s o @
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To make a book is to actualize its ideal space-time sequence by
means of the creation of a parallel sequence of signs, be it verbal

or other.

PROSE AND POETRY
In an old book all the pages are the same.

When writing the text, the writer followed only the sequential
laws of language, which are not the sequential laws of books.

Words might be different on every page; but every page is, as
such, identical with the preceding ones and with those that fol-

low.

In the new art every page is different; every page is an indi-
vidualized element of a structure (the book) wherein it has a par-

ticular function to fulfill.

In spoken and written language pronouns substitute for nouns, so
to avoid tiresome, superfluous repetitions.

In the book, composed of various elements, of signs, such as lan-
guage, what is it that plays the role of pronouns, so to avoid tire-
some, superfluous repetitions?

This isa problem for the new art; the old does not even suspect its
existence.

A book of 500 pages, or of 100 pages, or even of twenty five,
wherein all the pages are similar, is a boring book considered as a
book, no matter how thrilling the content of the words of the text

printed on the pages might be.
18



A novel, by a writer of genius or by a third-rate author, is a book

where nothing happens.

There are still, and always will be, people who like reading novels.
There will also always be people who like playing chess, gossiping,
dancing the mambo, or eating strawberries with cream.

In comparison with novels, where nothing happens, in poetry
books something happens sometimes, although very little.

A novel with no capital letters, or with different letter types, or
with chemical formulae interspersed here and there, etc., isstill a
novel, that is to say, a boring book pretending not to be such.

« s @

A book of poems contains as many words as, or more than, a
novel, but it uses ultimately the real, physical space whereon these

words appear, in a more intentional, more evident, deeper way.

This is so because in order to transcribe poetical language onto
paper it is necessary to translate typographically the conventions

proper to poetic language.

The transcription of prose needs few things: punctuation, capi-
tals, various margins, etc.

riginal and extremely beautiful dis-

All these conventions are O
them any more because we use them

coveries, but we don’t notice

daily.

Transcription of poetry, a more elaborate language, uses less com-
mon signs. The mere need to create the signs fitting the transcrip-
tion of poetic language, calls our attention to this very simple fact:

19




to write a poem on paper is a different action from writing it on
our mind.

Poems are songs, the poets repeat. But they don’t sing them. They
write them.

Poetry is to be said aloud, they repeat. But they don'’t say it aloud.
They publish it.

The fact is, that poetry, as it occurs normally, is written and
printed, not sung or spoken, poetry. And with this, poetry has lost

nothing.

On the contrary, poetry has gained something: a spatial reality that
the so loudly lamented sung and spoken poetries lacked.

THE SPACE

For years, many years, poets have intensively and efficiently explo-
ited the spatial possibilities of poetry.

But only the so-called concrete or, later, visual poetry, has openly
declared this.

Verses ending halfway on the page, verses having a wider or nat-
rower margin, verses being separated from the following one by a
bigger or smaller space—all this is exploitation of space.

This is not to say that a text is poetry because it uses space in this or
that way, but that using space is a characteristic of written poetry.

The space is the music of the unsung poetry.
20



etry (or rather of poetry into

The introduction of space into po
[ly incalculable consequences.

space) is an enormous event of litera

One of these consequences is concrete and/or visual poetry. Its
birth is not an extravagant event in the history of literature, but the
natural, unavoidable development of the spatial reality gained by

language since the moment writing was invented.

The poetry of the old art does use space, albeit bashfully.

This poetry establishes an inter-subjective communication.
Inter-subjective communication occurs in an abstract, ideal, im-
palpable space.

which concrete poetry is only an example) com-

In the new art (of r
but it occurs in a concrete, red,

munication is still inter-subjective,
physical space—the page.

A book is a volume in the space.

It is the true ground of the communication th
words—its here and now.

at takes place through

Concrete poetry represents an alternative to poetry.

offer anal-

Books, regarded as autonomous space-time sequences,
ternative to all existent literary genres.

Space exists outside subjectivity.

If two subjects communicate in the space, then space is an element
of this communication. Space modifies this communication. Space
imposes its own laws on this communication.

Printed words are imprisoned in the matter of the book.

What is more meaningful: the book or the text it contains?

What was first: the chickencor the egg?
21




The old art assumes that printed words are printed on an ideal
space,

The new art knows that books exist as objects in an exterior reality,
subject to concrete conditions of perception, existence, exchange,

consumption, use, etc.

The oléiective manifestation of language can be experienced in an
isolated moment and space—the page; or in a sequence of spaces
and moments—the ‘book.’

There is not and will not be ney literature any more.

There will be, erhaf)s, NEW ways to communicate that will include
language or w1ﬁ use language as a basis.

As a medium of communication, literature will always be old litera-
ture.

THE LANGUAGE

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

The starting point of the transmission of mental images is always an

Intention: we speak to transmi a particular image.

The evelt'i:day language and the old art langauge have this in com-
mon: both are intentional, both want to transmit certain mental im-

i

In the old art the meanings of the words are the bearers of the au.
or’s intentions.

Just as the ultimate meaning of words is indefinable, so the author’s
Intention is unfathomable,

LI T

Every intention Presupposes a purpose, a utility.

Everyd;ay_ language is intentional, that is, utilitarian; its function is to
transmit ideas and feelings, to explain, to declare, to convince, to in-
VOKe, to accuse, etc.
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Old art’s lan%uage is intentional as well, i.e., utilitarian. Both lan-
guages differ from one another only in their form.

New art’s language is radically different from da{lty language. It ne-
glects intentions and utility, and it returns to itself, it investigates it-
self, look'ms for forms, for series of forms that give birth to, couple
with, unfold into, space-time sequences.

The words in a new book are not the bearers of the message, nor the
mouthpieces of the soul, nor the currency of communication.

Those were already named by Hamlet, an avid reader of books:

words, words, words.

The words of the new book are there not to transmit certain mental
images with a certain intention.

They are there to form, tpﬁether with other signs, a space-time se-
quence that we identify wit the name ‘book.’

The words in a new book might be the author’s own words or some-
one else’s words.

A writer of the new art writes very little or does not write at all.

The most beautiful and perfect book in the world is a book with only
blank pages, in the same way that the most complete language is that
which lies beyond all that the words of a man can say.

. o ain

Every Hook of the new art is searching after that book of absolute
whiteness, in the same way that every poem searches for silence.

« s o @

Intention is the mother of rhetoric.

Words cannot avoid meaning something, but they can be divested of
intentionality.

23
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A non-intentional language is an abstract language: it doesn’t refer to
any concrete reality.

Paradox: in order to be able to manifest itself concretely, language
must first become abstract.

Abstract language means that words are not bound to any particular
intention; that the word ‘rose’ is neither the rose that I see nor the rose
that a more or less fictional character claims to see.

In the abstract Ianﬁl.lage of the new art the word ‘rose’ is the word
‘rose’. It means all the roses and it means none of them,

LI T A

How to succeed in making a rose that is not my rose, nor his rose, but
everybody’s rose, i.e., nobody’s rose?

By placing it within a sequential structure (for example a book), so that
1t momentarily ceases being a rose and becomes essentially an element

of the structure.

STRUCTURES

Every word exists as an element of a structure—a phrase, a novel, a
telegram.

Or: every word is part of a text.

Nobody or nothing exists in isolation: everything is an element of a°
structure.

Every structure is in its turn an element of another structure.

Everything that exists is a structure.

LI I

To understand something, is to understand the structure of whichitisa
part and/or the elements formmg the structure that that something is.

A book consists of various elements, one of which might be a text.

A text that is l-l,)m of a book isn’t necessarily the most essential or impor-
tant part of that book.

24




ten red books because this col-

A person may go to the bookshop to buy! :
in his sitting room, or for any

our harmonises with the other colours
other reason, thereby revealing the irrefutable fact, that books have a

color.

PR )

In a book of the old art words transmit the author’s intention. That’s why
he chooses them carefully.

In a book of the new art words don’t transmit any intention; they’re used
to form a text which is an element of a book, and it is this book, as a total-

ity, that transmits the author’s intention.

LR

Plagiarism is the starting point of the creative activity in the new art.

Whenever the new art uses an isolated word, then it is in an absolute iso-
lation: books of one single word.

Old art’s authors have the gift for language, the talent for language, the

ease for language.

For new art’s authors language is an enigma, a problem; the book
ways to solve it.

hints at

)

Inthe old art you write ‘I love you’ thinking that this phrase means ‘Tlove
you.

(But: what does ‘I love you’ mean?)

aware that we don’t know what

In the new art you write ‘T love you’ being ¢ :
f atext wherein to write Thate

this means, You write this phrase as part o
you’ would come to the same thing.

that this phrase, ‘I love you’ or ‘I hate you,’ per-

The important thing is, 1ras
text within the structure of the book.

forms a certain function as a

In the new art you don’t love anybody.
The old art claims to love.

In art you can love nobody. Only in real life can you love someone.

25




Not that the new art lacks passions.

All of it is blood flowing out of the wound that language has inflicted on
men.

And it is also the joy of being able to e_xEress something with everything,
with anything, with almost nothing, with nothing.

s s e e

The old art chooses, among the literary genres and forms, that one which
best fits the author’s intention.

The new art uses any manifestation of language, since the author has no
other intention than to test the language’s ability to mean something.

The text of a book in the new art can be a novel as well as a single word,
sonnets as well as jokes, loveletters as well as weather reports.

..

In the old art, just as the author’s intention is ultimategz_ unfathomable and
the sense of his words indefinable, so the understan ing of the reader is

unquantifiable.

In the new art the reading itself proves that the reader understands.

THE READING
In order to read the old art, knowing the alphabet is enough.

In order to read the new art one must apprehend the book as a structure,
identifying its elements and understanding their function.

One might read old art in the belief that one understands it, and be wrong.

Such a misunderstanding is impossible in the new art. You can read only if
you understand.

In the old art all books are read in the same way.

In the new art every book requires a different reading.

In the old art, to read the last page takes as much time as to read the first
one.

26




In the new art the reading rhythm changes, quickens, speeds up. ,

In order to understand and to appreciate a book of the old art, it is neces-

sary to read it thoroughly.

In the new art you often do NOT need to read the whole book. |

The readinF ma{) stop at the very moment you have understood the total
stsucture of the book.

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

« 8 n e

There are fast-reading methods because writing methods are too slow.

. s =

The old art takes no heed of reading.

The new art creates specific reading conditions.

The farthest the old art has come to, is to bring into account the readers,

which is going too far.

The new art doesn’t discriminate between its readers; it does not addressiit-

self to the book-addicts or try to steal its public away from 1V.

don’t need

In order to be able to read the new art, and to understand it, you
to spend five yearsin a Faculty of English.

In order to be appreciated, the books of the new art don’t need the senti-
mental and/or intellectual complicity of the readers in matters of love, poli-

tic, psychology, geography, etc.
every man pOSSEsSes for understanding

The new art appeals to the ability
and creating signs and systems Of s1gns.

e ]

This article originally appeared in The New Art of Making Books, Amsterdanf VOID

Distributors, 1982.
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Author’s Note: The two following articles were written in late 1976 and in
summer, 1983. The first is drenched in the enthusiasm that en gendered
Printed Matter that same year. The second reflects a certain disillusionment
with the direction artists’ books took in the interim. The process continues,
and were 1 writing yet another piece today (the end of 1984), 1 might produce
yet another view, affected by the fact that I'm now making collaborative art-
ists’ books myself.

The production of and market for artists’ books continue to grow and this
is a good indication of the form's on going vitality. As the second article
suggests, I am still more interested in those books that sidestep internal vicis-
sttudes in favor of fantasies and realities that reach further out. These are still
plentiful and some of my favorites bave emerged since both these articles
were written. I could add an equally impressive new list of works with social
andjor political content. Printed Matter and its colleagues struggle on against
economic adversity and artworld trends. The audience grows as libraries be-
come more receptive. We await some distribution genius, or godmother, to
inflame the bearts of a broader public with the burning desire to own artists’
books. Until then, harsher criticism and deeper knowledge of the genre will

The Artists’ Book
Goes Public

by Lucy R. Lippard

THE “ARTIST’S BOOK” is a product of the 1960s which is already
getting its second, and potentially permanent, wind. Neither an art book
(collected reproductions of separate art works) nor a book on art (critical
exegeses and/or artists’ writings), the artist’s book is a work of art on its
own, conceived specifically for the book form and often published by the
artist him/herself. It can be visual, verbal, or visual/verbal. With few ex-
ceptions, it is all of a piece, consisting of one serial work or a series of
closely related ideas and/or images—a portable exhibition. But unlike an
exhibition, the artist’s book reflects no outside opinions and thus permits
artists to circumvent the commercial gallery system as well as to avoid mis-
representation by critics and other middlepeople. Usually inexpensive in
price, modest in format, and ambitious in scope, the artist’s book is also a
fragile vehicle for a weighty load of hopes and ideals: it is considered by
many the easiest way out of the art world and into the heart of abroader au-
dience.

The artist’s book is the product of several art and non-art phenomenona
of the last decade, among them a heightened social consciousness, the im-
mense popularity of paperback books, a new awareness of how art (espe-
cially the costly “precious object”) can be used as a commodity by a
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capitalist society, new extra-art subject matter, and a rebellion against the
increasing elitism of the art world and its planned obsolescence. McLuhan
notwithstanding, the book remains the cheapest, most accessible means of
conveying ideas—even visual ones. The artist’s adaptation of the book for-
mat for works of art constitutes a criticism of criticism as well as of art-as-
big-business. Its history, however, lies in the realm of literature and édr-
tions de luxe.

The ancestors of artists’ books as we know them now were the products
of friendships between avant-garde painters and poets in Europe and later
in New York. It was not until the early 1960s, however, that a few artists
began to ignore literary sources, forego the collaborative aspect and make
their own books—not illustrations or catalogues ot portfolios of prints but
books as visually and conceptually whole as paintings or sculptures. Among
them were some of the Fluxus artists—George Brecht in particular, who
produced curious little publications with roots in games or the surrealist
collage and box.

The new artists’ books, however, have disavowed surrealism’s lyrical and
romantic heritage and have been deadpan, anti-literary, often almost anti-
art. Ed Ruscha’s Twentysix Gasoline Stations (1962), followed by his Vari-
ous Small Fires (1964), Some Los Angeles Apartments (1965), Every Building
on Sunset Strip (1966), Colored People, and so forth, initiated the “cool” ap-
proach that dominated the whole conception of artists’ books for years.
Ruscha’s books were a major starting point for the as-yet-unnamed concep-
tual art, a so-called movement (actually a medium, or third stream) which
made one of its most vital contributions by validating the book as a legiti-
mate medium for visual art.

By 1966, if you were reading the signs, you noticed that the book was a
coming thing. Dan Graham’s and Robert Smithson’s hybrid magazine arti-
cles—neither criticism nor art—were one of the signs; Mel Bochner’s
“Working Drawings” show at the School of Visual Arts, where drawings
that were “not necessarily art” were xeroxed and exhibited in notebooks,
was another. The point (having to do witha broader definition of art, among
other things) was followed up in 1967 by the Museum of Normal Art’s show
called “Fifteen People Present Their Favorite Book”; the same year, Brian
O’Doherty, as editor of a boxed issue of Aspen Magazine, included artworks
(not reproductions) by Sol LeWitt, Tony Smith, Graham, and Bochner; the
0-9 Press, one of whose editors was Vito Acconci, then a poet, published
single artworks in booklet format by Acconci himself; Rosemary Mayer, Ad-
rian Piper, and others; Sol LeWitt published the first of his many books; and
in England, the first Art & Language publications appeared, promulgating
an extreme and incommunicative use of texts as art.

By 1968, when dealer Seth Siegelaub began to publish his artists in lieu of
exhibiting them, the art world took notice. Lawrence Weiner and Douglas
Huebler had “no-space” shows; Hanne Darboven and the N.E. Thing Com-
pany published their first independent books: The Xerox Book presented se-
rial xerox works by Andre, Barry, Huebler, Kosuth, LeWitt, Morris, and
Weiner; Siegelaub’s “Summer 1969” exhibition took place in fragments

29




over the world and existed as a whole only in its catalogue.

Since then, hundreds of artists’ books have appeared. Yet they are never
reviewed, not even in art magazines, either as books or as exhibitions. So far,
artists’ books have been dispersed (usually as gifts) to friends and colleagues,
then left to languish in warehouses, studios, and gallery back rooms. They
are published by the artists themselves, by small underground presses, or by
a few galleries—the latter more often in Europe than in America. Art dealers
are more interested in selling “real art,” on which they can make a profit, and
tend to see artists’ books as handy hand-outs to potential buyers of expen-
sive objects. Even art bookstores make so little profit on artists’ books that
they neglect them in favor of more elaborate tomes. Artists unaffiliated with
galleries have no way to distribute their books widely and rarely recoup
pln'nting costs, which, though fairly low, many cannot afford in the first
place.

It is difficult to find organizational funding for printing artists’ books be-
cause the visual arts sections of the various councils do not give money for
publications. Subsidies exist for all the conventional visual arts—film, video,
“mixed media” (which covers a multitude of sins, but rarely books)—as well
as for plays, fiction, and poetry. But the artist’s book—a mutation clinging to
the verbal underside of the visual art world—tends to remain an economic
pariah even in its own domain, (It #5 difficult to distinguish an artist’s book
consisting entirely of text from a book of poetry,” or one consisting of a
series of “anti-photographs,” whose importance lies in sequence rather than
in individual composition, from a conventional photography book.)

With some luck and a lot of hard work, problems of distribution may be
solved by Printed Matter, a New York collective of artists and artworkers
which has just been set up both to publish a few books and to distribute and
operate a bookstore for all artists’ books. This task was taken over from
Martha Wilson, an artist whose non-profit organization Franklin Furnace
briefly distributed artists’ books but now limits itself to an archive and exhibi-
tion service. Printed Matter hopes to maintain an effective liaison between an
international audience and individual artists, galleries and small presses, such
as Vipers Tongue, Out of London, and the Women’s Graphic Center.

At the moment, the artist’s book is defined (and confined) by an art con-
text, where it still has a valuable function to serve. To an audience which is
outside the major art centers and, for better or worse, heavily influenced by
reproductions in magazines, the artist’s book offers a first hand experience of
new art. For an artist, the book provides a more intimate communication than
a conventional art object, and a chance for the viewer to take something
home. An artist’s book costs far less than any graphic or multiple and, unlike a
poster, which may cost as much or more, it contains a whole series of images
or ideas. The only danger is that, with an expanding audience and an in-
creased popularity with collectors, the artist’s book will fall back into its éds-
tion de luxe or coffee-table origins, as has already happened in the few cases
when such books have been co-opted by commerial publishers and trans-
formed into glossy, pricey products.

Needless to say, there are good artists’ books and bad ones—from any-
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one’s point of view. They have in common neither style nor content—only

medium. (Economically determined strictures, as much as a fairly ubiquitous
minimalist stylist bent, can be blamed for the tendency to the white, black, or
gray cover with stark type that until recently was the trademark of the artist’s
book.) They are being made everywhere. Printed Matter’s first ten books
come out of Oregon, Pennsylvania, Ilinois, California, and Massachusetts, as
well as New York. They range from the hilarious to the bizarre, romantic,
deadpan, decorative, scholarly, and autobiographical; from treatises to comic
books. Their political possibilities are just beginning to be recognized too.
One of the basic mistakes made by early proponents of conceptual art’s
«democratic” stance (myself included) was a confusion of the characteristics
of the medium (cheap, portable, accessible) with those of the actual contents
(all too often wildly self-indulgent or so highly specialized that they appeal
only to an elite audience). Yet the most important aspect of artist’s books #s
their adaptability as instruments for extension to a far broader public than
that currently enjoyed by contemporary art. There is no reason why the in-
creased outlets and popularity of artists’ books cannot be used with an en-
lightenment hitherto foreign to the “high” arts. One day I'd like to see artists’
books ensconced in supermarkets, drugstores, and airports and, not inciden-
tally, to see artists able to profit economically from broad communication
rather than from lack of it.

Conspicuous Consumption
New Artists” Books

by Lucy R. Lippard

THE ARTISTS' BOOK is/was a great idea whose time has either
not come, or come and gone. As a longtime supporter of and proselytizer for
the genre (and co-founder of Printed Matter, the major nonprofit distributor),
it pains me to say this. But all is not lost, just misplaced.

My carping could certainly be questioned. The National Endowment for
the Arts finally gives grants and the Museum of Modern Art has a curator for
artists’ books; big publishers are picking up on some of the sure things; there
are exhibitions and even occasionally reviews. A browse through Printed Mat-
ter can restore one’s faith in the eternal inventiveness of visual artists. They
seem to have thought of everything, from flipbooks (home movies) to flop-
books (made of fabric, like drool-proof babies’ books), from severe neo-
textbooks to scruffy rubberstamp and xerox anarchies, to slicknesses rivaling
Vogue. Some are one-liners, and once you've got the punch line you have no
urge to take it homeand get punched out daily, but some truly tickle the Freu-
dian funnybones. Some are luscious. You can picture pulling them out ona
winter Sunday afternoon to fondle or chuckle over. I could list hundreds of

31




artists’ books I'm glad to see in the world,

Yet the real vision with which the phenomenon gained momentum in the
mid-to-late sixties has not yet been fulfilled. It’s still necessary to define an “art-
ists’ book” for any but a specialized audience. So—artists’ books are not books
about art or on artists, but books as art. They can be all words, all images, or
combinations thereof. At best they are a lively hybrid of exhibition, narrative,
and object—cinematic potential co-existing with double-spread stasis.

Artist and bookmaker Pat Steir once said she liked artists’ books because
theyare “1. portable, 2. durable, 3. inexpensive, 4. intimate, 5. non-precious, 6.
replicable, 7. historical, and 8. universal.” (She was talking, as I am here, about
mass-reproduced, potentially “democratic” works of art rather than about
"one-olf-a-kind” art objects in book form, or signed and numbered limited edi-
tions.)

Virtually all of the 2,000 artists’ books in Printed Matter’s illustrated mail-
order catalogue and the 9,000 titles in Franklin Furnace’s Artists’ Book Arc-
hive are portable and replicable (though print runs vary drastically); most are
durable and intimate; some are non. precious and inexpensive; very few are his-

try to distribute themselves, bypassing the system.
Attists’ books have existed since early in the century but as a named
phenomenon they surfaced with conceptual art in the sixties, part of a broad, if

In 1981, Carol Huebner, curator of 5 college book exhibition, announced en-
Fhusiastically, “An art form that has been accessible for years has finally found
its audience.”? It depends on what audience you’re after. True, Printed Matter,

The fantasy is an artists’ book at every supermarket checkout counter, or ped-
dled on Fourteenth Street (“check it out”). The reality is that competing with
mass culture comes dangerously close to imitating it, and can lead an artist to sac-
rifice precisely what made him or her choose art in the first place; and when
“high art” tries to compete, it also has to deal with what’s been happening all
along on “lower” levels—comics, photo-novels, fanzines, as well as graphic de-
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sign or so-called “commercial art.” An article I saw in an airline magazine was
subheaded “Packaging sells products, and the designers of those critical matket-
ing tools are more than merely artists.” Author Bernie Ward described the pack-
ages as “thousands of individual little salespersons demanding, pleading, for
your attention and dollars in the fierce competition of the supermarket.” Many
artists’ books and comics look downright amateurish (and, though deliberately,
not necessarily endearingly) next to the work of professionals not so highly re-
garded, but more highly paid than most “high” artists.

The central question revolves around function, and the role of art in general.
How is the artists’ book form special? At what point is it merely an ineffective
and poorly distributed stepchild to big-time publishing, and at what point doesiit
offer something (invention, criticism, alternative information) that the other
media can’t? Well, it is a quick and noncumbersome means of receiving informa-
tion or stimuli. It should be popular in a society that perceives and experiences
everything rapidly. (Even our president prefers to get his briefings in pictures). I
learned some of the little economics I know (don’t test me) from an innovative
non-artists’ book published by the Institute for Labor Research and Develop-
ment in which David Gordon’s text is paralleled page by page by Howard Saun-
ders’s comic strip where a cast of characters live out the dilemmas posed by the
theory. And the book accompanying Avis Lang Rosenberg’s exhibition of
feminist cartoons—Pork Roast—has probably raised more consciousness than
most “high” feminist art.

In his recent book on pop culture as covert propaganda, The Empire’s Old
Clothes, Ariel Dorfman tells a revealing story about a woman in the Santiago
slums who begged him not to deprive her of her photo-novellas: “Don’t dothatto
us, comparierito, don't take my dreams away from me.” After Allende was elected
and the people in the barrios had taken hope, he met her again and she told him
she no longer read “trash.” “Now,” she said, “We are dreaming reality.”*

There are artists' books that present a reality rather than a fantasy, which gives
access to ideas and information harder to come by in other forms, books that are
serious works of reflection rather than unconsidered reflections. Janice Rogovin's
A Sense of Place/Tu Barrio is a bilingual photobook subtitled “Jamaica Plain
People and Where They Live.” It includes brief, warmhearted texts by and about
the subjects, froma working-class Massachusetts community. It is at once an ap-
pealing picture of what a neighborhood can be, a mini-sociology, “human inter-
est” story, and a warning on the pending evils of gentrification.

Maybe Rogovin’s book, like Wendy Ewald’s moving Appalachian Women:
Three Generations—also photos and oral history, is a photography book, not an
artist’s book. The lines blur, especially when they confront the taboo against art
that deals with “real world” issues. It’s important that artists’ books cross over
and are integrated into that real world, but it’s also important that without being
bound by categories, they retain a certain identity of their own. Masao Gozu'sIn
New York (Feb. 1971-Nov. 1980)—a totally photographic book of wistful, full-
frame images of people in inner city New York windows is probably an artists’
book because it is uncaptioned, bordered, and invisibly titled (on the spine

only); in other words, its form as well as its content provides a bit of ajolt.

Some artists’ books have no pictures, and are categorized by an esoteric but in-
escapable “visual” component that also separates them from concrete poetry. (
this sounds vague, you can fall back on the Duchampian prop: “It’s an artist’s
book if an artist made it, or if an artist says itis.”) 1. Rose’s books and postcards
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offer the kind of poetic insight into our absurd social condition that art is sup-
posed to offer; sometimes she omits images or provides them vicariously. (“Bad
news...bad news ... jam looking for my anger but it’s not there. Instead i find
this grey cloud of cotton.”) Mariona Barkus’s annual Hlustrated History offers
twelve monthly postcards, pictures sparked by newspaper clippings on the pres-
sing issues of our time from the defeat of the ERA to “bone dogs.” Matthew Gel-

Excerpts from the Diaries of Agatha Muldoon, the take-away part of a meticulously
realistic installation under the Brooklyn Bridge; both book and art Were so con-
vincing that many viewers thought the fictional character of Agatha was as real as
the history of her environment.

Don Russell has pointed out that an awareness of the book form is an absolute
necessity. The page is a very specific space in a very specific context and must be as
carefully considered as the surface of a canvas and the space in which it’s exhibited.
Given the avant-garde mandate to “experiment,” the best artists’ books are either

but integrated exam ples are rare.)
Here, in brief, are a few more recent books that fulfill some of my criteria. (Many

Mimi Smith in This 75 a Test, Sharon Gilbert in A Nuclear Atlas, and Dona Ann
McAdams in The Nuclear Survival Kiy have all made witty and scary books about
the grimmest news of all, the first two couched in almost appallingly lyrical
graphics. John Greyson’s Breathing Through Opposing Nostrils: A Gay Espionage
Thriller is a hybrid that began (in Canada) as a performance and evolved into a
fictionalized narrative of divisiveness, paranoia, and infiltration in Toronto’s gay
and lesbian community, it’s a riveting tale told with political irony and morality.
Strictly speaking, it could be called an illustrated book, but you can tell it’s an art-
ist’s book because you've never seen anything quite like it in bookstores or libraries.
Unexpectedness (not to be confused with obscurity) is a hallmark of the best of the
genre,

For instance, Paul Rutkovsky’s Commodity Characteris a deceptively straightfor-
ward photobook with long narrative captions, It delves into the daily lives of several
working families and individuals. These people may or may not be fictional compo-
sites (their pictures are definitely “posed”), but their relationship to what they
want, can afford, and actually buy is nothing if not real. Each episode is accom-
panied by “commodity symbols” which are the key to “the money value and the
time value of each character’s situation: too much money, too little money, too
much time, too little time.” This sounds simple enough, and probably sounds bor-
ing. But it has humor, accessibility, and quiet graphic surprises. Rutkovsky has
managed to cram into each plain parable an astonishing amount of information

f34'] £y'4 | 31T 5y Catalogue: Order Now. With ambiguous photos and deadpan phrases, it describes
' unidentified products by their shopping mall location, color, texture, weight, and
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price: “GAMES N' GADGETS. Upper Level between Maas Brothers and Rain-
bow Shop. Color: yellow, blue, white, orange, green. Texture: fuzzy and smooth.
Weight: 2 Ibs. Price: $14.99 + tax = $15.74.”

On the same subject, Micki McGee’s Something for Nothing: A Department Store
of a Different Order (which was also an exhibition, a giveaway event, and a vid-
eotape) is a literate and varied analysis of supply and demand under Southern
California capitalism. Paul Goodman’s Empire City is quoted: “Is it bad stuff?’
‘no, just useless,’ said Horatio sadly....” McGee too plays on the mail-order

catalogue format (and museum catalogues) for her main section, dividing her prod-
ucts into their “functions”—*“to disguise nature or the effects of nature,” “to show
you have time to play, time to waste, time to kill,” “to demonstrate class ascen-
dancy,” “to enhance sexual exchange value,” etc. These books make fine analytical
accomplices to Beverly Naidus’s packets of stickers for guerrilla actions at the
supermarket, questioning product’s usefulness, prices, and ingredients.

There is a certain irony to all this exposure of conspicuous consumption in that
artists’ books themselves are distinctly luxury items, commodities with dubious ex-
change value on the current market. What are they for? You'd think there was al-
ready enough stuff flashing by us. But artists’ books, like performance art, seem to
have located yet another mysterious lacuna crying to be filled. I know, because Id
miss them if they went away. Also, like performance art, artists’ books are best de-
fined as whatever isn't anything else. They aren’t quite photobooks, comic books,
coffee-table books, fiction, illustration.

* Perhaps this negative definition defines the trap of inaccessibility artists’ books
have fallen into. They can seem just another instance of artistic escapism, elitism,
and self-indulgence. But they are also an indication of a growing need for direct ex-
change and communication with audiences who have more to teach artists than the
existing ones. Maybe artists’ books are a state of mind. Despite their general lack of
visible effectiveness, they are part of a significant subcurrent beneath the artworld
mainstream that threatens to introduce blood, sweat, and tears to the flow of lig-

uitex, bronze, and bubbly.
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Atrtists’ Books as Visyal Literature
by Shelley Rice
ARTISTS’ BOOKS gained a foothold in the art world during the radical years of

the late sixties and early seventies, and they are often perceived as exemplifying the
spirit of experimentation and rebellion which characterized that era. When discus.
sing this relatively new art form, critics and artists tend to focus primarily on the

expressive medium and, in the Process, redefined its essential nature, i
Possibly the most far—reaching innovation of artists’ books is their juxtaposition




all been lumped together under the generic rubric of “artists’ books.”

To begin with, a number of artists’ books are straightforward narratives, which
juxtapose words and images in relatively direct relationships. The Brg Relay Race, by
Michael Smith, for instance, is a story that unfolds through a seties of black and
white photographs accompanied by short dialogue texts. Smith, who is best known
as a performance artist, is the star of this show, and he and the fellows in hisclub doa
practice run for a competition whose rules and purposes are never clarified. The
comedy of errors that results involves briefcases, pencil batons, and a solo commuter
course and ends up being a spoof on male bonding and the rat race of the business
world.

In both tone and format, The Big Relay Race resembles a comic book. (A number

of artists—like Lynda Barry, Karen Fredericks, Gary Panter, and Mark Beyer—
have, by the way, adopted the comic book mode wholesale and use that popular
form as a platform for their own ruminations about modern life.) As ina comic, there
is a direct relationship between the photographs and the texts: the reader/viewer un-
derstands that the pictures set the scene for the quotes printed beneath them.
There’s also a direct relationship between words and pictures
in Eldon Garnet's Cultural Connections, a narrative which, like Smith’s,
is developed through black and white photographs and texts. But whereas Smith’s
photographs serve a straightforward documentary function, Garnet's are suggestive
and psychological and, therefore, complement the text rather than simply illustrat-
ing it.
Originally an exhibition organized at the Canadian Centre of Photography under
the curatorship of Bradford G. Gorman, Cultural Connections (which was published
as Image Nation #24) traces, in Gorman’s words, “the development of its . .. post-
feminist heroine . . . through different social and cultural environments.” The narra-
tive is divided into five distinct sections, each corresponding to one of the five differ-
ent personae acted out by the protagonist as she adopts and then rejects a series of so-
cial roles: student, word processor, “kept” mistress, photographer, and finally scien-
tist, Each time she takes on a new profession, she subjects her appearance, her envi-
ronment, and her day-to-day habits to a total overhaul. These transformations are ef-
fectively suggested by the photographs, which provide the viewer with selective and
often metaphoric glimpses of the heroine and of the objects and spaces that define
both her visual and psychological landscape at a given time.

Garnet's heroine ultimately finds no real meaning in her life. Three other narrative
works—Difficulty Swallowing, by Matthew Geller; Ransacked, by Nancy Holt; and
Thirty Five Years/One Week, by Linn Underhill—focus not on life but on death:
specifically, the death of a loved one. When examined together, these three works can
suggest the range of formal, conceptual, and even spiritual solutions possible in
bookworks with ostensibly the same subject.

Matthew Geller’s Difficulty Swallowing is a medical case history which chronicles
the death from leukemia of the artist’s girlfriend. The text, which dominates the book,
consists of doctors’ reports, nurses’ notes, and official medical forms, as well as ex-
cerpts from Geller’s and his girlfriend’s diaries; the few photographic snapshots of the
patient at various stages of her illness illustrate the deteriorating condition described
in the text. Difficulty Swallowing, though poignant, is calculatedly unsentimental: its
straightforward presentation of facts and documents serves to distance both the artist
and the reader from the emotional tragedy of the situation and leaves no room for
speculation about the meaning of either the life or the death.

Like Geller's book, Nancy Holt’s Ransacked, the story of her aunt’s last days and
death, is straightforward. The first half of the book consists of black and white photo-

graphs of her aunt’s ransacked house, which was taken over and looted by the “nurse”
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who held the sick woman hostage. These documentary images are juxtaposed with
quotes from the aunt about this experience. The second half of the book contains fam-
ily snapshots, recorded evidence, background information, and excerpts from Holt'’s
diary which describe the resolution of the situation.

The narrative itself is frightening, yet the tone of Holt’s book is cool; like Geller,
Holt functions primarily as an observer and a recorder. It is only in the last paragraph
that the artist summarizes her understanding of the incident, thus allowing herself to
speculate, not only on the death but on the metaphoric meanings inherent in life: “To
me the story of the dying of my aunt and the falling apart of her house will always be in-
terconnected, the gradual decline of her body through cancer coinciding with the
harsh invasion and deterioration of her long cherished house.” In this one sentence,
the entire story comes together. The structure of the book resonates with new mean-
ing, and the relationship of photographs and texts—uwhich at first seems simply
documentary—suddenly becomes infused with metaphysical significance,

Whereas Holt’s musings about the meaning of life and death are a tiny but significant
part of Ransacked, these speculations are the central concern of Thirty Five Years/One
Week, Linn Underhill’s memorial to her sister, A more subjective book than either
Holt's or Geller’s, hers is an emotional summary of thirty five years of a life that was ab-
ruptly terminated in one week of illness. The clinical, objective tone is absent from this
book, which reproduces only excerpts from the artist’s diary during the illness. The
predominant black and white photographs, on the other hand, rarely deal with the dis-
ease at all; they record aspects of
the sister’s normal life: her daughter, her room, her snapshots, the
objects she loved. The pictures, which are often printed in soft focus,
blurred, or bleached out, become repositories of memory—especially the series of
snapshots of the sister from childhood to adulthood which is repeated continuously
and expressionistically throughout the narrative.

Unlike Geller’s and Holt’s books, Underhill’s puts forth no direct relationship be-
tween text and photographs: the one deals with illness and death, the other with love
and life. But the emotional climate of the book is a subjective bond which unites life and
death, images and words, into a unified representation of a full life cut short, There are
numerous artists’ books which, like Underhill’s, depend on a dominant emotional and/
or psychological climate to create links between pictures and texts. Two such works,
very different from each other in form and content, are Jacki Apple's Trunk Pieces and
Barbara Rosenthal’s Clues to M: yself.

Trunk Pieces has the look and feel of a family album created during an era of charm
and elegance whose glory has long since faded. Printed in sepia tones, the images—
snapshots, old postcards, passports, records of places visited, and pictures of objects
with special significance to the protagonist—are accompanied by several related narra-
tive texts that chronicle travels: physical, emotional, and intellectual, Centering on the
protagonist as well as her grandmother and mother and telling tales of unrequited love,
fantasy, deception, and betrayal, the book ultimately uses photographs as evocative
momentoes of the “illusions, expectations and lost dreams” described in the texts.

In Trunk Pieces, Apple uses pictures as springboards to memory, much as Proust
used the madeleine in Swann'’s Way. In Clues to Myself, on the other hand, Rosenthal
uses photographs in a dreamlike, associative way. This autobiographic journal of black
and white photographs and texts, dealing primarily with the internal life of the artist,
dispenses completely with unified narratives and direct word/picture relationships.
The pictures are evocative visions of mundane objects and vistas: roads, dolls, houses,
trucks, dogs, trees. The fragmented texts are diary entries, musings, quotes, dream
transcriptions, memories, and stories that are related only indirectly—through mood

or suggestion—to each other and to the photographs. Read together, these highly per-
sonal images and texts illuminate one artists’ subjective world.

38




While Apple and Rosenthal use mood and emotional climate to hold togethet words
and pictures, Richard Nonas and Lawrence Weiner count on more conceptual devices
to unify seemingly unrelated images and texts. In Nonas’s Boiling Coffee, the text con-
sists of phrases scrawled large on each page; the size of the handprinting alone gives the
reader the impression that the protagonist is consistently shouting. Most of these em-
phatic phrases simply chronicle mundane urban activities: the protagonist W
around the block, talks to someone on the street, goes home, makes sculpture, and
boils coffee, among other things. Yet interspersed among these ordinary activities are
intimations of mortality—“I'm young now, but not like it once was”—and these inti-
mations are reinforced by the stark, abstract, and expressionistic black drawings that
surround both the text and the photographs, black and white pictures of men an
women obviously from a culture different than the protagonist’s. Juxtaposed with the
scrawled texts, these images, which at first seem to have nothing to do with the words,
become more and more insistent, until the narrator eventually identifies so completely
with one of the photographed men that the boundaries between them dissolve. In this
context, the protagonist’'s mundane activities become existential assertions of shared
humanness: “I'm boiling coffee/to keep me warm/to keep me here/to keep him me.”

Nonas’s narrative forges connections between seemingly unrelated images and texts.
There is, however, no narrative in Weiner's Passage fo the North. The photographsin the
book, printed in sepia tones, are snapshots of the artist, his friends and family hanging
out, talking, using the telephone. Yet these ostensibly casual pictures have a stilted air to
them, as if they were posed tableaux. The photographs are printed on the right hand
pages; on the left are a series of short phrases, usually printed one to a page. The pictures
and words are not related in content, yet they become referential by juxtaposition. Thus,
the attenuated statement, “grouped by virtue/of being there/what is necessary to bring
about/what in fact is a natural phenomenon,” suddenly makes the reader wonder how,
in fact, the people in the photographs came together in this particular time and place. At
this point, these snapshots become loaded with philosophic implications.

All of the above-mentioned artists work, in different ways, to create connections be-
tween images and texts, while other artists take the opposite approach and use the book
format to undetline the disjunction between pictures and words. Anne Turyn’s Rea/
Family Stories, for instance, is composed of typical black and white family snapshots—
of children, homes, meals, vacations, and the like—which give the reader/viewer a
stereotypic image of American family life. The fragmented text that accompanies these
pictures, however, is a collage of stories that expose the sheer insanity of family interac-
tions. The book unfolds in the context of a family dinner, during which we hear about
secret fetishes for brothers, cousins, or sisters-in-law; about affairs and divorces and
feuds; about unrequited love and mental illness and half-dead mice in quaint old houses.
Juxtaposed, these pictures and texts point up the huge gap separating our ideali
image of “normal” family life from its sordid reality.

In a less cynical manner, Glenda Hydler uses photographs and words to differentiate
between internal and external experience. Since November 1972 Hydler has been creat-
ing an ongoing seties of “diaries” with alternating pages of texts and black and white
photographs bound in individual looseleaf notebooks. (Though there are well over
eighty such books, only one of them has been published, The Human Dilemma, Part 1)
These works have usually focused on the relationships between the artist and others in
both personal and social contexts. The autobiographical texts, generally typed in frag-
mented segments without punctuation, rmaintain stream-of-consciousness intensity and
explore the internal states of the artist during the period of time encompassed by each
book. The photographs, on the other hand, are repeated variations of images that des-
cribe one particular aspect of the visual world on which the artist chose to concentrate
during the same time span.

Most of the photographs are portraits of Hydler, although some depict landscapes,
scenes, or objects. Sometimes these pictures relate directly, either in subject matter O
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mood, to the text; sometimes they serve as metaphoric allusions to the emotional states
described; at other times they have little if anything to do with the text, and act as visual
counterpoints. But always in Hydler’s work the juxtaposition of texts and photographs
creates a play-off between the intense emotion of the verbal expression and the cooler,
more objective description of the world of appearances, and thus makes a statement
about the different layers of reality that define personal ex perience,

The portraits of Hydler included in her books are, in many ways, like mini-perfor-
mances. So are the books of Ida Applebroog, which were created as a series over a period
of years. These small bookworks consist of a single, or at most two, drawings, repeated
obsessively. Most often these drawings represent two people frozen in gestures clearly
signifying that a crisis point in their relationship has been reached. Since the viewer al-
ways sees these figures through a window, with the shade half-closed and the curtains
pulled back (so the window resembles a proscenium stage), an element of voyeurism
creeps in. The power of Applebroog’s books lies in the fact that they imply narrative but
never allow a resolution; the moment of crisis pictured is simply repeated over and over
and over again, like a broken record, and is thus almost unbearably attenuated through-
out the book.

In most of Applebroog’s bookworks the reader is given one or two phrases, strategically
placed. These phrases hint at the problem, but never at its final outcome. Look at me, for
instance, depicts a man and a woman; she, lying down, reaches for his arm in longing while
heturns away. The viewer reads the phase, “Look at me,” and sees the picture three times
before the next phrase, “We are drowning, Walter.” And yet the book ends with the
people in the same positions—as if the dialogue only pointed up that nothing changes, and
that the real definition of hell is to be frozen in these charged moments for all eternity.

Applebroog perceives her books as theatrical works and, indeed, calls them * perfor-
mances.” There have been a number of performance artists who have turned to bookmak-
ing as a way of preserving their transient art works. In some cases—notably Seven Cycles:
Public Rituals, by Mary Beth Edelson, and More Than Meat Joy, by Carolee
Schneemann—artists have chosen to compile retrospective monographs of their collected
performances which often include photographs, scripts, and working notes. In other
cases, less documentary and therefore more relevant to this study, words and images on a
printed page have been used expressively, to transcribe, interpret, and/or summarize the
meaning of individual performance works. The resulting book is conceived as a separate,
but equal, art work based on the same material used in the original performance.

One such bookwork is Donna Henes's Dressing Our Wounds in Warm Clothes, a trans-
cription of a project carried out on Ward'’s Island in 1980. Done in conjunction with, and on
the grounds of, the Manhattan Psychiatric Center, this “energy trance mission” was actually
a participatory sculpture project designed to pool the creative energies of the artist and the
4,159 patients, staff members, and visitors on the island. The artist collected beloved old
clothes from the art community, tore them into strips and then, with the help of the deni-
zens of Ward's Island, tied 4,159 knots of cloth on trees, bushes, and fences around the
Manhattan Psychiatric Center. Since tying knots at healing waters is a widespread custom
practiced by women in countries as diverse as Morocco, Scotland, and Armenia, Henes’s
ritual became a magic rite for the health of project participants.

The book based on this project is composed of transcriptions of Henes’s working notes,
including conversations, stories, musings, and dream transcriptions. It also contains black
and white and color photographs, straightforward documents, and &mposite images, all
by Sarah Jenkins, recording the island, the sculpture, and the artist at work. But the compo-
site images—stunning repetitious montages—transform “straight” photographs into visu-
al mandalas that metaphorically describe the “network (of) . .. connectivity” at the heart of
Henes’s work. In this case, images become visual translations of this particular artist’s
world view, another way of expressing the
ideals embodied in Henes’s sculpture, notes, dreams, and interactions with people.

Dressing Our Wounds in Warm Clothes records Henes’s ritual in detail, both in pictures
and words, serving as both a documentary and an interpretive work. Mary Fish’s The Perse-
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polis Context, on the other hand, is barely descriptive of the original project. The book is
based on a private ritusl performed over a period of twelve hours in the spring of 1976 at
Persepolis, an archaeological site in Southern Iran. In the artist’s words, “The activity con-
sisted of scribing a circle on the ground and dividing that circle into twelve equal parts, one
for each hour of the day that I was to spend there. Each hour on the hour I placed arose in
the circle in one of the parts until at the twelfth hour twelve roses fanned outward to com-
plete the circle.”

This is about as descriptive as Fish gets; .032U Kostelanetz intro...... . 033 U Kostelanetz
Graphics are also central to Barbara Kruger’s feminist No Progress in Pleasure. In Kruger's
earlier book, Picture/Readings, words and photographs had been separate, though juxtaposed;
in this work the twoare integrated in slick graphic configurations making obvious referencesto
mass media advertising and design. The verbal messages are short, generalized, and punchy,
the pictures to the point. The text, “Your manias become science,” for instance, is superim-
posed on an image of 2 bomb explosion, and the combination strongly criticizes patriarchy:
male’s actions among themselves, in relation to women, and, by extension, within the political
arena.

Whereas Haacke appropriates the look of corporate PR imagery, and Kruger alludes to
Madison Avenue design, in This is a Test Mimi Smith refers to broadcast television. Basing
work on the nuclear “test” signals with which we are all familiar, Smith gives us

broadcasts describing “possible” bombings of Washington, D.C., Peking, Paris, Moscow, and
Tripoli. Each of Smith’s broadcasts is handwritten ona TV screen, yet the television setitself is
«drawn” with words, scrawled in script, such as “Listen. Thisisatest ... a warning.” The book
is obviously an anti-war political statement, but its format encompasses more. By completely
integrating her words and pictures, Smith is telling us that we cannot separate form and con-
tent——that in this information-oriented society, the medium is indeed the message.

There are several artists who, like Smith, have taken that maxim literally, and created books
which completely integrate words and images in unique and fascinating ways. These artists
have rejected the linear format of most bookworks, and have instead used book pages asarenas
for the expression of non-linear, multi-dimensional visions of a time, space, and experience. Ei-
leen Berger’s A Novel in Progress About a Wonsan Named Sylvia, for instance, is not 2 novel in
the traditional sense; the narrative is non-linear, and specific situations and events are never
described. Instead, Berger compares her work to the writings of literary artists such as Proust,
Joyce, Woolf, and Nin, since her novel progresses asthe heroine undergoes certain mental pro-
cesses and shifts from one state of consciousness to another. These states of consciousness are
reflected in arrangements of contemporary words and images, which Berger “finds” in the
popular media, photographs, and then arranges in tight graphic montages.

Berger maintains a precarious balance between the controlled graphic order of each page
and the unpredictable, seemingly chaotic interplay of disparate visual elements. The structure
of each page is different (as of this writing, over thirty pages of a projected 200 have been com-
pleted, and these are now exhibited rather than bound), since none of them are prep]nnned-
The artist allows her visual elements to suggest their own ordeers and relationships based on
the associations they trigger in her. Within these tight configurations, fragments of a contempo-
rary woman's visual experience—advertisements, dress patterns, art reproductions, illustra-
tions, anatomical parts, phrases from books and magazines, etc.—appear and reappear, con-
nect and disconnect, and alter in scale and importance. The completed pages document Syl-
via’s odyssey through her inner life as she confronts her various personac; longs for escape into
a Garden; initiates a betrayal; and suffers a Fall and its consequences. So the life of a parti
woman converges with the archetypal patterns of myth, and these shifting fragments of infor-
mation formulate a multi-dimensional vision of reality—of time and space, of emotion and
memory, of the conscious and the unconscious mind.

Dick Higgins’s of celebration of morning is also designed to give reader/viewers a multi-di-

mensional vision of reality. Each of the eighty pages of this large, beautiful book is a montage of
photographs, photo derivations, line drawings, poems, musical scores, rhetorical questions, and
symbols from the [ Ching. Together these pages compose 2 narrative (or a “polysemiotic fic-
tion,” as Higgins describes it) about a young musician/dancer named Justin who overdoses on
drugs while struggling to make the transition from youth to adulthood.

The “polysemiotic” format allows Higgins to depict his protagonist from different points of :
view and within different contexts, and, as a result, the viewer/reader experiences a cross-Sec- |
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tion of the spiritual, moral, intellectual, physical, psychological, and social forces that converge
to define Justin’s world. The book is divided into monthly sections that document a year in the
young man’s life. This chronological narrative is counterpointed by, and interwoven with, a
number of non-linear elements and organizational devices that provide alternative readings to
the story. The individual pages, or “worlds” in Higgins's words, are self.contained in both form
and content. Combining diverse media in random arrangements, they suggest open-ended,
shifting meanings and can be interpreted independently or cumulatively. Higgins recommends
4 non-consecutive, indeed a cyclical, reading of the book. So the meaning of of celebration of
morning is constantly in flux, as the reader chooses between different relationships and progres-
sions,
Many of the images in Higgins’s book depict Justin frolicking in the nude within natural settings
and, thus, place his passage from boyhood to manhood within the seasonal cycles of nature—as
as in relation to the cosmic forces represented by the I Ching. Paul Zelevansky, in The Case for
the Burial of Ancestors: Book 1 ,1s also concerned with cosmic spiritual forces, but his book chroni-

is acted out by twelve Co-Creators, who include the Artist, the N arrator-Scholar, the Shaman, the
Hatmaker, the Jericho Mapmaker, and the Projectionist. The narrative develops episodically
through a sequence of graphically designed pages that function as geographic grounds for text,
pictograms, diagrams, symbols, and maps framed in constantly shifting relationships. This format
makes it possible for Zelevansky to explore his subject from a number of different perspectives and
to adopt different historical viewpoints on the historical processes he describes. The main events
traced in the book are the creation of the Four Edges of the known world: the Bindery Wall, the

vered as these sacred locations become mythic rather than functional, and are transmuted into
legends, rituals, books, parables, pictures, songs, and such. So the whole history of these Four
Edges—and, by extension, of the Hegemonian geography—is contained within the story of their
creation. As the artist writes, “past, present and potential exist at once” in this book.

Zelevansky telescopes time and space; Bonnie Gordon, in her “Image-Maps,” telescopes time

semblance of that hidden structure.” Since her word groupings inevitably suggested analogies to
human forms, Gordon combined these verbal clusters with a stretchable halftone photograph of an
anonymous adult male. The result is g series of “Image-Maps”: word pictures which represent a
merger of these two forms of language and thus attempt to recreate the primal roots of human sym-
bolic communication,

because by tracing the roots of words and pictures, The Anatony of the Image-Maps probes the con-
ceptual and imagistic origins of all arrists’ books which combine words and images.

© 1984, Shelley Rice
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THE PAGE AS ALTERNATIVE SPACE
by Barbara Moore and John Hendricks

INTriQuarterly 43, an issue devoted to “The Little Magazine in America,” Michael Anania points out
that eatlier researchers had estimated a total of 600 little magazines being published in English between
1912 and 1946. He calculates that at least 1500 suchmagazines were published in 1978 alone. These
figures represent only one segment of the alternative press scene—the segment with a literary bias,
periodicals rather than one-time publications, and material in one language only.

There are no such statistics available for the relatively recent phenomenon of artist-produced book-
works, very few of which fit neatly into the categories above. With hindsight it is possible to trace the
trend back twenty or more years, but the vocabulary to describe it is not older than ten. Definitions of
the term “artists’ books” are as plentiful as the books themselves. Being given the title “The Page As Al-
ternative Space” has allowed us the freedom of igoring all criteria save one: that the works menti

represent an artist or artist’s colleague in control of their own work, outside of the gallery system.
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If the publications are arranged chronologically, some surprises emerge. Try as we might, we could
find very little published by American artists in the early fifties that was designed as an expression of
their work rather than a statement about or reproduction of it. Original art was synonymous with “fine
art”, the mediums of painting, drawing and hand-pulled print. Publications were for expressing ideas
(sometimes accompanied by photographs of paintings) or showcasing literary talent. Trans/formation,
edited by artist Harry Holtzman (who had taught briefly with Hans Hofmann in the thirties and was
also an official of the Federal Arts Project from 1936-37), had an international board of consulting
editors that included Nicolas Calas, Le Corbusier, Stuart Davis, Marcel Duchamp, Buckminster Ful-
ler, S.I. Hayakawa, S.W. Hayter and Nelly Van Doesburg. Its intention was to “cut across the arts and
sciences by treating them as a continuum.” In its once-a-year issues published from 1950 to 1952, it car-
ried essays on everything from current music (by John Cage and others) to quantum theory (by phys-
icist Werner Heisenberg). Aside from an Ad Reinhardt art comic in eachissue, the visuals were illustra-
tions of the texts, albeit often eccentric in choice such as children’s drawings or commercial comic
strips.

Semi-Colon (ten issues?, 1952-56) was primarily a poets’ newsletter, edited and published single-
handedly by John Bernard Myers, who throughout the fifties and sixties exerted considerable influence
in bringing together the poets and artists of the New York School in collaborative fine art prints and in
theatrical works as producer of the New York Artists Theatre. Semi-Colon thus was also a vehicle for
poetry by artists, among them Fairfield Porter.

Group ideas could be effectively disseminated through print. Publication of the first issue of Reality
triggered more than 4000 letters to the editorial committee, which consisted of realist artists Isabel
Bishop, Edward Hopper, Henry Varnum Poor, and Raphael Soyer, among others. Subtitled “A Journal
of Artists’ Opinions,” its three issues (1953-55) rage against the “ritual jargon” and newly-abstract taste
of a “dominant group of museum officials, dealers, and publicity men.” Interestingly, it preceded the
publication of It I, the most famous organ for the Abstract Expressionists, by five years.

mall press activity in the United States in the decade following the mid-fifties was distinguished by a
progression of influential poetry magazines that to varying degrees incorporated the work of artists.
Among them were Robert Creeley's The Black Mountain Review (not as exclusively linked to the famous
college as its name implies), Gilbert Sorrentino’s Neon, LeRoi Jones's Yugen, and Marc Schleifer and
Lita Hornick’s Kulchur. But none attempted to turn the magazine into art with the exception of Folder,
edited by Daisy Aldan and Richard Miller between 1953 and 1956. Each of its four issues has at least one
original serigraph plus a serigraph cover, and consists of loose printed sheets of fine laid paper, enclosed
in a paper portfolio. Aldan credits a major influence on the format of the magazine to Caresse Crosby’s

Portfolin series that was published by the Black Sun Press in the forties.

On the West Coast, Wallace Berman painstakingly created nine issues of Semina between 1955 and
1964. Each issue was put together literally from scraps of paper, the printing done by Berman himself to
avoid censorship problems that had plagued him from the begin ning, as well as high costs. Working
alone, out of the mainstream, he published poems, drawings, and photographs by himself and others in
editions of about two or three hundred, Fewer exist today as many copies were destroyed along with his
home in a 1964 landslide.

In the mid-fifties widespread attempts to disassociate photography from the mass-media were still
neatly fifteen years in the future. The most notable alternative publications by photographers adapted to
(and sometimes revolutionized) the mass market, in particular the books of William Klein, beginning
with New York in 1956, and Robert Frank’s The Americans, the American edition of which appeared in
1959. Klein was an established fashion photographer as well as a painter who composed his photograph-
ic layouts in highly personal ways. Frank, a Swiss who had emigrated to the United States in 1947, has
been called the “graphic spokesman of the Beat Generation.”

These photographic books eliminated the language barrier (Frank’s book had initially been published in
Paris a year earlier, Klein’s was printed in Switzerland for an English publisher), but most of Lgc above de-

'€ opments were somewhat isolated in the United States, largely concentrated on the East Coast, with par-
ticular energy surrounding the New York School of painters ang poets. Independent development was tak-
lace in Europe and §>uth America.
 From 1949 10 1951, cigfi'nt issues of Cobra, “Organe du front international des artistes experimentaux
d'avant-garde,” were published, with rotating editorship and printers (the review and subsequently the
group took its name from the three main centers where its contributors worked: COpenhagen, BRussels
xm.s(etdam). This lively journal covered areas of pop culture (Charlie Chaplin appears several times)
and anthropology as well as art. Its subtitle indicates two important impulses £x: motivated some of the
bublications already discussed as well as many later on: the possibilities of being an organ fora group and of
individuals in different countries,

In contrast to much of the literary orientation in the United States at this time, some Europeans relied
more on a concept of limited editions going back at least to Vollard. The work of ta prominent individual
artists 1s a case in point: Bruno Munari and Diter Rot (ak.a. Dieter Roth). Munari, a painter, sculptor, pho-
tographer, and graphic and industrial designer working out of Milan, bg:g in the late forties to make a va-
riety of “Libro Illegible,” which were ade combinations of stit and cut pages, using different
colors and textures of;rnper, that were bound as a book. In the fifties he rejected 'a:lgt” and successfully
adapted some of his ideas to the manufacturing process, as in his cut- age Quadrat Print produced in an

tion of 2000 copies in 1953 or, a few years later, his mass-market chifdrm’s books, which contain differ-
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ent-size die-cuts, overlays and books-within-books, very much an extension of his handmade
The Imic artist Diter Rot, schooled in Germany and Switzerland, was only twen t?m:c and .é"r:ﬂ
skilled at graphic experimentation when he published his work in the first issue of Spirale (nine issues,
1953.-64), which he co-edited with graphic designer Marcel W*ss and concrete designer éug:n Gom-
ringer. In 1957 he founded his own press (with Einar Bnlgf?. ‘orlag Ed, in I , and began publishing
books with elaborate hand-cuts and die-cuts that create different ettects as the pages are turncér Bindings
are notebook-style spirals or loose-leaf rings, or the pages are loose in a folder; editions were small and
igned. The large majority of Rot's books have been sel J;ubiuhcd' , first through Forlag Ed and, from the
mid-sixties on, via his partnership in Edition Hansjorg ILET
In 1957 Rot’s friend, Daniel Spoerri, began the review Material (four issues, ca. 1957-59). In contrast to
Spirale, which is oversize in format but finely printed on colored papers, and whichi udes woodcuts and
lino prints by established artists such as Hans Arp, Material is cot;tgletcly unpretentious. Devoted to con-
crete poetry, its issues were composed on the typewriter and avoided conventional sewn or glued bindings;
the first and second issues, an international anthology of concrete and Rot's “Ideograms” respec-
tively, are hddﬁaher by rivets; the third issue, Emmett Williams’s “Konkretionen”, has an ingenious
rubber band binding designed by André Thomkins. Although published in a very small edition of 200
jies per issue, Material only cost three Deutschmarks (about 60¢?). Early issues of Spirale, published in
editions of 600 copies each, had cost ten Swiss francs each (about $2 or $3?;'. A few cop:sweresigned and
sold for more. So while Spirale represented an attempt to make fine art available at a price far lower than ina
gallery, Material made an even more radical break with the past by being produced S\uply and made avail-
able at the lowest possible price.
But Spirale andmm ad other things in common. One of Spirale’s editorl, Eugen Goﬁm has
1951. and

been the father of concrete poetry, having written his first poems in that style in

Augusto de Campos and Décio Pignatari formed the Noi group in Sao Paolo in 1952 and, unbek-
nownst to them or to Gomringet at the time, %ind Fahlstrom had published his manifesto for concrete
m in Stockholm in 1953. In Vienna Fri ich Achleitner, H.C. Artmann, Konrad Bayer, Gerhard

Fm and Oswald Wiener were experimenting with sounds and concrete forms, most in in
period from 1954-59, although their publications didn't begin appearing until the late fifties. Concrete
poetry, whose practitioners should be considered both artists and poets, was becoming a truly international
movement.

By the beginning of the sixties the variety as well as the quantity of what were soon to be called artists”
books was steadily increasing, and the trend toward publishing one’s own work was becoming world-wide.
There had been a subtle shift from the derogatory concept of self-publishing-as-vanity-press to the pos-
sibilities inherent in an artist controlling his or her own work. s

Distribution systems underwent parallel changes. As early as the mid-fifties Ray Johnson began using the
mails to disseminate his artwork. In addition to the collages for which he is best known, he sent small but
bulky sculptural pieces and even, circa 1965, page-by-page, The Book About Death, for which complete sets
of pages were never sent to the same person 3 ]

Erom about 1957 into the early sixties George Brecht printed, at first by himself on a ditto machine, later
by offset, small numbets of copies of his analytical and carefully footnoted essays, Chance.Imagery and Inmo-

vational Research, plus, on small slips of paper, the first of his tersely worded scores and eyemsﬂut would
later be collected and republished by Fluxus as Warer Yam. These were given or mailed to friends, sometimes

accompanied by small objects or collages. ¥

Graphic designer George Maciunas, who was responsible for publishing and R ws
editions, experimented in other ways with the mails. The yearbox Fluxus I (1964) could be mailed “;65
additional packaging just by stamping and addressing its integral container of wood or masonite. Inl i
paired Henry Flynt's essay, Communists Must Give Revolutionary Leadership In Cn[tm‘mth :‘“‘L be
own architectural plans, the two folded sheets sandwiched between samples of the plastic lnlm‘ﬁ:c :rl‘:'d-l
used in construction, which made a self-contained package. The design did not please the post office, Wht
refused to mail it. . g e dogy o

The significance of Fluxus I goes far beyond its role in mail art. Maciunas designed this an  ith
accomodate a wide variety of objects as well as printed matter. Most of the pages are SN dﬂi}i “timc
loose items inside; the whole is held together with three nuts and bolts. (It is uncertain whether, at that im,
Maciunas was aware of Fortunato Depero’s bolted book of 1927, Depero Futurista, but he someume:)o :
cribbed other formats, noting that he could improve them by a better alliance of form and t:olllﬂ'lm;ms
from taking the book form as far as possible into object form, Fluxus I represents the P"rf::;m oo
f;?fccpd::)u‘l pieces (many of them “gesture pieces” intherent in the format itself) of artists and musicialt

a Zen countries, "

This growing internationalization was also apparent in most of the seven issues of mm’ﬁ“gx
designed by Wolf Vostellin Germany from 1962 to 1969. Vostel, who had been 8 COMPEETL Lo v
E, f:o“ considered arival by Maciunas, both for his strong graphic sense and his vying for publication

i m more or less the same group of artists. Bt .

Publications in this period could bpc as small as Rot’s two-centimeter-cubed (Daily M‘"o’lzgf ,B},:{B:,:kl of
spine-glued chunk of 150-0dd pages cut from the newspaper; or a5 large as Alison Kno and each pige 8
1967, an eight-foot high unique construction with a pole for a spine,
three-dimensional room. y : o5 of fine

They could be as meticulously printed as publisher Hansiorg Mayer’s early oversize P all editions; of
prints with typography, or perfectly laid out concrete pocis, each numbered and ﬂsﬂ"dod :non "he sput of the
as immediate as the mimeo miniatures of Peter Schumann, which could be crank a’hwﬁ, always
moment, sold for a dime or given away free, created by Schumann himself or by any o

45

“pages” On Casters,

———A




anonymously.

Some books were obscure and (at the time) unmarketable, such as Jack Smith's The Beautiful Book of
1962. An unknown number of copies were handmade of 2%4-inch contact-printed photographs mounted one
to a page. An even smaller number in the edition have added handwritten text,

At least one book even got mass-produced, although its published version presents a somewhat slicker as-
pect than the artist’s rough-hewn magquette. Allan Kaprow’s Assemblage, Environments and Happenings was
published by the commercial artbook publisher Harry N. Abrams, Inc. in 1966 inboth hardcover and paper-
back editions, the former about 1500 copies, the latter 5000 or more.

Esoteric books could also be made to look mass-produced, as with most of the publications of the Some-
thing Else Press, founded by Dick Higgins in 1964 to promote avant-garde material. Higgins's somewhat
subversive approach was to manufacture the most radical texts in conventional, high-quality bindings so that
standard libraries would be more willing to put them on their shelves.

Some books were banners, propagandizing for aesthetic or political points of view. Such were the publica-
tions of the Czech happenings group Aktual which, beginning in 1964, published a magazine of that title,
then a “newspaper” (edition of fifty copies!), as well as elaborate near-object-like books by two of its leaders,
Milan Knizsk and Robert Wittman. Their extensive use of hand-printing and collage was less from a desire to
make precious objects than due to the “unofficial” nature of their work; as with the underground samizdat
that began to appear in iron curtain countries in the early sixties, Aktual's manuscripts had to be hand-typed
in carbon duplicates or otherwise handmade in order to be published at all. Printing equipment of any kind
was totally inaccessible and illegal. The frustration and compulsion behind these publications can perhaps be
read into the title of the third and last issue of Aktual magazine, “Necessary Activity.”

The variety of formats, contents, purposes, processes, and distribution systems begins to seem infinite. Un-
restricted by conventions of size, for example, and seeking the cheapest, fastest means of offset, some artists
published in newspaper format. Painter Alfred Leslie edited and published The Hasty Papers in 1960 in tabloid
size printed on newsprint with a newspaper-style masthead, but bound as a book. This “one-shot review” con-
tains essays, poems, playscripts, reprints and the photographs of Robert Frank.

Scrap was more of an actual newsheet; in its eight issues published between 1960 and 1962 editors Anita Ven-
tura and Sidney Geist summarized the meetings of the Artists’ Club and allowed a forum for the artists’ circle
of which they wete a part.

Also in 1960, in Paris, for a Festival of Avant-Garde Art, Yves Klein published his one-day newspaper, Dr-
manche, which mimicked the real life Dimanche Soir, and features his manifesto “Théitre du Vide.”

The newspaper format was particularly well-suited for putting forward the work of a group. In 1964, George
Maciunas turned a small double-sided sheet that had been published by George Brecht two years previously
into the official Fluxus organ. In its expanded, four-page, Times-size format, V TRE displays occasional
poster-like announcements of concerts or pictures of past events, plus scores that can be performed and pages
that can be cut up to form self-contained “editions.” All material was created expressly for the printed page by
contributors from all over the globe. Thete were nine issues of V TRE under Maciunas, a tenth edited by
Robert Watts and Sara Seagull with Geoff Hendricks, and an eleventh edited by Hendricks, the latter in 1979.

To herald the first Bloomsday event in 1963 at the Dorothea Loehr Gallery in Frankfurt, Bazon Brock,
Thomas Bayrle and Bernhard Jiger had their Bloom-Zeitung handed out at a major intersection of the city. This
newspaper was a transformation of a common scandal paper, Bild-Zeitung, by the insertion of the word
“Bloom” throughout the front page, with a poster double spread inside.

By the end of the decade Steve Lawrence in New York was publishing a newspaper called simply Newspaper
that contains pictures but no text. And the artist’s newspaper came full circle as a conveyer of news and gossip
with the founding of both Les Levine’s Culture Hero and Andy Warhol's Interview in 1969.

Discussion of newspapers inevitably leadsto the issue of artist politization in the mid and late sixties—in the
United States over racism and the Vietnam War, in Europe in disgust with materialism and later in sympathy
with the student movements of 1968. Guerrilla, “a broadside of poetry and revolution,” (1966-?, number of is-
sues unknown, begun in Detroit by John Sinclair and Allen Van Newkirk) became part of a world-wide
counter-culture press. Publications such as the East Village Other in New York and International Times and
Oz in England drew from local and international communities of artists and poets for contributions. Among
the most direct political publications were the Dutch Provo (15 issues plus one bulletin, 1965-67) and later, the
hundred or more single sheets issued by New York’s Guerrilla Art Action Group, which begah in 1969.

Unconsciously at first, then deliberately, the self-published artwork had become a way of circumventing the
entire gallery system and, taking a cue from the literary small press revolution, subverting the traditional pub-
lishing/distribution system as well. In 1962 artist Ed Ruscha published his first book, Twentysix Gasoline Sta-
tions, in an edition of 400 numbered copies. Five years later he reprinted it in an unnumbered edition of 500
copies. A third edition of 3000 copies came out in 1969. Ruscha was by then a well-known artist, whose paint-
ings and drawings were being promoted ina major establishment gallery. His decision to keep old titles in print
while regularly creating new ones was acknowledgement of the irrelevance of the limited edition.

Other artists found they could use the independent book form to supplement an exhibition, in place of a
catalogue. The most famous of these was Daniel Spoerri's “catalogue™ for his 1962 exhibition at the Galerie
Lawrence in Paris. This unassuming little pamphlet, Topographie Anecdotée du Hasard (An Anecdoted Topog-
raphy of Chance) used the objects on Spoerri’s table at a particular moment as the springboard for a series of au-
tobiographical musings, a text that amplifies the same concerns evident in his table-top assemblages. In addition
to the original French the Topographbie has appeared in English and German (expanded and re-anecdoted by
various of the artist’s friends) plus Dutch, making it one of the most widely published artist’s books.
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Another example of the catalogue-as-artwork is Marcel Broodthaets's Moules Oeuf Frites Pots Charbon (Mus-
sels Eggs French Fries Pots Coal). Created for his 1966 exhibition at the Wide White Space Gallery in Antwerp,
this shows the same attention to typography and layout as any of his more elaborate publications. ¥

Taking this idea one step further implies doing away with the gallery exhibition altogether. March 1-31, 1969
by Robert Barry, Douglas Huebler, Joseph Kosuth, Lawrence Weiner, and twenty seven other artists is fust ate
of several publications issued by Seth Siegelaub in New York in the late sixties that takes this conceptual ap-
proach. This book i the exhibition, easily transportable without the need for expensive physical space, insur-
ance, endless technical problems or other impediments. In this form it is relatively permanent and, ﬁfmehym
later, is still being seen by the public.

Economics played, and still plays, a large role. The “mimeo revolution” that began in the fifties provided
quick, cheap and very direct methods of printing. One could even draw directly on the stencil, as Claes Olden-
burg did for his Ray Gun Poems, one of a series of “comics” made by the participants in the 1960 Ray Gun Spex.
E’orks could be produced frequently without subsidy, and therefore could exist outside the commercial mar-

etplace.

Poet Ed Sanders edited and published thirteen issues of Fuck You magazine, plus at least fourteen other pub-
lications, plus an assortment of flyers and catalogues between 1962 and 1965. In England, Jeff Nuttall's My Ouwn
Mag had a run of at least seventeen issues between 1964 and 1966. Compare this with a typical publication of the
early fifties. Trans/formation had been carcfully typeset and offset bya regular printer, a time-consumingand ex-
pensive process. Originally planned as three issues per year, it only appeared three times in three years. And
while Fuck You ran into serious trouble with the New York police, in which several issues were confiscated, the
majority of such mimeographed publications avoided advance censorship by typesetters and printers.

Another economic short-cutis to have each artist in an anthology produce his or her own page in the requisite

is Eter, which was coordinated by Paul Armand Gette beginning in 1966 in Paris. Not all of the issues used this
method of publication, but under somewhat different titles (Ether, Eter Contestation, New Eter) the magazine
continued publication into the early seventies.

This article has barely touched on a whole range of other possibilities that can turnan ordinary page into akter-
native space. The Situationists, Group Zero and the Lettrists are only a few more of the groups that made signifi-
cant use of printed matter in the two decades covered here. If any trend was discernible as the seventies ap-
proached, it was the tendency away from limited editions and toward making work available cheaply to as many
people as possible. But back in 1969, this was not so clear cut. The developing medium, faced with adolescent
growing pains, possessed enormous unfocused energy, but lacked full evidence of maturity, even an efficient

distribution system. It would be during the next decade that artists’ books would finally come of age.
© 1980 by Barbara Moore and Jon Hendricks.

This article first appeared in Flue, New York: Franklin Furnace, December 1980, as an adjunct to an exhibition

of the same name.
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Artists' Committee for Exhibitions

Some Contemporary Artists
and Their Books

by Clive Phillpot

IN ORDER to illustrate the rise of multiple books and bookworks since the early 1960s, tl'nlsuﬂﬂ'whoﬁ"h‘:“wmdm'
reflects upon the publications of twelve artists who have been making books for at e lm books which
onstrated a commitment tothe medium, and who have either been prolific bookmakers of

were widely distributed and furthered the development of book art.
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The principal credit for showing that the book could be a primary vehicle for art goes to Ed Ruscha. While one
can identi puh]icatioma.ndlmdmciﬁwhichnﬁghtbeuidmhlvenomehinuricilsjpiﬁmnceforthcdcvdop-
ment of book art, Ruscha’s distinction is that for several years he produced books as a first-order activity and pub-
lished them in comparatively large numbers. The consequence of this was that not only did Ruscha’s books be-
come highly visible in galleries and bookstores—even boutiques—but the idea that an artist might use the book
form to make artworks was also promoted and validated. Ruscha’s books did not simply appear in many places,
they also appeared in bund)esofﬁvconcnmpiaatuimc.Thu'rmuhiplidtywasappamn. His books were un-
signed, unnumbered (after the very first printing of the first title), and the editions were unlimited. This was a radi-
cal break with the nature of previous interactions between artists and books. The customary aura of artworks was
instantly dispelled. Thucwmnopreciomnbiemwbehckndmylndpmecwdhnminquisitiwvicwu‘s.
They were obviously for use, and intended to be handled and enjoyed. Thus, Ruscha created the paradigm for art-
ists" bool

Ruscha’s first book, Twentysix Gasoline Stations (1962), set the pattern and the tone for many of his subsequent
books. Its cover was carefully designed, but not ious; the typography was distinctive, and the title was a
precise description of what was to be found inside. A good many of Ruscha's books are simply collections of depic-
tions of related objects, though not without certain surreal touches. For instance, the cover titles of two of his
books are Various Small Fires (1964) and Nine Swimming Pools (1968), but the full titles of these books, which are
to be found inside, are Various Small Fires and Milk and Nine Swintming Pools and a Broken Glass. Sure enough,
the pages depict fires and pools, except for the last image in each book which is a glass of milk and a broken glass
respectively.

If there are concerns which unify the various books they would seem to be photography, words and signs in the
landscape, and motion. With regard to the latter, Twentysix Gasoline Stations relates to driving, Dutch Details
(1971) to walking, and Thirtyfour Parking Lots, in Los Angeles (1967) to flying. Ruscha’s books might therefore be
compared with those of Hamish Fulton, for example, since walking is central to his art and to his books.

Royal Road Test (1967), made in collaboration with Mason Williams and Patrick Blackwell, which documents
the road test given to an old Royal typewriter by hurling it out of the window of a moving car, parodies road test re-
potts and resembles a slim manual sold with a mechanical device. It also demonstrates an ironic affinity with books
which land artists and conceptual artists have produced in order to record their activities in remote locations. A
book by Ruscha was also the subject of pethaps the first in-joke in contemporary book art. In 1967 Bruce Nauman
produced a fold-out book entitled Burning Small Fires, The subject of this book was simply the documenting of the
burning of an actual copy of Ruscha’s Various Smail Fires.

Ruscha’s books embody primarily visual content, multiplicity, cheapness, ubiquitousness, portability, nonpre-
ciousness—even expendability—features inherent in his first book in 1962, and thus predating most of the related
book art activity of the late sixties and early seventies. His early books also predatethe ascent and apogee of concep-
tual art at the end of the sixties.

For many conceptual artists the book was the most appropriate means to tecord and disseminate their ideas,
theories, diagrams, or drawings, or to embody their artworks. At this time many artists were also concerned with
writing—as art or about art—thus, they too were led naturally to use the book form, The interest of several pop art-
ists infnboo:bpmduction also peaked in the late sixties. Indeed, this moment seems to have been a particularly fruitful
time for p g

The social unrest of the period was accompanied by an efflorescence of leaflets, posters, pamphlets, and
magazines. At the same time those who had opted out of mainstream urban society were also active in publishing,
both for self-help and for communal exchange. Music had also taken on a new social character, and many magazines
were spawned by rock culture. A climate existed in which many people were both hungry for news and information
which the general media did not provide and consumed a great deal of more pertinent printed communication. Un-
derground publishing, political publishing, minority publishing of all kinds thrived as more and more groups ca-
tered to their own needs and those of others like themselves. More vivid graphics than had been seen for a very long
time, and perhaps never before on such a public scale, became rampant.

Another influence upon artists was the fact that art books had become plentiful. Color illustrations had also be-
come commonplace, not only in art books, but also in illustrated histories and biographies. Photography books also
muktiplied. Most people, including artists, experienced more art through books, magazines, and reproductions
than in the original. Perhaps itisnotso-urpr‘uing:hnmdwuldukeoverm:mbook,solongthcdomainof
the critic, use it for their own ends, and make a dary medium suddenly primary. The advent of the artist’s book
now made it possible for people to experience art in a form for which it was conceived; artists’ books were not books
of reproductions but books which contained exactly repeatable art, or statements. By working with the medium—
printing—artists were able to ensure that their art reached the public in exactly the manner which they intended.

The street pclitic;oflhehmsixﬁuwenmnspimudydmmﬁc,mmddin,mdd\mtmdmdsmlomddm
intellectual and cultural climate of the time, as well as generating much talk, much writing, and much printing, It is not
surprising, therefore, that artists working in this climate should also absorb or manifest such democratic tendencies. Of
all the relatively inexpensive media available 1o the artist, printing is the one that most facilitates wide communication
of ideas. Aftter posters, books are the most effective agents in this process. Books, almost uniquely, can filter into every
nmll.ndcnnnyofeveryIeveiofwcimy.ﬂus.dnmmpu-ﬁwmofprhﬁngplmryofcopiesofabook and the ease
with which books are assimilated into the culture made them ready vehicles for the democratic gestures of artists. There
isa certain irony in the fact that our exemplar, Ed Ruscha, does not seem to have been responding to an overarticulated
democratic impulse in making large, relatively cheap editions, and in reprinting them frequently.

Oneodnerfutorinthetmersmcemdupuuiunofbookmsbouldbenotndﬂydmlimcdusixtiqwcrcinﬁd]
swing, the fine art media hierarchy, for so long dominated by painti g and sculpture, had been torpedoed by the rise in
the swareness and use of photography, not only by artists themselves, but also, to an overwhelming extent, in the whole
wrap-around world of the advertising, communications, and media continuum. The afffuence of the period also made it
passible for some artists to dabble in film and television. At the same time, the boundaries between art and theater, liter-
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ature, dance, and music, became very ragged. Many artists began to experiment in areas adjacent to the visual arts, and
in this way the book structure was rediscovered by painters, sculptors, printmakers, and others. "This decade was also
time when more artists felt compelled to discuss their intentions in print than ever before. The artist’s statement, :h:
facts from the horse's mouth, became an essential component of exhibition catalogues. Writing and books had e
long been the products of the hands and minds of critics and art historians. There were a great many articulare artists
who wished to communicate without intermediaries, as well as many opportunities for them to contribute in many
more publications.

The book art which sprung out of the sixties differed radically from the products of previous associations between
artists and books. Earlier in the century futurist artists, dada artists, and constructivist artists had all been print-
oriented. There exist large numbers of manifestoes, leaflets, pamphlets, magazines, and books which were edited, writ-
ten, or designed by artists associated with these movements. But the artists functioned within conventional, largely
literary, norms—if not typographic norms. This was hardly surprising given the imp e of the writers Marinetti,
Tzara, and Mayakovsky in the publishing activities of these movements. The artists, who worked also as writers, typog-
raphers, illustrators, or graphic designers, did not conceive of their work in these specialities as anything other than
contributions to the effectiveness of a literary form. Their art was something separate. It is only in recent times that dada
magazines, for example, have retrospectively been accorded the aura of art: virtually none of the artists of that time con-
sciously employed the structure of the book as a primary vehicle for art. They were often exceptionally good designers
or illustrators. It was the social and artistic revolutions of the fifties and sixties that made possible the conception of the
book as an integrated reproducible artwork. i

In the fifties and sixties artists who were just as diverse in their interests and practices as certain of the dads, futurist,
and constructivist artists helped to bring about the phenomenon of book art. Many artists who were active in printmak-
ing, graphic design, photography, typography, and particularly in concrete poetry—activities geared closelytotheides
of multiple results—began to make books which grew out of their preoccupations. Dieter Roth personifies this trajec-
tory.

Before discussing Roth's work, a comment upon the phenomenon of multiples may be appropriate. The idea of the
multiple and its eventual realization paralleled the development of book art. The term multiple generally signified
three-dimensional objects, rather than two-dimensional multiple printed art, and the objects were generally conceived
of as inexpensive editions of sculptural works which could be replicated with contemporary materials, such as plastics.
The appearance of multiples in the sixties can perhaps be associsted with the same democratic impulse that has been
identified in connection with book art, but their appearance may also be related to the wave of conspicuous consump-
tion evident at that time. Multiples enjoyed only a brief popularity before fading away in the seventies. It now appears

that books are the most efficient and effective form of multiple art.

Dieter Roth (ak.a. Diter Rot) has made multiple objects as well as various kinds of printed multiples. Some of his ex-
periments with the book form have also led him towards book objects; for example, his Literaturwursi ot Literature Saus-
age (1961), which was a sausage skin filled with cut up newspapers mixed with water and gelatine or lard and spices, was

later produced as a multiple,

His carliest books, executed in the fifties, are related to the prints he made at the time. His preoccupﬁhnwiﬂlgooﬂlﬂ-
ric imagery led him to make several printed sheets with hand-cut and die-cut holes and slots. Tnevitably, Roth bound cer-
tain of these sheets and thus confirmed the need to turn them as pages in order to experience the whole work and the in-

teraction of its parts. The first book of this kind, known, significantly, as Children's Book, was begun in 1954 and pub-
lished in 1957 (Collected Works, Volume 1, 1976),

Most of Roth’s eatly books were made in signed and numbered limited editions, a reflection of their printmaking ori-
gins, Thus, Roth and Ruscha must be taken together to demonstrate the full potential of the new book art: Rod‘lc\:;g
art dependent upon the book form; Ruscha creating books in open editions. Ruscha has Eﬂ‘m’_]l!’ P“’d““d b'”h ]
have affinities with photography and documentation, while Roth has often demonstrated affinities with printmaking
object-making.

At the end of the sixties Roth collaborated with Hansjorg Mayer, who began to repul i
format and in editions of at least 1,000 copies, thus bringing themout e limited edition framework .nnle::hﬂ: olbec
ple book art arena. Some of the volumes in the Collected Works recteated unique bookworks as m“lupﬁ;: ation.
tively transmuted earlier works into new bookworks; others again reproduced literature or Euncnomd =t :'"En,,y,m
In some cases the subject matter of the book went through several metamorphoses before publication in the
Works. i d in Bok 3a, Bok 3b,

In 1961 Roth broke away from his geometric style and began 1o work with found printed m’“,ﬂ“,’ e et
Bok 3¢ and Bok 3d. These books are made respectively of pages from newspapers, comics, Pn.“w{: m]- -u?rm oft
children's coloring books, which were simply cut into uniform sized blocks and given an adhesive hmade
imately 20cnsx 20 FO B,

blish 1heuﬂiﬂrworl'chmundud

also had holes cut in their pages. After making these books, which wereall approximately <
Daily Mirror Book from pfges of the London tabloid newspaper, the ?h';bB:’kI;w This time, however, the
measured only 2 cms x 2 cms; in every other respect it was similar to series. ame 17,
One of Roth’s most effective books is also a reconstituted earlier one, 246 Little Clouds (Collected W‘:knrélvu' o
1976), first published in a rather murky version by Something Else Press in 1968. The 1976 ‘tf‘“mw tothe
superb, every page gives the term “ photorealism” a new dimension, i illusion of torn pieces Of PAPE! i/
original pages is strong enough to fool the eye into thinking that the hand can actually f
crease and scruffy mark on each sheet is reproduced with the greatest fidelity, okt
246 Little Clouds comes complete with the original instructions for turning the sheets ‘At the behest of Emmett
246 phrases, questions, sentences, paragraphs, or single words were spread over 180 pages. £ of paper were then
liams these phrases were subsequently illustrated by Roth. The resulting drawings on sm] P5| - mp}xxumlﬂd-‘,ﬂ
onto the pages in the space below the phrase to which they referred. When these “little e degree at aime untilit it
were illuminated first from the right, as if by the rising sun. The light source was then mo ::l:a of paper therefore cast
them from above, as if at noon, Finally they were lit from the left a if at sunset. The taped scraps
shadows much as clouds might do
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The result of this process is a complex verbi-visual book in which the so-called illustrations sometimes accompany the
verbal imagery in a predictable and passive way but may also interpret or restate the words in a totally unexpected way, jux-

posing an app tly d visual image with the verbal image or phrase to create an electric dialectic between them.
Because 246 Little Clouds is dependent for its effect upon a fixed sequence of pages it has the hallmark of a classic book-
work,

thoughful artist, a publication which does not seem 1o be dependent upon the inherent structure of the book has, in fact,
become t upon a particular book form by just such mimicry. In these cases one is not looking at yet another book
of photographs or another exhibition catalogue: instead, the genre has been appropriated by the artist for other purposes.

Ifone is concerned with the book as artwork, then bookworks are generally the most significant of the subdivisions of
book art. Multiple bookworks, as opposed to unique bookworks, are also more expressive of the nature, and indeed the
purpose of the book. Unique bookworks are often only one step away from mute sculptural book objects that at best simply
provoke reflections on the history and role of the book as a cultural phenomenon. Furthermore, art conceived for mechani-
cal replication, and which therefore incorporates exactly repeatable verbal, visual, or verbi-visual narratives, is not only
realized through the agency of the printing press, but, as a result, is also disseminated more widely. Compared with the
unique artwork, the multiple artwork has an enormously expanded potential audience simply because of the multiplication
of its locations, for the original artwork can reside at each location simultaneously. Art presented almost surreptitiously in

50 that they give off strange new reverberations

In 1966 Paclozzi’s second book, Kex, was published by the Copley Foundation. On this occasion his collaged texts were
typeset and given a formal coherence which initially tends to disguise their inner randomness, The illustrations are integrat-
ed with the text and appear to be recycled from a wide range of magazines. Many of the illustrations are inherently odd, but
other more inert images appear odd only in their new context,

Abba-Zaba, Paclozzi’s next book, published by Hansjirg Mayer in 1970, is similar in conception to Kex but loses the pos-
sibility of either typographic vitality or pseudo-slickness by employing fairly uniform typewritten texts throughout. Once
again, slightly odd illustrations
culled from a wide range of sources are juxtaposed with collaged texts, but the association of a random caption and text
with each image gives each Page more focus than does the continuous text in Kex. While Peolozzi's books were never as
vivid as his print series Moonstrips Empire News (1967) and General Dynamic FUN (1965-70), their very existence made
them markers in the progress of book art through the sixties.

Inaddition to such English pop artists as Psolozzi and Allen Jones, several American popartists were also drawn to pub-
lishing, though not until they were well-established did they produce publications that entered the mainstream. Claes Old-
enburg, for example, did not have Store Days published until 1967, Although Andy Warho! had made conventional books

tage of trade distribution channels. Both on account of Warhol's notoriety and the novelty of the work, awareness of its
existence and knowledge of the book itself was widespread. Warhol's inventive appropriation of the children’s book pop-
up picture format, his use of brightly colored images, and his occasional games with the page asserted that enjoyable en-
counters with the book, and Paper engineering in particular, need not be consigned solely to the period of childhood. Al-
w Andy Warbol's Index ( Book) is a mixture of the conventional and the experimental, or playful, it belped to open up

limited. For example, Brick Wall (1977) contains thirty almost identical black and white photographs of an exposed, un-
pointed brick wall; while Photogrids (1977) uses color photography to document found grids, such as gratings in the street or
on buildings. Although the latter are grouped in families, as are the objects in Autobiography (1980), they do not, cannot,
demonstrate closed Pprogressions.
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Although his books generally only exploit the sequential propertiesof the book, LeWitt has 5
" for this medium, and the results have been highly accomplished. Furthermore, h:mmmm
form has been a factor in keeping other artists aware of the option of working in this way—not just in America, for he has had
books published in many countries and has encouraged their exhibition alongside his works in other media )

Lawrence Weiner is also a prolific book artist, and his involvement with the book also began in the Istestities 1968 sawthe
publication of his first book, Statements, as well as the offset publication known familiarly as “The Xerox m- ey
has no more and no less of atitle than Car! Andre, Robert Barry, Douglas Huebler, Joseph Kosuth, Sol LeWitt, Robert Marrss
Lawrence Weiner. Seth Siegelaub was involved in the publication of both these books, and in ﬂﬂfﬂlhﬂn’ngyénhgl lish ‘I
important catalogues of exhibitions, including one entitled July, August, September 1969 which practically amountedtoa self-
contained exhibition, since many of the featured exhibits were scattered around the world while others required onlythat the

catalogue entry be read.
Statements contains phrases which, while general in character, such as “One standard dye marker thrown into the ses,” ac-
tually conjure up specific pictures in the mind’s eye of the reader. Thus the connection | Weiner's previ it

and the words in Statements remains close. In his second book, Traces (1970), however, the succession of single words are all
verbs, for example: * Thrown,” “Removed,” “Poured,” etc. Whilc these words are generally less specific in their meaning than
those in Statements, the connection with Weiner’s carlier art is still apparent, since the verbs refer to the acti

mon to this work. Not until 1971 did Weiner begin to artive at texts which are both self-referential and dgpe;d:uwﬁg
book form. In 10 Works such phrases as “under and over” and “back and forth" —particularly when strung together—finally
reach an effective level of generality.

In Green as well as Blue as well as Red (1972) the most concrete itemsin the book are the three colors referred toin the title.
Concurrently with his arrival at this level of abstraction Weiner also introduced a degree of permutation of terms. He had
selected families of terms in his earlier books such as Flowed (1971) and 10 Works and had also displayed permutationsin 10
Works—and Causality: Affected and/or Effected (1971), but Green as well as Blue as well as Red is the most abstract and sys-
tematic book up until this time. Practically every word is a building block to be added to others, ged, and substituted
This book also epitomises Weiner's developed use of typography and page layout.

The next development in Weiner's books was the incorporation of photographs with texts. In Once Upon a Time (1973) his
texts accompany photographs by Giorgio Colombo. These photographs appear to be unconnected to each other and uncon-
nected to the text; instead, they seem to provide a living context for Weiner's abstractions, and, indeed, for his musings. Once
Upon a Time is full of doubts and questions; apparent abstractions are colored by the artist's feelings. Later books frequently

incorporate photographs because they grow out of movie projects, examples include: Towards a Reasonable End (1975) and

Passage to the North (1981).
Tt would seem that not only was language a fundamental aspect of Weiner's art from the beginningbmnhniubpmirlnd
a medium through which he could extricate himself from the specifics of sculpture and painting and from their almost ines-
capable physicality and uniqueness, and case himself into the insubstantial, repeatable, and verbally hospitable medium of
film. The book form has played an essential part in seructuring his language works, but Weiner, as emphatically s anyone, has
also made multiple books because of his opposition to the creation of unique objects, and to make his work accessible.
At the beginning of the seventies many of the more ubiquitous books by artists were extremely unostentatious. In keeping
with their origins in conceptual, minimal, and allied art forms, they frequently took the form of slim white p‘j“?"h'hd'
evoked great seriousness, and they often contained only words. Books published in Holland and Italy, in pumﬂnr,mni-
uted to this fairly pervasive style. Weiner's early boaks conformed with this form of presentation. So, too, did some by Richard
Long: From Along a Riverbank (1971) for example. f
Since many of Long's works are executed in very remote locations and are subject to the ravages of nmund the clements,
their existence might never be known or shared by other people unless arecord of their appearance was exhibited. HM'P"
are the principal means for making these inaccessible works known, and books onhomgnpthurd#_f lﬂcteﬂw?m"‘l
audience. It might be thought that Long’s books are just documentation, but in his first book he established that his work inthe
landscape may not be separable from its recorded image or from a book ‘of such images. In this book, 54-'"-!?"“"1’1“""‘_’"
made for Martin and Mia Visser, Bergeigk (1969), he clearly states that the collection of photogr’phs dou not hwed:od i
of a documentation: it is the sculpture made for Martin and Mia Vissez.” Other remarks amplify this statement; the work “wit
conceived for the purpose of photographic reproduction.” Long “made a system of trenches, which was created according 10
special camera views,” The first statement, that the book, or the photographs, were the sculpture, F"i‘d!‘m"{f“ 3
charged situation in the recent history of art. In the same year, 1969, inthe first issue of 4!{-&13863#. thethen W“’“d :‘::
ceptual art,” there is a passage which also reflects the same attitude; “Can this editorial, in itself an attempt 10 m“wcould
lines as to what *conceptual art” is, come up for the count asa work of conceptual art?” The very fact '?“m’,d“? q“ﬂ 95
be posed demonstrates the incredible elasticity and openness of art at the end of the sixties. Siegelaub mhli‘:”“f it
September 1969, in which Long participated, and which was embodied in its catalogue, also took place in ¢ semé yedt. it
the expansion and permeability of the parameters of art at this time made it possible for almost any object of phenomenan, 9F
indeed any book, to be designated art. But this expanded understanding was almost cotennmow with ‘h“;::d
ing of art which embraces all human artifacts. While one might consider that Long's v"'ﬂ' book w':;“ Forinthecse
sense, his subsequent books might more appropriately be termed art, or book art, according to d\emﬂu}":ﬂl:“bm i)
of the subsequent books, whatever status the photographs alone might be said to have, the books them: ﬁ:iTyre-

sions of Long's art as a designer. Regardless of their origins in books generally bear3

different countries, these ! ’
:}et:bhnkc? as manifested in the choice of type, the layout of the page, and the images, but the content 18 rarely o
book form. g i Around a
In 1971 Art and Project published Long’s From Along a Riverbank, which, with the “W?fmw%"mdy. it
Lake published by Art and Project two years later, is a more book-dependent work than any of his 'mlconuerllﬂbutlhﬂbe-
also resembles Ruscha's A Few Palm Trees, published in the same yﬁr.nolmel‘]!' b'-'c'“”"f“"_’mi::hﬁm in the space the
cause of the way that the photographs have been stripped so that their subjects arc presented ;nmh‘f variety of content short
page. The book known in brief as Two Sheepdogs, also published in 1971, demonstrates yet M"P.jmmbmm
sentences in the form of captions are associated with photographs of rocky . Howevet, cture, it s a0 41"
passive. When a phrase such as “The stream says I can touch you as I pass by,” placed below a pIctifs

thropomorphic cast to simple elements in the landscape. America/ Puma,

s enade at least one book, Tuelve Works (1981), with solely verbal content, 53 ot m’rﬁﬂ’mﬂnm

Sun, Spiral (1972), that contains pictographic drawings and words, but his recent " hat are 0ot connected to each

tion. Most contain photographs of his work, in remote locations andin !lu“"’,‘“d m.:rmna ishing, but the baoks are only

other, but are simply strung together to make an album. The photographs are fredt s

picture books. : . areworks. Thoseof b books
Daniel Buren takes a diametrically opposite attitude to Long, since he denies that his books are
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'I-dndanmpmmmngwurhmcermnlyh garded as pure d ion, Butﬂmml'nslknbmaﬁtqucnlconn‘ib-
utor to many anthological publications, and his contributi s-lhuculxconeofr.hmefom:hepruenuwrhingiﬂunntedby
i iti ied by unrelated “ph ‘..'..,'or_hepm:nuh’umdjmdy._SinocBu:m'slr_t,

ence. It will be apparent, therefore, lh-tdvedinh:qinnbﬂwcenlbookmdlbookwrkmbemmwmewhnbluned.
Ph hy, alongside d; "mdmiting,ismcnﬁhcprinripdmmdl;:tbookmimmpbyinwdenommmunjum

their content and pu;ntc. Even books which do not overtly i rough photographs would not generally exist
without ic processes, such as plate-making, etc. In most cases photography is used expressively, not to produce the
kinds of ir that Buren juxtap s with some of his texts. John Bald i uses ph b ively, both to produce

wall pieces and to make films. His books employ photographic imagery and conventions, b:twl?n;rnlsu derive from work appar-
ently not initially conceived with the book in mind; once again we are somewhere in the hinterland between the book and the
i . : : 2 A

g even hibitions occasioned their publi-
cation. Indeed, he is sensitive to different book formats; for example the wall calendar format of Ingres, and Other Parables
(1971), the portfolio format of Throwing Three Balls .., (1973), and the concertina or accordion format of Fable (1977). One
could say that the form of the latter work successfully liberates it from its origins as a wall piece, and reinterprets its contents
through a historical book structure.

Most ot Baldessari's books are visual narratives. Onlyin Ingres, and Other Parables do the texts become more important than the
images. In other works, such as Choosing: Green Beans ( 1972) and Four Events and Reactions (1975), the short prefaces are essential
to an understanding of the images. In the case of Throwing Three Balls in the Air to Get a Straight Line: (Best of Thirty-Six Attempts)
the title also takes on the burden of a text. Bur unlike Throwing Three Balls . . . , Brutus Killed Caesar (1976) is entirely dependent
upon itstitle for its meaning; were it not for the title it would not b pp that the paraphenalia of life depicted in the book might
also be the instruments of death.

Of the artists whose work has been discussed so far, two have used the medium of the book principally as a vehicle for words.
Weiner constructs verbal phrases and sequences which require the structure of the book to articulate them; Buren writes in order to
explain and, therefore, finds the book appropriate to his ends b of its traditi | efficiency and convenience in presenting in-

wpisnuildamid«vmn’a.Thcbooksohlnsix:iu,nndinpnrdcu]ulheboohofl%é,hlwaﬁniﬂ:suithouncrmpmry.
Bodul'lanpmlndkn(hexcmplify this route into book art, and Hompson, like Roth, is not only a book artist; he is involved with
media from posters to performance.

Although Blue Light Containment (1966) through its arrangement of words and images on the page reveals a keen awareness of
dmuingpmcmmdofbm:kuruaum.Da;:mm&bgr(l%]islmomndinlworinincu,i.n!hemynlus(,udacnpyshouldmr
mnivehﬁmruding.Thebmkdetmndslhud\emderbmmcphm'ul]yinvo!vedwﬁhit.Apmﬁomchcmlepageendaplge

i for ple, « i into the smallest unit g "',"lnd'ignixe‘uwhhmti:edism:mbl-gc.‘
mm&nmmmm&&mmmmmwm.

lnIWﬁl{ﬂupmbqanlmdwrpcrioddsunlhediﬂVdmmﬂuﬂhtbebod.butth:bonhof!”ﬁmd 1977 do not display
lbeuidudd\esixtiu.\’itu.l]y.&:emnjoﬁryufdmmalnmotdinuy.Muulimplyurryuingkrypedsemence.placedalcme
mlp-gbuphmopaphicaﬂyuﬂargedmpafupimkuhemmds'we.d:ad:ymﬂnuningdnlmfunmo{whidnhcwrds
mmphd.whkwmksmwanxutevisualmui:ivitymwordnndImm.Hompson':mol’hngulgezlsodemunA
strates an acute ear for spoken wory ,T'hescmmcu,amngmfonsucwuivcpnmofduebooks,donuseemnu]]mmrivai,but
nd:crnipp:dmloflwtmminnwEIIhmginginrhui.r.Hanpsonhurefermdwhhluivitynuuzwd]ingu:uim-gz-td-
Engmdi:islnxﬁu(lmﬂo‘hiaihcﬂpiemmlbmbedvholeﬂkel|cltlknlllcrdunlud“xwrdxlndlh2bookshml
strange inevitability and authority: “Understand. Tbauonlyffumy‘tlml.uql hbave a glass of water with no ice, please?
(1976). You know it has to be a batrpiece (1977). These phrases, both titles and opening pages, exist asnaturally as mountain ranges.
'I'hfﬂ:imp!id:yddmslhnwhilc, phlets is refreshing: the art s 1i
some i

form is turned inside out.

Hnm'smhiﬂum-ehowtheboohmiamydnmhﬂlywudewﬁbmdmsmm ion as both images and
md\&m&nﬁ.ﬁmpklmunuk:wmﬂfoms.w}mmedu ions, words can manipulate the ings of pic-
tures, emphasize particular readings, or create di b the two el When words and images simply lic side by
tide.lm-cdledmiﬂ':bookveryoﬁmtumsoutmbeimudmp of the ill d dition. One characteristic of
lllim'bouhtndbookml*aishdeedMﬁubﬂo{wrdmdhnqe.ﬂdemghslnde&ssmkﬂ,hMbmﬁCbinﬂe
Whispers (1976), solve the problem of integrating wurdsmdhugcsbywngwordsobjeum The “Turn over a new

progression over four years. The first bool':. Passage (1972), is full of brilliant visual anecdotes which exist as separate entities in the
volume, but which refer to, or depend upon, the book form time and again. Pages with images of two halves of a sandwich are con-
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i i of
stantly pried and stuck shut agsin. A roller picks up paint from the lefthand page and transters it to the right. Sequences
pages bzild um thythms. Foolscrap (1973) uses sequences similarly but handles individual components 50 lhl[l‘ they nlt moved
across pages as the book is flipped by the reader; while in Spaces (1974) Stokes begins to interweave sequences o ;n:sts wns—
There is a much greater sense of progression through this book, as well as movement into and out of the page as the camera
away or moves in. A staccato thythm is set up by the gymnastics of a versatile piece of furniture.
The fourth book in the series, Loophole (1975), is 8 ‘marvelous invention. The reader is led smoothly through a rems
i off layers of imagery

Mlﬂtdluukﬁph:eintheshdhwspmofthebook.Bymrninglheplgﬁmilmnnnu_l“vptdms ot 1m
ruptured surfaces are successively overlaid again—but inexactly. Towards the end movement in and out of the book is dlsrup(ed"l?l'y
1 new thythm of movement up and down the page, which appropriately related to images of an old sewing machine. What one wit-

nesses and savors during the course of the book is an authentic visual fiction. R :
Chinese Whispers (1976), which succeeded Loophole, is another rich narrative incorporating quite dﬂu:m rural IT-se_ry.cxcrpj
::d!necmmruﬂionwrk,:ttcu:m' glﬁe:nnedinfuuro[lhcﬁv:bmgmm‘ book and the photographs are very &
a growing ease in working on an extended narrative and wit structure. 5
Stokes and Douglas’s next bmoguk. entitled Clinkscale (1977), is very different. This book phmognp}ltclﬂy represents, and struc-
rurally mimics, an accordion. If the board: uhhcbookarcopcntdonm;idcﬁnfddﬂdpqum&!thcbcﬁawss:fr.!xam?rdwﬂ-
If they are opened on the other side they expand into a continuous strip of lush green meadow, as if the accordion’s music were

equated with the lilt of the grasses, undulating like the sea.

H-uhiflym&aku‘)&)) is the first of Stokes's books to muuil; atext. ﬁhﬁ”ﬁmw
into country, The images of the landscape are immensely powe are st print i .
as the pictures, but it does evoke movement through the book and a strange timelessness. In a curious way, Back to Back, though d‘:"
ferent in every detail, has a similar overall thythm to Loophole. In both cases sbout three quarters of each book has a great deal
movement in and out of the space of the page; then, at the end, there is less agitation and a slow peaceful glide to a conclusion.

Stokes, particularly when working with Douglas, has amply ‘demonstrated the capacity of the book to convey complex visual nar-
ratives. These sequences amount to totally new form of visual poetry which has more affinities with an intricately cut and edited
movie suddenly frozen on the page, than with traditional book content : M

Clinkscale is one of the few books discussed here which has an unconventional binding; Baldessari’s Fableshares a similar format.
Hompson's 1(2,5)18 is even more unusual, though it can be seen to have developed from more common forms. Other experiments
with the structure of the book have not been featured because it secrrulobe;menﬂycheuu-dm the mol:cmnspm.wsthem-
ture of the book, the less significant the content. Furthermore, the codex form, in which a uniform collection of leaves are fastened
along one edge, is at least 2,000 years old, and its engineering has been confirmed as emi practical to carry and transmit lh:
kinds of content entrusted to it. It is this form of the book which has been part of the Jives of generations of artists and their audi-

ences, and which was rediscovered, almost as a “found structure,” around 1960. ¢ :
Nevertheless it seems that Kevin Osborn has rarely been willing to uncritically accepe this structure that is so familiar as 10 be
unconsidered by most of its users. It is as if Osborn wishes to jolt his readers out of their casy acceptance of the book form so that

1 they will be more alert to its inherent properties
While Osborn's handling of the imsgcpr: in Salamander (1976) is very assured, the form of the book is cnnvemnmul Whereas
Repro Memento (1980) has an unusual form, which is, however, inseparable from its content. Since the pages of this book are
trapezoidal, with the shortest sides in the gutter, the pages open into an exaggerated perspective, thus emphasizing the repeated
motif of the book: a receding vista converging dead center. The book is bound accordion-style; the paper is ¢
some pages have been printed on the back as well as on the front, Fragments of the total picture appear on pages, so that
one is obliged to look at the whole book in order to absorb the complete picture. 2

Parallel (1980) entails another unusual format. The sheets which make up the pages have not been folded conventionally, but
from corner to comner, so that the book is a triangle which opens up into a dismond-shaped double spread. P'n:ukl‘y“ a very quiet

book. On creamy-colored paper the faintest pastel-colored inks have been laid down, so that the abstract imagery visi-
be completely blank at first sight, but actually bear one

ble as the book is angled into and out of the light. The center pages appear to
| almost invisible word repeated right across the page from corner to corner. The imagery , though muted, appears very busy at the
i beginning and the end of the book when contrasted with the virtually empty pages at the still center of the book.
1t would have been very difficult to anticipate Osborn's Real Lush (1981) on the basis of his carlier work. The reader is first struck by

| the shape of the book. It is just over twice as wide as it is high and appears almost as thick as it is high. Over three hundred sheets have
| been bolted together so as to give the book a thombic cross-section. This configuration facilitates the flipping of the pages, determines "
| the principal direction for reading, and signals a different reading experience. S :
L : While Real Lush can be seen to have some features in common with Osborn's earlier publications, the ambition, density and complex- ~
| ity of this book represent a remarkable imaginative leap. Through many pages and many printings L

sequences linked together to provide the reader with a roller-coaster ride through different visual experiences and states of mind. As
many as a dozen layers of ink and images may coexist on a single page. When this happens the result is generally visual cacophony, but rd- R
other sections are as spacious and tranquil as in his earlier books, and act as keys with which to unlock the denser pages. The excavation A {
nf!m_lstnndmoodlisuccumplishcd(hrough the reading ofrmnypqgu,mherdnnbydxim:mescrudnyofubg}epqgeuﬁmn " -

painting.
In the past, book artists have frequently worked with printers, either on an impersonal or & collaborative basis, to achieve the results

which they sought. However, there are some book artists, such as Hompson, Stokes, and Osborn, who use the camera and the printing
press as tools and who personally see their ideas through from their inception to their embodiment in a fini book. Indeed, because
books during the production

they understand and are involved in virtually every process, it is possible for them to compose or alter their
process, rather than to create a finished maquette prior to photography and printing.
emergence of the printer-artist in recent years and the related growth of artists' presses promises to move us into a new era of book
art. In America alone the existence and accomplishments of yet more artists, such as Conrad Gleber, Michael Goodman, Janct Zweig,
Philip Zimmermann, Miles DeCoster, and Rebecca Michacls highlight the expanding creative possibilities within the arcas of book art,
page art, and magazine are. But most of these artists have not only created significant works of their own; dty?uveulsofonu-udduwl*
of others through their additional roles as printers, publishers, and teachers. 5
The burgeoning activity of artists’ presses, and the growth in numbers of artists’ books and book artists, has been accompanied by de-
velopments in visual content, and awareness of still greater potential. It may be that even the best of the visual books which have 50 fas
been published are but the primitives of a new era.

Reading sequences of pagesin bookworks sometimes has an afﬁnhywid‘nd’r:wlyinwhidlmrﬂdi -psimi:'bsonphmgrlphrdﬂ
than a novel, in that it is a non-lincar, quasi-random process. Reading pugebyp-gemi;hkbe]imed to traversing the surface of a collage
or montage in which the eye experiences disjunctions between discrete sections of the work.. It can also be likened to one’s experience of
2 movie, in that visual images arc sometimes juxtaposed in time instead of in space and cumulatively create an ience. Another anal-

ogy might be with poetry, in which disparate images, conjured in words, are j and then synthesized by the reading processinto
something other than the sum of the parts. The fact that certain bookworks combine words and pi intimately, in a non-ill
manner, complicates these analogies and makes for further richness. Book art also stands at the intersection of many disciplines and
draws its strength from just this cross-fertilization

The book has been around for 1 long time, but the growth of new visual literatures and new visual languages, articulated by means of
old and new book structures in the last twenty years, suggests that it will be around for much longer, especially when new technologies

have relieved it of many of its more pedestrian functions.

53




BIBLIOGRAPHY —BOOKS BY ARTISTS

Baldessari, John. Brutus Killed Caesar. Akron: University of Akron, Emily H. Davis Gallery, no date.

Baldessari, John. Choosing: Green Beans. Milan: Edizioni Toselli, 1972,

Baldessari, John. Fable, : Anatol AV und Filmproduktion, 1977.

Baldessari, John. Four Events an, Reactions. Florence: Centro Di, 1975.

Baldessari, John. Ingres and Otber Parables, 1971. London: Studio International Publications, 1972,

Baldessari, John. Throwing Three Balls in the Airto Get a Straight Line: (Best of Thirty-Six Attempts). Milan: Edizioni Giampaolo Prearo
& Galleria Toselli, 1973,

Blackwell, Patrick. see Williams, Mason.

Buren, Daniel. Reboundings. Brussels: Daled & Gevaert, 1977.

Buren, Daniel. Voile/Toile: Todle/Voile; Sail/Canvas: Canvas/Sail ... Berlin: Berliner Kunstlerprogramm des DAAD, 1975,

Colombo, Giorgio. see Weiner, Lawrence,

Dibbets, Jan. Robin Redbreast's Territory/Sculpture 1969, Cologne/New York: Verlag Gebr. Kiinig/Seth Siegelaub, 1970.

rpoon, Do e D

Hompson, Bla.”. Kansas City, Hompson, 1980
Hompson, Davi Det. Easy.. Kansas City, Hompson, 1980.
Hompson, Davi Det. Eleanor.. Kansas City, Hompson, 1980

Hompson, Davi Det. May | Have a Glass of Water With No Ice, Please?. Richmond: Hompson, 1976.
Hompson, Davi Det. “Understand. This is only temporary,”. Richmond: Hompson, 1977.

Hompson, Davi Det. You Know it Has to be a Hairpiece.. Richmond: Hompson: 1977.
Hompson, Davi Det. 1 (a,b) 18. Kansas City: Hompson, 1980.

Hompson, Davi Det. II.. Kansas City: Hompson, 1950,

LeWitt, Sol. Autobiography. New York: Multiples & Boston: Lois & Michael K. Torf, 1989,
LeWitt, Sol, Brick Wall . New York: Tanglewood Press, 1977,

LeWite, Sol. Four Basic Kinds of Straight Lines . . London: Studio International, 1969.

LeWitt, Sol. Geometric Figures and Color. New York: Abrams, 1979.

LeWitt, Sol. Photogrids. New York: Paul David Press/Rizzoli, 1977,

LeWitt, Sol. Serial Project #1, 1966. New York: Aspen Magazine, number 5/6, Fall/Winter, 1967, (Section 17).
Long, Richard. From Alomg a Riverbank, Amsterdam: Art & Project, 1971,

Osborn, Kevin. Real Lush. Glen Echo: The Writer's Center Offset Works/Osborn, 1981
Osborn, Kevin. Repro Memento. Glen Echo: The Writer's Center Offset Works/Osborn, 1980,
Osborn, Kevin. Salamander. Rochester: Visual Studies Workshop Press, 1976.

Paclozzi, Eduardo. Abba-Zaba. no place: Edition Hansjtrg Mayer, 1970,

Puolozzi, Eduardo. Kex. Chicago: William and Noma Copley Foundation, 1966,

Paolozzi, Eduardo. Metafisikal Translations. no place: Kelpra Studio, 1962,

Ja. Reykjavik: Forlag Ed., 1961.

. Reykjavik: Forlag Ed.. 1961

4

Rot, Diter. Chaldren's Book. Reykijavik: Forlag Ed., 1957,
Roth, Dieter. Collected Works, Volume 1- 2 Picture Books. Stuttgart. . . .: Edition Hansjérg Mayer, 1976.

THE BOOK STRIPPED BARE
by Susi R. Bloch

ghmGnEElem' h ies 4 rich tradition of book illustration d loped in France. Yet it is only at the end
nineteenth century that the wpﬂteiwdutfwmllmlyﬁcmnhp—oncw}nuplwﬂulwnpu-ﬁuoﬁul:mddeﬁ;nm
imidahﬁmmm.On:sigm!Iml..SeéphneMalllme'tU»Cupdedés.deﬁnuthh&minnu(ﬂ:eﬁmlc.Apoemwboum
ﬂdnq:uhgllifnd:hm'dcpeﬂuno(iummdhm,UnCa:eJedéstxﬂnm:é'shxpomMﬁs}ndfur_ﬂ)e&iﬁm'ml

Fntlh:rudnunfmﬂinvithUJlCo-piedéxl:heuaﬂmimof?mlvdérylheﬁru,ormuhhmdnﬁm,mbedwnﬂum
script by Mallarmé in 1897, perhaps best describes what most immediatel ded as revelatory in the poem:

Mallarmé finally showed melm-dnwfd:muungadmdupq:.[ueemedmmcdmlmluukfngnd)eﬂmmandm-
(:moh!}nghl,ph:-:dfvnh:ﬁmlhminﬁni::q:m.ﬂacq:zceiuel[mﬂquh,dmned,mdmbhh to temporal
forms. chcmq—,dnubt.mnmnﬁm,lﬂm-&iﬂrabhp. With my own eye I could see silences that had assumed shapes.
Inappreciable instants bmmdndyviﬂbk;duﬁmbndamndduﬁmwhidumﬂea&duimobdumddiuw;
-mnfﬁm:rh.rmfe.nbr;wmof"“—' lasting through psychological centurics—at last these appeared as
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Concluding{hhm:n]!rctionufhisuwn|mprusinmunﬁm;ceimkhcpnnn.‘v'dérymwaw' iect M 0 :
on his wm close intimacy with Mallarmé and the poet's own writings relating o the poem: intetject Mallarmé's own thought, eying

We have a record in his (Mallarmé’s) own hand of what he planned to do; he was trying to *

pattern.” He dreamed of a mental instrument designed to express the things of mﬁﬁ.’:&"j’;’““‘l nakedly and fx its
His invention, wholly deduced from analyses of language, of books, and of music, carried thmm
hisuonsidem‘mnnfdzpngns-mua] unity. He had made a very careful study (even on posters and in 'T;mu:
tive distribution of blacks and whites, the comparative intensity of typefaces. It was his idea to develop lhilimlell' which il
then had been used either as a crude means of attracting attention or else asa natural ornament for the printed words. Buts,
inhilsyuem—being:ddmdlut}wglm::th-lpmdﬂmds\mwnduhmdrndm" —should * the P"c“
tb:mmposi\.ion.liyprovldmgasonnf ial intuition and blishing s b i notify mnl
tion, or among the rates of perception of our different senses, it should make us anticipate what is about to be presented to the intels

gence.

For the most part, the publications described bere, books as well as the related spectrum ted material, reflect the influence
larmé's theory and ambition. Most, like Marinetti's Les mots en liberté futuristes and J\pﬂ]o{!ml’::!'l Calligrames: Paezkhm::‘ﬁ
guerre, 1913-1916 transcend the example rather than the implications of Un Coup de dés. Marinexti’s futurist grammar, begun in 1912 and
publ.id'\cdin19l9,;dmtndwmmplc(nksuudmnofhtm:)mu-nﬂ averbal revolution, & new and expressive ;
raphy and typography whose form was to be capable of conducting the peculiar, complex i 1l of the modern industrial m
world. Apollinaire’s Calligrames transforms Mallarmé’s implied imagery 1o that of a lireral pi h. He sut
ilydthetypcwritﬂtoadawrpmomlmmnunwhoseduignsecmuomfmmd:emundm:, himsical fthe p ith
thodox splaying of its words. In the Blaise Cendrars/Sonia Delaunay, Prose du Transsbérien et de La petite Jebanne e France, 1913; Blaise
Cendrars/Fernand Léger, Ls Fin du Monde, filmée par 1'Ange Notre Damre, 1919; Francis Picabia, Poémes et dessins de la fille née sans méve,
1918; Max Emst, Histoire Naturelle, 1926; Max Ernst/Paul Eluard, A 'intérieur de lavue, 1947; El Lissitzky, Suprematisch worden vin hute
ksoadraten in 6 konstrukties, 1922, respectively, the part icular facets of design and intelligences of the wholc carry the impress of the con-
cept announced by Un Coup de dés: that the typographical design of a phrase could expand and/or clarify its meaning; that pages and fold-
ings compose a structure cffecting the intelligence of prose and/or image

‘More than any other group, the expositional, programmatic set of Baubaus Biicher engineers one of the most consistently remurkable
episodes in the history of the artof the book. A series of fourteen volumes (1925-1930), edited by Walter Gropius and Liszié Moholy-Nagy,
the books rigorously demonstrate format as a systemic support of content and are discussed in Jan Tschichold's classic and influendal Die
Neue Typograpbie of 1928. In the Baubaus Books the precepts and sense of content ntpdpablydm‘mdnh;i:uddnciindﬂnd

. Content isnotnmuchmnvcycdbynmdrumfnﬂyuxuﬁdﬂtdmmuﬂmhodsdpmmuﬁm.ﬁﬂhﬂeiduum
nstrument; form and content virtuall lmmr}nopumdnmthmu\id proposition, arriving
vnninhry. For Moholy-

completely accomplished as a mental o
ata l‘:ngunge in which everything formal belongs to syntax and not to -Nagy,

14k T

... typography is an instrument of communication. 1t has to be clear
be particularly emphasized since this is the essence of our writing as
intellectual approach to the world is individually precise in contrast 0 the former indivi an p
Foremost, therefore: absolute clarity in all typographi | works, Legibiliry icatis s, must never suffer from &
priori assumed aesthetics. The letter types must never be squeezed into  pre-determined form.
It is important to keep in mind that the first forty years of twentieth century art are marked by a proliferation ufﬂhmtnnﬁnﬁ.
theoretic and didactic texts, and that the publication of this material inevitably occasioned its own npecill_hinolr—qtn'iudl the man-
ipulation of the book as a formal medium obviously was of paramount hnponm.ﬂ:wsquﬁxia-nddlﬂumﬂm&uwby
these books, pamphlets, periodicals, and sheets cranslate directly a particular sesthetic, or intellecrual and analytical system. O
juxtapose the above statement by Moholy-Nagy to the following by Tristan Trars to quickly appreciate quolmwmhm
lated s the visible shape of an idea, and that these systems will be as different as the intelligence they express:

o fulminate against 1, 2, 3, to fly into a rage and dnmmmwhmbmqn-‘d
fo organize prose into @ form of absolute and irvefutable ewdence {my emphasis)

The diversity of the publications which compose chis significant hbtoryuflhefomulindonohbel_:ookuu!rdndpmdmﬂll
amply demonstrated by 3 comparison of such publications as: Der Blaue Reiter, 1912, edited by Wassily Kandinsky and Franz Mare; Die
tiomnaire Abrégé du Surréalime, 1938, edited by André Breton and Paul Eluard; Marinetti’s Les mots en liberté e
Schwitters' Die Katbedrale, 1920; Tristan Tzara's Sept manifestes data, 1924; and Papillons Dada, 1919-1920; 391-719”'1?2‘;' .
Francis Picabia; Merz, 1923-1932, edited by Schwitters; Mécamo, 1922-1932, edited by Theo van Doesburg; Wendingen, 195,
H.T. Wijdeveld, R ; :

A notable result of this *science” of the book is that the livre de peintre’ deve as something quite ! i
Justrated book © In its comprehension and refinement of the special anatomy whichis the book and in the fleshing out Pf.':d“;“l}:m
ably Matisse's Jazz of all the livres de peintre, that most neatly achieves the ambition of the instrument anticip

To put out a manifest you must want: ABCt
disseminate little abes, to sign, shout, swear,

ll. When perceived
dés. Generally when the book s displayed, it is as a collection ot'prinls.nmnscdsml]})‘ﬂﬂl’l!“d"“"’ # P
book it becomes clear that the scale of Jazz is precisely proportioned so that the spread of its pages does o hatis, s adststo
“reader’s” arms. As a book Jazz functions and performs cffectively as it is drawn near, mthtmlmll_‘ltbqﬂhmdun“:'dww#
the carefully taken into account range of head and torso and mmipul-umbyﬁehmh.ﬁemmlwl the nmilllld
acute physical and visual sensing of the page’s perimeter; the sense of order, inmﬂllmdf‘"‘f"""“wdd"’ the sharp contout and
the pages; the impetusof the whole, i inevery p-n;duhrﬂhmdcm&mdmmhr::cdﬂﬂd‘ MEWIMH'}‘
close focus of its blazon-like images; the spontancous, purely linear exercise of the scripty d*fm‘"“‘.'“".“‘mm
order of the pages—all of these carcfully establish the unique perceptual context and mechanism which is the ¢ of the whole, begins in-
The text, reproducing the large script of the artist and conceived as partof the visual anguage and OTGADENONE L e pyih ind-
trospectively with a few idess pertaining to the making, elaboration, and special priv ¢ of the project Jazz
dental passages taken by the painter from his notebooks. From the information
has & visual rather than an ideational function and thus embellishes the optical ;&izeﬁ_ofﬂif whale. Mics 11 taif une pette it Here, un-
Similar in its appreciation of the unique unity of the book is the elegantly ingenuous I"’;‘:Hmﬂm afdﬂp“‘"’“’"‘hmm

]g‘k:dﬂ;e purely formal exercise of Jazz's script, Hinez's * 10 mmfor‘lzrmlh:' impose d b
reserve themselves from . s y ically, Theyare, 30
graphic invention of Mird's hand, The text is not mmtrnted.ﬂwsmwlppufwmhﬂlﬂdmdﬂd‘m Wﬁwﬂwﬂl-

to speak, inseparable from their writing. The ¢ 1m-jorirn-gcs.-hidunmm=dtbookmm marked s aprés
ply mmwdmmumhmlhcwm::[dmbookiis[clf:‘h:lnmxthduummwﬂmfdubn.hﬂﬂ o
premiére bistoire, and finally the VIIlth marked as & la fin du lrore. 3 $.cv% Fﬂ'i’h'd medium
T s pestod o dad and ssrealstactiviy that the book merye 54 m4fr, 0 than "’W““"“""',,; consderacons
expression. While individual works cannot be discussed here for want of space, a few comments T8y ' B mited, signed cdicons, they 815
which qualify these as a distinct group. To begin with, dlhnughmmyoflhedtdllndfuﬂﬂ]mw as Max Ernst's
rarely, in the sense that Jazz and [! était une petit pie arc Livres luxes; and even less so are they, w1 um.:d.dnndme-ﬁlwi-"'"
Histosre Naturelle o André Masson's Nocturnal Notebook, livresde Wlm.%ikd}tpmhh:;mdlh, sctivity that 2
bv.-:nnned.dnhzvhbkmuhufdwhtm&-ns(ofmhmmmui&nﬂmbd‘ o
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mines the particular quality of dada and surrealist publications. Certainly, on one level, the predilection for the book evolves from the fact
that, in theory and practice, dada and surrealism tended to deny such traditional concepts maintained as peculiar to the definition “work of
art” as uni , methods, tools, and materials of ion whose authori y is only that of historical example. Ard,hmfxr!sl.hchisrqrv
Similar in its appreciation of the unique unity of the book is the elegantly ingenuous Lise Hirtz/Joan Miro Il était une petite pie. Here, unlike
the purely formal exercise of Juzz's script, Hintz's 10 songs for Hyacinthe™ impose lhedm:‘.mmuhhmpmryyu, at the same time, barely
mdmﬂm&mdxd«mnﬁw.ﬂwmdmdnﬂisr@hkhmmnme\hnd The text is not illustrated. The songs appear to
realize and render themselves calligraphically. They are, 50 to speak, inseparable from their writing. The eight major images which illustrate
the book have no ancctodal reference to the songs but -hnplymmurdmmwhnhmdnmmsummhoohjudf: the Ist marked as au
commencement du livre, the IInd marked 85 aprés la premiére bistoire, and finally the VIlith marked as 4 la fim du livre.
ki:vid!inﬂ\hpaiodnfdadundmndmnwiwdntdubwkenn-gnunmpr.rufmdunmmadcmalnrpcﬂphu-d.prdiu{nof

and practice, dada and surrealism tended to deny such traditional concepts maintained as peculiar to the definition “work of art” as unique-
ness, methods, tools, and ials of ion whose auth ity is only that of historical example And, in 5o far as the history of modernism
itself was concerned, both movements rejected the imperative of the largely self.critical, refining preoccupation of content and form. :

The ordinary book —the ordinariness of the book, the intell | habit of the book, the eminent quality of intimacy and introspectiveness
provided by a volume, ideally lent its form 1o the polemical, theoretical, and hermetic concerns of both, and other related movements. One
has only to compare Jazz with Max Ernst's Histoire Naturelle to realize the enormous concepiual and visual differences between the address
and intention of both books. Foremost, of course, is the operation and habit of “reading” imposed by Ernst’s “novel without words” as
against the purely retinal refinement and assault of Matisse's imagery and color.

Although far 1 from the ideal ambition of Mall; s -nthen‘c,:he:urru.[m-.mdwndz(f:rrmcx:mldmdad-s. retained what was
crucially central in the investigarive and complex system of Un Coup de dés. That is, the nature of the activity of thought, its conscious and un-
conscious process and expression, the invented and to-be-invented systems of its notation, and the cogitative nature and function of art as
such a system of notation.

0uUs Vi a
rate manufacture of Marcel Duchamp's La Mariée mise a mu par ses célibataires, méme (known also as the Green Box) and the simple conceit of
Tristan Tzara’s Papillons Dada, which are nothing more than separately issued small pieces of colored paper cartying deliberately startling and

provoking directives and definitions.
Art historically, the book and its associated forms have as yet to be investigated and understood as a distinct, formal phenomenon of the
modern period, as a methodically developed medium, born f the specific considerations of the necessity, function, and nature of art pecul-

iar to the various and related movements of the twentieth century,

—

NOTES

L. Stéphane Mallarmé, “The Book: A Spiritual Instrument,” in Mallarmré: Selected Prose, Poems, Essays & Letters Bradford Cook, trans. (Bal-
timore: Johns Hopkins University Press, 1956),

2. Paul Valéry, “Concerning A Throw of the Dice," in Leonardo, Poe, Mallarmé, Vol. 8 of The Collected Works of Paul Valéry (Princeton, New
Jersey: Princeton University Press, Bollingen Series XLV, 1972)

3. Liszlé Moholy-Nagy, Staatliches Baubass in Weimar, 1919-1923 (Munich- 1923), p. 141.

4. Tristan Tzara, *Dada Manifesto 1918," Ralph Manheim trans., in Robert Motherwell, ed., Dads Painters and Poets (New York: Witten-
born, Schulez, Inc. 1951 B

3. Livre de peintre is a term given ro editions executed by artists, painters, and sculptors who are not primarily graphic artists.

6. Traditional examples of bvre de peintre, that is books with the added decorative stimulation of a single print or scattered prints, are the Vol-
lard Ubw series; The Paul Derméc/Juan Gris, Beautés de 1918; the Guillaume Apollinaire/Raoul Duty, Le Bestiaire ou cortege d'Orphée,
and Apollinaire/Andreé Derain, L'Echanteur pourrissant. On the other hand, such works as Matisse’s Jazz; the Blaise Cendrars/Sonia De-
lsunay, Prose du Transsibérien et de la petite Jehanne de France. the Cendrars/Fernand Léger, L« Fin du Monde, filmée par I'Ange Notre-
Darme, among others, transcend the conventional livre de peintre precisely in their sense for the structure and totality of the book and the
exercise of that sense upon the composition of images, or images and words
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THE ARTIST AS BOOK PRINTER: FOUR SHORT COURSES
by Betsy Davids and Jim Petrillo

ANTIPASTO: SPIRIT AGAINST MATTER
Simdukmaiumc.ulhmmphubunpoimukaw.mdmduaﬁly.nndWMM.ﬂmwmhnbn-:kﬂHmh'ﬂu.uimd
from adol in a single differentiated facet of a complex system of mechani | producti The first print shops represented the most ad-
vmmﬂtedm‘n'i:lofd\d!mlrdrcqmledhr[:lumsdmmmapudﬁulmbej'lmpﬁﬁqmbﬁﬂmwwwh'ih
i Io-mfzwdnbmkcrjd:-mFau,Whms;uemdﬂoddﬂdl.hh‘hkpuﬂ.pundnmmﬂumkhmﬁdﬂbm
Fust’s son-in-law, his former pressman. Four hundred and seventy-five y later, Philo T. Fi h fared only slightly better with the inven-
mﬂmm-ﬂmﬁu@e.?ﬁhnimbmmiucdbydmmm: ial considerations di the content and quality of

p in
luwbem-dmmdby\#dhurlv!mmdpt‘hfnl}mummnnhniodm d

Arguments
tor in the birth of the modemworld. " If p .
block books which preceded it must be considered seminal. During the incunabula period, these new

surely the printing of picture-oriented

mechanical products did not, of course, meet with unli d enthusiasm. In 1471, B do Cennini brought the city of Florence s press and
petitioned Lor the Magnificent’s p for a print shop to rival the barbarian icipalities of Northern Europe. The Magnificenzia re-
jected the proposal on good grounds: he already | d a lib idered 'dnbmh&nopemquud’ngmdmuen

a library
on manuscripts. The stuff made by the machine would devalue his collection. Worse yet, Mwﬂhmmdwmv

ration, it looked g

mdduuwd&ml'unadfm good wste, too many machine-made books had already been fs d and the tide i bly
. So it came to pass that the visual ker (as di ish J&unﬂxemudmhlumsadumm.d:mhd.dbuwm

indwd:vdwmmln&modemml:ur:.m,i.fyouwill.mecdmfmodmhm.melyhm- P lized f material produc-

tion, this specialist created verisimilitudi --Mmufbcnnkdsp«im-m.mdwin]opalmmd:pkﬁusdpmmmmdm

dum'omufhighmin|{orm:h-lcuuldbcprimcd.cuumgmwrlinsmo

be inked onto paper, itself the product of an even older, larger, and more h'dilyq}ziuhed industry. These pmdnpmueﬁi&dnﬂnp

goo s (e e N i

tummdtumadavertuhindmmpmducnmﬁusoidbyvmdnn s, p
xicants, all promoting that most peculiar Western notion that it must be true, because “it's in the book.”

Tt is curious that until the twentieth century very few historically significant nﬁusmud&mdveprhﬂngmdnmhwmﬁwiaw
bound by the dictates of material and the technology that transformed it. The printing process required uniformity of results and cmphasized
conformity of spirit. Around it grew a vocabulary o effects, a set of specific and predetermined .
:z:i’liidly. & major value of the fine print tradition is to give good mpmm.mm&dmwhbndmvhimmm

is inspiring.

The visual artist, on the other hand, was by license and social contract expected to graze hmm&mw,mw
psychic lumlmdim#lmhwen{umze our spirit into a consensus behavior called *reality.” In word and pi i ipulas
“the great ideas.” You know the kind: Leda and the S\Vlﬂ.;udilh and Holofernes, the Judgment of Paris, or, as in the fifties, “how to crysullize
the basic plastic organic unity.” More recent mumbo jumbo® has yielded such pedantic academic jargon as “structuring a system of mirks® or, &s
one recent graduate student proclaimed, “I'm into corners.” So much for transcendent metaphysics.

James Joyce has paid playful tribute to the essence of the dualism ufhi;hmwmslvﬂmﬁin&n::picmnhnufhi#ﬁupkwde.m

dwkiﬂnd.onlymbzmumedbynu[r’uhwldsky
imdskqxpudﬂnahimhdinwh'u:dﬁnm

title is derived from the traditional pub story of the hod carrier whao fell off hisladder an
spilled on him during his wake. Because this could potentially ruin everyone's good time, his fri

or here is the trade of the hod urriu.Wilhhi;bnuinwl.lV-dmpudundkm:nkk,luumumn
nd returns spirit (.irin|hempryhod)h-ckdmmatd\.minsd¢cydiulrﬁnudhﬂ

time he tried to get up. The critical metaph
ter (bricks) up to the top of abuilding (sky, heaven) a
of matter and spirit. Humus Con Expiritu!

PASTA: THE MARRIAGE OF INSIGHT AND TECHNIQUE
Willi.-mBhk:m;hcmlypmummdc:r-ﬁsmmohngivmscriouscmdihiliyunhigbm,dmghlh:mrd-ﬁdmmd:dwoﬂhum-‘
ous. He did it by creating a total logy, abandoning the limiting principles of his trade, and inventi & new printing technique that llowed his
uniquupimlnbcmn:brmedimunumidHem-d::}wﬁmmim‘hmh}r hodology and achi with so many contem-
ponlybooknm‘m!}uanmumnfhhworkanumndw jmdmnshvlﬂd\webemoeeand\n.
Swue!ylimil«lmwlhcuubhdmwmmwrld-M:ommnthdpw&xmwmtpr&lmdwdmwmdtnﬁuuvm—
mhnﬂnq:ofmlhuﬁmbmhﬁomt}:q;eoﬂommhemmimiun productive engraver and, alth h well read, he had little
nthuhrmledmuim.u-mu]t,inhuddifﬁrulryachuvhmn:djbiii:yu-!ﬁ:mun-wmﬂ.k* time, his employsbility as
i fr: s db; h isti thmadchknmm‘vhion.mﬁdﬂ.mmimtmhkmmeﬁl!myﬂ“

graving the very
he pred o p de publishers to lbanifutwhkhhemldnotonlymdninuguhudwwth: : h
mﬁnnhm‘EmﬂthkeMluidipuhﬁlh.hﬂmhmﬂﬁﬁmmwwmﬁmhﬁmﬂhmdw
writing, image-making, and printing.

hetics and his poverty, facilitati uf-ordundhu@amd:pngeud

He devised & new printing method appropriate to both his i ) e an
mﬂiﬁqhimmmdl}unpnu-nddwuimalhbormwhedin;euwdmmlmﬂpmvprined.Hhmdndmnhmo{mHud!mn_z
vhichbﬂh-nnh-ndwmfnnn:dmmmnofﬂmdmﬂumndnd:wppﬂphz.mm-mymbluybméﬂmﬂzp‘m@
2 small camel's hair brush, one of Blake's favorite tools, so that the pl king process ially painterly, calli ic, and much -
rect than engraving, then d dby the lexities of the engraver's net. i A, m
ing both sides of the plate usable, for economy. (The single extant plate frags ched 2

perhaps with inter's i w«m;mmmmmwwm:imﬁummfn

ing. And then, more often th he images would b hand-colored with water colors, so that thy W pages were reallyill ¢

p-mu:dpmu’Mld-.n::eps\me:uricdmlveryimrmﬂywwcwamhmhnudhuw&m;ﬂimam
p:ocmthmnllwedhﬂmlmnm”mmbqinningIomd.mmuﬁmhoh,ﬂmhﬁmh:ﬁ,hmaw.ppwm.lplm‘d
[presence, an aurs: precisely the quality that Walter Beni-mmn«ath:hnoln"ﬂ:‘l’orkdﬁnhm@d&hdmkdk:pm@mﬂ_u'

m.mp.hﬁmmmwwwm.mm.mmmummww dustri i i &
protss,uu.-mhmmmm&nd:ld«';inmtmdﬁlhny-phy.whidawpmcdmm-ndpﬂm o
lifelmmdwhiduxhﬂd:nmducbkmmﬂddmmdwwm.&nﬂhmhbm
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and in quite a different direction, more akin to the medieval scribes and manuscript illuminators. He used it to make books. that were almost one-of-
wkind. In fact, he didn’t print editions; he printed only one copy at a time, as he got commissions, and he varied the sequencing, the basic ink color,
and the hand coloring so that each copy is virtually unique
Blake's bookmaking oeuvre is a kable example of the marraige of insight and technique. He began his first major cycle of bookmaking ar the
age of thirty, and his first attempts, There i No Natural Religion and All Religions are One, have the tentative and crude look of first books, prelimi-
nary tests of s new medium. He used them to set forth the central tenets of his thinking, a set of ideas that reverberated throughout his later books.
These wrial runs were quickly followed by Somgs of Inmocence, where—with the larger plate size and the sddition of hand coloring— Blake was al-
ready handling his medium with the panache of an old pro. Song of Inmocence remains Blake's best-loved book, partly for its beauty, partly for the
accessible, deceptively simple style of its language and the children’s-book character of its images. It was issued in 1789 (the year the French Revolu-
tion began) and represents a naive and romantic view of the world. In 1794 (the year Danton went to the guillotine) Blake completed the Somgs of
Expertence, rep g a disill d world view, and thereafier always issued the rwo together under the combined title Songs of Innocence and
of Experience, with the subtitle The Tuwo Contrary States of the Human Soul Together, the two books represent what Blake's contemporary Hegel
would have called thesis and antithesis
Some guidelines toward the eventual synthesis that would become Blake's magnum opus, Jerusalem, are set forth in a nearly and very accessible
work, The Marriage of Heaven and Hell (1790). As Blake explains, “Without contraries is no progression * He gocs on to suggest how progression
will occur, how the world can be seen as infinite and holy, rather than, as it now appears, finite and corrupt

This will come to pass by an Improvement of sensual enjoyment. But first the notion that man has a body distinct from his soul is to be
expunged; this [ shall do, by printing in the infernal method, by corrosives, which in Hell are salutary and medicinal, melting apparent
surfaces away, and displaying the infinite which was hid. If the doors of perception were cleansed everything would appear 10 man as it
is, infinite. For man has closed himself up, till he sees all things thro' narrow chinks of his cavern,

The reference to printing by corrosives, to etching, indicates the function Blake envisioned for his printing work in reconciling the contraries and
rerevealing the infinite world. The printing craft and the arts of the spirit are fully united here.

As writing, The Marriage of Heaven and Hell s the last of the illuminated books to adopt a language of clarity. At the same time, during the same
seven-year stretch of bookmaking, Blake was also wotking on a series now called the prophetic books, where language and ideas are often obscure
and difficult. It is useful to recognize that in Blake's time, the “ prophesy” was understood as a particular genre of book in which picture-writing, or

pictures with writing, were used to reveal eternal truths, as in what was believed to be the original form of the Apocrypba or Book of Revelation. So
Blake's lineage as a bookmaker includes not only scribes and illuminators but also the ancient prophets, who were often pictured in the act of mak-
ing books.

Taken as a whole, Blake's prophetic books present not only a full-scale cosmology but also a mapping of the psyche, an interpretation of histoty,
and a myth of individual redemption. His first bookmaking cycle dealt with isolated fragments of this content in eight short prophetic books includ-
ing Visions of the Daughters of Albion, The Book of Thel, America a Prophecy, Europe a Propbecy, and The First Book of Urizen1 1In his second cycle,
after a nine-year hiatus, Blake produced the complete synthesis of his mythic system in the epic prophetic books Milton and Jerusalem. His largest

bookmaking projects, Milton and Jerusalen: ave the fully integrated cexpression of his identity as artist, writer, prophet, and visionary. A resolution
thirty years in the making is achieved when Albion, the archetypal man, and Jerusalem, the archetypal woman, embrace in the last pages of
Jerusalem, ending the separation of male and female, of humanity from cternity—and ending as well Blake's work as an artisc-bookmaker.

ENTREE: WHAT WE DO IS BOOKS

Unfortunately, Blake's infusion of spitit into print technology evaporated faster than the sweat on a disco dance floor. At the time of his death, the
invention of the steam engine and the cylinder press put the “mass” in mass production and civilization took a blindfold quantum leap into our
brave new world. The artist was thus further alienated from direct access to the means of production by even greater demands for capital and

specialization,

William Morris’s late-nineteenth-century romantic anempt to infuse the printing trades with higher values now seems like a misguided sentiment
buoyed up by a sea of money. The subsequent rise and rapid fall of the arts and crafts movement serves as a historical footnote, underlining the lim-
ited economic viability of hand-produced work. As Thomas Edison reputedly said of the light bulb, “We'll make them so cheap, only the rich will

be able to afford candles "

The written word is a cultural memory device that often reminds us that history is made to be repeated. In spite of C.R. Ashbee's 1908 publica-
tion of Craftsmanship in Competitive Industry, a document of personal experience which lucidly articulates the inherent inabiliry of cottage industry

fo compete with corporate capitalism, the 1970s arrived with an entirely new genetation of artists assuming the Blakean burden of self-publishing,
“Let's bypass the galleries,” went the chant “Let's get past the expensive, unique art object and create works that are infinitely reproducible and
accessible 1o everyone at low cost.” Why not? The terms seemed new and the world seemed different Technological innovation was creating prod-

ucts at an exponentially increasing rate. In its wake the industry cast off uncompetitive and depreciated equipment, which floated off to the Third

World and into the waiting hands of financially unsophisticated artists This time the motivation was to collect for the artist the rewards of mass pro-
duction. But the rewards of mass production accrue only to those who can buy into the entire system of competitive machinery, big promotion
budgets, and mass distribution. Just because you can print 2,000 copies of a book doesn’t mean that you can get them into book stores, or that they

will sell once on the shelves

Every new beginning needs its illusions, and this is no place to mourn the misplaced hopes of artist-bookmal Blake too had visi f 2,000

copies before he made his first book; in acrual fact . his bestseller, Somgs of Inmocence and of Experience, solda grand total of thirty copies over thirty-

five years. The point is: the “artist™ hardly every becomes s * printer” as the industrial trade understands the term, and vice versa. The artist is more
likely to be a *printmaker.” Printmaking is what artists do when they approach printing as a fine-arts process.

Blake was this kind of book printer, whose remarkable technical innovations rejected the trade aims of uniformity, consistency, and infinite repro-
ducibility in favor of a process whereby each print of each page was virtually unique. Among arrist-bookmakers of our era, similar ends are served by
the overprinting processes explored by Kevin Osbotn and by Frances Butler, for example. Both have developed flexible presswork procedures in
which several images are overprinted in several colors on each sheer. Not every image will be printed in the same color on every sheet; ink is applied as if
itwere paint, layering, adding, changing ink color as the press runs. And in a typical Osborn work, not every image will be printed in the same position
00 each sheet. The choice of which images to pint in which colors and which positions on which shects is made during the presswork and by eye, rather
than according 10 a fixed plan. The result is an edition in which cach sheet varies slightly. In contrast, the standard trade version of overprinting is four-
<olot separations, or multi-color printing matched to pretested color keys, producing a virtually uniform edition. In trade printer terminology, there is
the *art™ (the original to be reproduced) and there is the printing, which attempts within limits to reproduce the “art.” Butler and Osborn’s work
pushes toward a situation in which the printing and the art are not separable. Blake would have understood. Restructuring the printing process allows
the printer to function primarily as artise rather than primarily as technician directly manipulating by hand the emergence of spirit into matzer.

As 3 stance toward presswork, this is considerably less repeessive than is the norm among “ real™ printers. Left 1o themselves, printing presses would
not produce consistent and uniform prints; they have to be forced to do 50, and much of the trade Ppressman’s time is spent in coaxing the press toward
coasistency. Watching Frances Butler on the press is an education in the value of a more permissive attitude toward presses. She is an energetic, en-
thusiastic, ink slinging, sloppy. spirited printer who achieves surprise results that would be impossible through the meticulous restraint more com-
monly practiced by printers. Similar work sevies similar attitudes toward tools and materials are by no means uncommon among painters turned
printmakers, but rare AMONg NOnartist-printers.

Anist-printers tend to prefer personally selecred content produced on small-scale equipment controllable by a single individual. Accordingly, hand
operated presses, which in the trade are used only for repro prools, are often the sole equipment used by artisis, like the offset repro press favored by
Daniel Tucker in the late seventies, or the Vandercook repro presses used by letterpress artist-bookmakers like Butler or Susan King. Todd Walker has
worked extensively on a Mulrilith 1250, the Volkswagen Bug of offser presses. Jim Koss works on platen presses, those outdated favorites of private
press printers. All these low-tech presses are faitly simple to operate and allow considerable hand intervention in the presswork. What's more, they are
relatively affordable to buy and use :

Affeedahiliv is by no means irrelevant Afrer all. Blake was born poor (and eot poorer) while Morris was born rich (and ot richer). and how and
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known it may become archaic and anachronistic—a dinosaur, so 10 speak. Executives of corporate communications companies know that if their book
divisions continue to be losers they will be disposed of or reformed. Yet, to its lovers, a book is a wonderful thing. As an embodiment of spirit, it is a
totemic object that requires a personal, intimate involvement to unlock its mysteries and reveal its pleasures. ls it possible that this visual, literary, intel-
lectual memory device, this commodity of the soul, this majo of Western civilization is facing the scrap heap of history? Is this a bad dream or an opera?

Enter the artist as tenor. It's the last scene of the final act and he has just stepped off the top of the citadel. On his way down, he sings his concluding
aris: “There are more producers of artists’ books than there are consumers. It’s true democracy and bad business.* Stage left, one can make out the
shadowy figure of the Muse, who points an enigmatic finger at the words projected on the scrim over the badly painted sunrise: “The book as it will be
is yet to be discovered. "

NOTES

L. Willism M. Ivins, Jr., Prints and Visual Commumication Cambridge, Massachusetts, Harvard University Press, 1953
2. Among the Mandingos of the western Sudan, the Mumbo Jumbo is the tutelary genius of a village, represented by one of the men, who, in mas-
querade and with a headdress of pompons, wards off occut forces of evil and keeps the women in awe and subjection
3. The precise details of Blake's printing method have been the subject of long debate. This description is btsed r the findings of Robert Essick in
William Blake, Printmaker (Princeton, New Jersey, Princeton University Press, 1980), the most thoroughly sesearchcd s convincing investiga-
tion to date.
4. Walter Benjamin, Das Kunstwerk im zeitalter seiner technischen Reproduzierbarkeit; drei Studien s Kunstsoziologie. Frankfurt am Main:
Subrkamp Verlag, 1968. Translated into English as “The Work of Art in the Age of Mechanical Reproduction® in lilzmeinations, ed. Hannah
Arendt. New York: Schocken Books, 1969
3. CR Ashbee, Crafismanship in Competitive Indusry, being ¢ record of the Worksbops of the Guild of Hendicrafts, and some deductions from their
twenty-one years’ experience. Campden and London, Essex House, 1908
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INDEPENDENT PUBLISHING IN MEXICO
by Felipe Ehrenberg, Magali Lata, and Javier Cadena

ALL TOO LITTLE is known about the booming small press movement in Mexico which, at most , is some eight years old. In spite of its youth
and its relatively few adherents, this movement has produced not only magnificent examples of all types of books but has also spawned unex-
pected applications that go beyond the established boundries of fine art, into those of the culture in its widest sense. To understand the difficul-
ties faced upon writing this account, it should be keptin mind that until very recently no investigators or collectors of small press editions existed,
private or otherwise, and that the largest collection of small press and artists’ books in Mexico—very incomplete at that—can be found on the
shelves of my studio
To my knowledge then, nothing comprehensive has been written about this aspect of our creative work, save isolated commentaries or re-
views, brief statements by bookmakers, and a passing remark or two found in other contexts. These notes, then, published beyond our borders,
may be the first attempt to make an inclusive review of an interesting and complex phenomenon which, in ordet to explain it, I have bisected into
two categories: visual presses and literary presses
Another point raised here concerns the so-called “marginal” nature of this activity—and a much debated one at that. This shall leave up toart
sociologists or historians to define, if need be, for the simple reason that I can't pretend any sort of objectivity, living as I do, in the eye of the hur.
ricane. Unlike other unexpected offspring of established art practices, that may suddenly erupt onto the scene and struggle against odds until
finally occupying a place in the framework of accepted aesthetics and distribution, small, independent publish ng activity aspectrum of
possibilities 100 wide to make it “manageable” by our chroniclers, even under the best conditions This is especially difficult where there is no in-
frastructure 10 speak of, as in Mexico, and where the practice of art, state-sponsored to a surprising degree, faces contradictions unknown in
other places; I shall say more about this later
During the years [ spent in England (1968-1974) T sporadically sent home examples of the productions made at Besu Geste Press, which I co-
founded with Chris Welch, David Mayor, and Martha Hellion Coincidentally, an Argentine poet living in New York, Elena Jordana, established
4 onc-woman operation called El Mendrugo/Ediciones Villa Miseria (Crumb/Slum Editions) and, prior to settling in Mexico, also sent examples
of her publications. If anything, these all had been indifferently received, considered at best, amusing eccentricities. Upon my return to Mexico in
1974, [ had under my belt the Beau Geste Press experience and felt motivated to pursue it somehow. How I dida't know, but my interest had
much to do with breaking away from the orthodoxy which prevailed in Mexican art and which, compared 1o what I had been able to do in
Europe, constrained me and, I felt, constrained other artists of my generation. Books and self-publishing were my only answers. The way to put
this into practice, I knew, meant swimming upstream
Gradually, as [ wove my way back into the fabric of the country's are SCene, My Project, as vague as it was—more visceral than practical—de-
fined itself and [ was able to visualize a strategy. Chance events, of course, determined tactical moves. By mid 1974, I had set up house in Xico, a
tiny mountain city deep in coffee country. I was hired by the State University of Verac ruz, a few miles away, and d teaching mim phic,
clectrostatic, and offset techniques. I also organized an art school press. Then, I found myself involved in oneof the labor movements that period-
ically shake the university and was summarily fired.
Early in 1976, painter Ricardo Rocha invived me to sddress his students at the old National School of Visual Arts, then known as the Academy
of San Carlos. | talked to them about the feasibility and need for artists to publish their own books. As an example we produced an assemblage
called El Libro de los 24 Hrs. (The 24 Hr. Book), which consisted mainly of photocopies made on machines in stationary shops. This book, a first
of its kind, so fired the students’ imagination that they convinced me to demonstrate other publishing techniques. So, disregarding the school’s
red tape for hiring teachers, [ simply occupied a covered patio in the heart of the ancient building and held my first seminar on graphic techniques
and, of course, on small press operations. I taught with ahand-made wooden duplicator, or mimeographer which I'd named * Pinnocchio.” I was
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nhﬂtmﬂun.lmk.dmduud‘uhmhwuhemry ﬁudcwhpumﬂﬁmuddulkkpn-ﬂ*luan.fordrpnmdm.m
omwspoeuubuﬂunduhnmuio«zithnbcmmumdz '
Am-in-ymbhﬂinM:aeicohdkex-usmwdyohual.mnomi:.md--i-l lism, which has cf —-‘dncnmvmmdﬂpﬂ-
dmoe.!‘udnimn,mo(d-cnnbn'un—-' emyﬁdd—kuiupmdumdndmﬂ-ndin&emhd.h&ummmptﬁm
other cities and sextle there. For ma mpmdmbnntkm,&hmndiﬁhmm.w.uwmdhrgdywmdm
m'hucﬁmmhespiulkymmmtms,unwﬂ]m.wrhkmamon Jefined quality. Generally speaki wln-prdemc-nmbd:vdw
under distressingly difficuk circumstances: there exists no supporting mm.mwmh-m,m
i;-lm.nomndmgdkrmmllmmhuwrﬁngnlcm.mpmbuududmm:pe:iﬁtwmmmm
For th jversities have traditi ‘me-dunfwm:mdmmﬁm-hmuh‘dqwdmshﬁmi
. But their m&mw&ummpmm-mdmm-bﬂh.mm—dwdhmﬂmw-
hﬂ——wp\ﬂhbauhimhchhmm.nmmmwhmﬂmmﬂdﬂuludm&wWh
pew art forms and practices. e X
i iversiti kmmdywmrhpmdadm.dnmwk.M,hNMwUm
JMﬂdmduoldmmilaqﬁ(muhcco\:mw‘Smmyouu:r. pwwm&emummamnﬂwmw

m‘-fuciha:bhdem‘akoMmdwmspm. 8
An uninformed outsider must first b d\.anim'ilnia;nnmdm;peuﬁt i Mﬁﬁs#ﬂd’ﬁ“_““"‘ﬂ*u’s‘
herited by one X L & of invaded by a Euro-

i

Mwm&ﬁummmdu&&:;kmm-hod& 8 from its p people invad
punnlliw.vhid\Wmoumumaunmdnwwmwmmmdﬁwn{
itati l.reaolmllllubtHﬂ]dmnﬁbklhrwdwmumn,mmmhﬁuﬂﬂum," d by pr
wuulmc'wlyl:vln;lirnrullurelmiwnyu(hft—dulnfdwU.S.A'ihMﬁMw:ddnmwmhﬂmmm
countries.
Lil:cwm:dmmig}-hm,Mmmhn.]wb:mnmllmpd.mm&d@—m:bmamhdh_-ﬂdwm
pml:ahcmnedmdnuxedwnhea:hmhercv:nbdurcthuThispmcﬂdﬂMmdrkhﬁtcmqtﬂwmdmthmlmﬂpand:
ithas inued with waves of mig some more than others.
Smwmﬁmtm.wrmmmﬂmmudhwww-dmh
Ciuinlm.luli-m.chw,ﬂmbﬂ\,mdFrcnch,lhr;cmmberufmmmlrﬂl.mdmumiudsum .
mrrhu-kovium-:dthemiulofbunndMid—EumpﬂnJm,R:puh&andM.luﬂdﬂﬂ*mmbﬁdgmﬁ&m
qbuummmmmnm,m-brymbmm.mk,mmuﬁm,udm-.ccnudw.waywm and oa-
mﬂ}&inm-hprednmimltly&unhh.ud inge has what homogenized our soci grave racial and class persist.
[f.lflﬂourbinhulnnmmlBlO.wbc':nouudvnm‘! rds political and ic independ from Spai "‘bww“h
omhldmﬁomdu-U.S.,wh::huw-&:dwnumorymer}unmmmeﬂemufndumwhﬂhhavm d obviously enough, in
all our artistic end ch clashes ¢ ly with isolationi udd{mllauldlﬁndinlnn.imd' o failure
bywnuyplm;l‘um—-clnhh«donwim ati lization. Qualit i regarding
sible to make, since any attempt will be submerged in myriad related considerations. ;1 .
lt'ldiﬂ'n:uhwd:mibehuw-lewindmdmlmmnmh-ﬂe\ihnulmnnrdum:.l'wwmda*mmu&ymndﬁ
cvmll-ndnlkednd-:cwrituitxt,lnlheﬁm. i m“au'mpm"hhm]mmwﬂ?“‘
md"l.immprum'Bot.he:msidcbyM.wnmg;‘uwuncehnwbil:.mi:ﬂ'findrmd' jon.
Prmukecmoidudtmpmdmim.hmdm-kmdﬁrbmksfmbeﬁmﬂwmd.hﬂﬂwﬂﬁ.m:hdﬂhﬂid&ﬂ?
‘ture their own products, relying on small printing jobbers to do the work. Our three testimonies,
formation into a suitable introduction to the larger phenomenon.

VISUAL PRESSES
Rather than attempt 2 detailed study of artists’ publications in Mexico, [ will simply offer some
typiy developments since the mid-seventl G N0 1 and members of the ssif of Aries Visuales magasine organizedat o
in Venice, California. We intended to offer an molwmmpmmﬂummvﬂwmmv‘hm{"’““ Wm
it. The intention of the exhibition was to demonstrate that “a movement” existed. * Mostly W“‘dwm“mﬂw s
bited indicated a search for aliemati 1o the dynamics esp 4bylhthwwli'mdmlwmm
mﬂdwm.;:ununhodnnnd independent attitude towards officialdom.” Munbeno(menﬂmupj::ﬁ wtﬁ'?heﬂ;hnf e
tween text and image, and options in gra I\iclnﬂulcuwmchmuld make low-cost, highet speed uction possib f producing
. roduction processes and lb@%miﬂmlemwﬂ”wbwd’m

multiples was imran-m. but the desire to control p
its user was foremost in their considerations.
gm 1977 and 1978, SUMA group presented the first p publicati Mwmmmmmﬁ“nﬂ'ﬂ*
_w!}uwnim-lpn—allkm&ofudhimqay.mdruydedlhutinddr&:pmdudbﬂ:boohhwh&duouuinnmhmﬂﬁp&
£ nd the repetiti nlpemmmdimqa‘lnmﬂwa:dikw de on dupli by peopk e with
3 ciatd } turn-

by means a eps
thuebonh.d:hmwdgi-fnrumwryiupinfmmdindwm?mcdmofdupmd di i 3 el
:ﬁmmwrmwmda&uﬂummwmhmmm‘mﬁm
lﬂ1976.Fdipeﬂ\mlbetguuévtwmﬂmmnan-ﬁcndS&wd:ﬂrnnlmmdhhnodumdﬂﬂWndﬂ}mm-
rlvhﬂ.bﬂwluwnu'Pinmcdm,"lnammhbmﬂmnbmndxpwnmdmmhﬂwmwwh#
ﬁrnmllnt!-u'pfm‘ThuSUMAmwbom,-ndmnEhsm i group, started publishi muuerobnd
meh.-mmmm.mm.wmmdummmnmmwmmaadhmm
Apu-p-ﬁnEmeTmmunnﬂdlubkﬁd:whidapwnmhemd&'mdﬁiﬂn“md'pﬂt'ﬂﬂ-" '
, Macotela’ i pdauvetipom'nndnhpﬂ -ndbmnd.hn-e-hdrﬂ-u.!llnnm
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dnof discarded by the local university and g offices ,ﬂnypubli:hlb«lhmahmmlﬂynlhdmwmedhmmh,
Mm:lrlbemmhndu“M&muﬁmm;:ourmmpkaMu«mmmhmmdmdmmpm
i immediate relevance to thei ives.

.Smlmmnﬁm-mwdiun;myﬂdmm&dedﬁndwnwedud‘ﬁnmmhh'&mdm“ among the more recent ones
nhthqunD&(AnoduD-y'nFlﬂvu].deﬁmMoudn(Purpkhh.Mﬂmpwudghwﬂzhﬂd-m@:.hnd‘m-
i ‘*‘Jm'

i disappeared: i i

st eicion on stage, with jazz accompaniament and heppenit o 7ol i g L yrewste]
ition on stage, with jazz i ings. Curiously, many ir producti lebrate national festiviti in
uuypemﬁuvmMmmmmm,wwmwhdmmmmmmmwwu
Tinta Morada, ison, only publish Lacre and Tended, (Sulhuwundﬂudmhml.lmimm'w&g
printed in editions of 100 copi deedemMHmhmm—ﬁlmﬁmmluwkﬁnmmpmpu.mﬁ:ﬂdmmdm-
i Ot:ﬁ'ﬂ.w visual and quite nostalgic Tfnﬁhnwmu&ﬁemwmwdmm
mdﬁuﬂmﬂeﬂl‘undMwmdmhmhm,mm'lmﬁdumumhmdtmdﬁmﬂtm
n"hmmuuu_dd ionery shops o They use such fal nou:muchbeumthrymdnp_hnbmmwuym'm&d-

More recently, small and newly established iblishing h h n-nedmmdntypeo{mmﬁmhnhwedim-gdlbuu.ﬁdimrﬂln
Tdhuhmnﬂummo&n-ndillu«mboe&byhuducmmdmullad&r’mgrdnmpo!Tweu&wn),dﬁchmofnuum

;E&dwmwmm&mm«u'-cmm& Veeunte Dias (20 Days’ Chronicle), And in 1984 the nonprofit
prhti:._lhepufduNMScbooldVIudAmimmndhd "lnw.'w-uﬂhmmm:nmmhw@k

From these notes it might be concluded that we, the visual artists, grant our “yea” to printed matter, at least for the time being.

LITERARY PRESSES

Maienhnaho'hitmyohhmﬁveurmmdpd:ﬁmmbmforourpurpmhetqlviﬂﬁnﬁmﬂmmmmd\mwnﬁm
devel the producti of books of literary the field of i hmmu&hrpnmdomphl;dupmduﬁminh{mdm&r—
by-hkhilhnwinwhdadmpmmdun'texhekwhm.funumr&y,nrunfofmn-ldy.l'mmmmmmncmmudindaeupiﬂlciy;md
the period during the years 1976-1983, because it is during this time that independent publishing achieves what I've termed its “Golden Epoch,”
mhwmﬁcmm.

lnlJJEImpmSn-illnmlSeviﬂthmeupabrmdaofﬁueindmupiuldNewSp-mindumthpaniuhmnmprima.ImPibbs-
el e ol S0 : v ' ol

s, 1 h i1
:w,byuuy&vpu-wﬁ:lpubrnhm.' i lnmu-ha'vehnpuadmd.hpmedofum«ﬁ.m.mduﬂm.uhmnly’ ily blocking the way of many, par-
g:'md-tyw-ﬁmnThey,inmm,luwdwly!nud\«!a:k,mmqiqwopmuher:hmn:kﬂnrmuyﬁ:md.muingnewumds-lnm
times, these i have been termed *al ive," “independent,” or * i ‘"ﬁd\hhubﬂ'ngnmcdinvogmduringﬂwﬁuofdmmdﬂld-
::uflul'hclneﬁfnamdunrly ies, They h de themsel hﬂrd:hm@nm&nu,mpm,mdioumﬂshﬂﬂ&mphh“-
llm‘uﬂﬂl‘nsr!m-rulumunmbeclmemmell‘dnndmdAapnledmmpmm-mmwhabdmcymdw-m
starts, then, the “Golden " of independent publishing. E ally speaking, this period owes its ful devel 1o the “admini
tion" and *distribution™ wﬂx’liell:b.llldu'hich—llnmb:pmcnhyt!mnkdMu—hnmwmmnie.[nlpileu[ﬁ:&ndﬂltuﬂnmd
of President Luis Echeverria's regime (1970-76) our currency was devalued by almost 100 t, the discovery and exploitation of bountiful oil re-
mmm&ipﬁbkwﬂdmnhmdmmhdmdnqm;:hmpublﬂnh@ Thus, in many cases the cost of production per book did
Sa:mudhmd:mormqmThis,lddzdtndnm:dmpublhh.mmﬂdymm.mﬂwnmhemdﬁrmpublisbennndlofum

l‘-en-izudanin,perhp-llbﬁmry.n‘rhepmu-ﬁchmddbe idered most ive of the period I'm discussing. La Miqui

E&nic.m\eEhmieH-dﬁulv-,M,ﬁhmm.ﬁkpuﬁﬂdhbmdh‘ﬁﬁmho&'lufmmder.pou

Mlnia.-yaoﬁub&:h:'l.nl’?&:mofpoehimdu{minundlmudnAhuﬁ,mlmumAmu...imd]buvemn‘pmlﬁne
E had : 7 3 2

mmmwa«mmmammwmdm di bers, says: “La Miqui born for us friends to
dt'wrud-od\q-.wljwc:holhrour-hlfxu .. Lateron, d I i ching us who ] blish fe '-:dsﬂ:’
tion committee made up of wuthors had published with us * La ina de Escribir distribution by post or by hand,

e e bold s maling o of - Friends o the Tpenrit” wic inchodd o i et et o ol by ot o by e, and hey

among #
Lmllam]hﬁﬂyunndw:n-wm‘in 197v,mddmnlydoeuﬁ«bmup¢en,vihdmebo&|mmdm.0mnfiudim. Ar-
nulfo Rubio, tells us: magazine was started with the intention of combining texts and visuals.”
El Segundo Piso (Second Story), like Letra, began as a magazine in 1981 but s0on started publishing books. One of the first, To Whonr It May Con-
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cern, by Arturo 1ma‘wm-pmduced with Letrs, : s
Sainz-Luiselli was cstablished by writers Gustavo Siinz, Alexandra Luiselli, and Gerardo Maria. “Our aim,” says Marfa, “is to publish texts by
ot workers, and Latin American exiles living in the U 5. We attempt to unite them 5o a5 to unite us t0o." Their first published

o b ser Juan Villcgas,ia called The President's Vis
a writer Juan a5, i sident’s Visit.
Thzmhedm,mmrhwnlyunﬁopu.ung.mum:}wy Iy the best, Others which might be incl ded are, for example, Prom-
eteo Libre (Prometheus Unbound), Virginia's Toucan, Luzbel, Mester, Word and Vaice, Amate, The Four Riders, Signs, Pamphlet and Pantomime,
-dder&limdMeﬁunhHLhrn::helllrrpuhlhlm-pmﬁmmmﬂ!mhwmmml&).&n&qdﬁm-
whhhm-d.hmpwedd:mfmnm.muiono{mldmu,
h d by many factors, f -nnudmmkmln

Empﬂioddm«nlm&mcﬂd.Ounhnviummmlpmmmm
wﬂlﬂwwuﬁdlwl luation. Inflation has bl k x"mdm: dpmﬂyngmlm.u#hind
wwnww&hmwhpmkmyhpwbkhmmmhuﬁm. alone plan on setting up new presics.

AN AFTERWORD

Sacio- i ithstanding, the independ ptmm.m‘(hldmﬁpn&.'ianm‘ dcm&dum.dmmmiﬂi-

en'm-du-{mb;hhliumﬁxmrlyndeude.izwiitmmew.podbodondum hmmdmlw,mm

Belh,lhemwh.ppoimd&z«turofdnl)uivnu'wMmmdﬂ&m.mﬁdundmdumnmm--mﬂpbmhh

fashed and cameras whirred and we proceeded to inaug le booksh "‘““ld:ebﬁdmeof&emc--iimphhfmkh

mmﬂwwmmmn‘thMmm.uﬂhh(hﬁl,ﬁ in Mexico dedicated exclusi ly to the distrbution of
i is bei g i edlihidnopud.t‘lkd‘m-bnﬂuﬂjmh&'m

neologisms which, transhated 2
n!:ﬂ'enduhbcci!y,uduNMSchnﬂo‘Vimd Arts (ENAP), like the museum, a part

Mwhdhyumlil,nnmdwamcd(hedmu lete p of six of the most prisit presses in Mexico City.
MWManmownm-myimpuummm#.:‘ lop f independ p(oducﬁﬂile.'!‘hqumle-
ﬁnﬁec@h-&ndnmﬂeﬁmhhﬁmhaﬁmﬂm, blishers 1o legitimize our work, expand th field of yarts,
and face the politics of our moment
NOTES
1. See Expediente Bienal X (Tenth Biennial File) (Mexico: Editorial Libro Accién Libre/Beau Geste Press, 1980).
2. See‘Anh-nExruu'AnlmwwahFeﬁp:E‘lwnhﬂl.'byMnduGﬂu Afterimage Vol. 10, No. 9 (April 1983). 2 :
3 Shu'Mip'ddnuuslwddhulmnﬂyumm:d.hih" d f exists. An a3 1 1972.

when the National Institute of Fine Arts held a First Exp imental Salon at the National Auditori d fi d cleven proposals.

Salén Nacional de Artes Plisticas (Mexico Seccién Anual de Experi i 1979).
4. Artes Visuales was the house otgan of the Museum of Modern Art of Mexico. See Nos. 27/28 (January-March 1981).

Mexico: Museo Universitario de Ciencias y Artcs, UNAM, 1980}

5. See catalogue for Exposicion Arte/Luchas Populares en Mexico (|

6. 'I!-eMuiunpunfnllftunlﬁﬂwZ-tMp:nUS dollar.

7 .Pdmd.nmumhlyIjm-rym-pz:‘nepubliﬂwdwmcﬁx:ehwmm.wmﬁhﬂmmﬂmwh
pnlinlmumdmtomopubl.i-h Vuelta, another literary magazine. o o3

8 'AﬂwdllmiBnokwofkl'vu1ph:m.m:dby]udith}{oﬁb:rgmd]mnHophlm.uhm-:dliﬂFm ‘books exhibition they cu-
rated at the Los Angeles Institute of Contemporary Arts.

BIBLIOGRAPHY —BOOKS BY ARTISTS

Chac, with graphics by Jazzamoart. Bebopoemas. La Flor de Otro Dia, 1983.
Chac, Eliana Montaner, Lourdes Grobet, and Patricia Mendoza. De Virgenes y otras Madres. Coyoacan, Mexico: La Flor de Owro Dis, 1983.
Ehrenberg, Felipe and students. El Libro de los 24 Hrs. Mexico: Academy of San Carlos, 1976.

Grobet, Lourdes and Magali Lara, Se escoge el tiempo. Mexico, Editorial Los Talleres, n.d.

Jordana, Elena. 5.0.5. Aqui New York. New York, Ediciones Mendrugo, 1971.

Jordana, Elena. 5.0.5. Aqui New York (second edition) n.p.: Antiediciones Villa Miseria, n.d.

Lenero, Alberto Castra. Crésico de Veinte Dias. Mexico: Editorial Penélope, nd.

Parre, Nicanor. Las profesores. n.p.: Ediciones el Mendrugo, n.d

Sabato, Ernesto. Carta a un joven ¢escritor. Argentina: Ediciones el Mendrugo, 1975.

Sandoval, Diario Bestigje. Mesico: Ediciones Cocina, 1984.

Trejo, Arturo. To Whom it May Concern. Mexico: El Segundo Piso/Letra, nd.

Villegas, Juan. The President’s Visit. Mexico Sainz-Luisells, n.d.

Expediente: Bienal X La bistoris de da de un complot f do. Mexico9: Editorial Libro Accién Libre/Beau Geste Press, 1980.

| Hungarian Schmuck. London: Beau Geste Press, 1973,

Japanese Schmuck. London: Besu Geste Press, 1976.
Paso de peatanes. Mexico: Ediciones Cocina, 1987
La Regala Roto (an ans magarine]. Mexico: Federation of Mexican Publishers.

Photobookworks: The Critical Realist Tradition

by Alex Sweetman

her/edit Mhiﬁmbﬂnﬂpﬂﬂdﬂﬂm-
re? ths with a cons and point of view.

oo tontots may bevicwed as workds which the individual photograp Fercore, s thei conte, Individua e ey
D images and/ wr i “ s Jmﬂwﬁmmmw-gdmw e Ly
sy e s iy l:mmJWMMmmdd.wduww

. L its
iuuolrhmm.nmﬂumn&imdmhdxwdd.hﬂwdﬂx-upum,
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In the nineteenth :mlurybookhmlnda&mdm,ddmnunllyum-pm.Iimp-nnduuomnnntubepnmedininknn.cthu-vidx

is develop set i ion & of gnif the A;:; d d'lnymdi‘ppummlﬂwedﬂ:mnm" i
ton or enlargement of the visible world. When began to appear next to other on th Page or on adjoining pages a new benchmark in
the evolution of seeing and thinking had arri . This, intum, prepared the ground for new possibilities and cond for expl in visual language.
?kamnl-inimp-uudal-boudmdd\ewn&-mhdudwhyo{plmnguphmmﬂynku@dm:pno{dwwmddpw.A
Hnydﬁep’[luddudnbbpmmed)nl&mdmwhdhphﬂm-ﬂdmp&m&mhh'nmuﬁwdwﬁid}
m—mﬂn:ﬂﬁzwmmdmu strictly determined relations. As c iy d i d intell
gent layous and design Iﬁmqumdm.mum.mnd ions disintegrated. Relativism repl d totality as a guiding principle,

i nm&ﬁcﬁyduﬂkﬁngmimu.md%-ﬁa:wwmdyhhdhmud,mmﬁbn,mn&m.Mnml.inm-mmdu
By the 1920s the photograph as well as the context in which it d were both recognized as crucial to th ion, the reading of the picture. It
Hmhlﬂhmnrmmhméﬂu b h. And it is precisely thi ipulari ings that ch, i di
mmmmh_dw.

Mhmmnmhm.humﬂmﬂmwm.mphhmdmhpﬁumwﬁx:ﬁu This is the logical culmina-
l'lmcfpllo(onqﬂsy.ﬂunﬂiahnohml”mm:mdmaflln:cmunfpkwﬁdlud;ﬁunnhuppli:dmil Here the separate pic-
nnleouiuidn.'uynsud-lndbmm-dsddmanuy.mmn]:mwde&mud:ﬁedbkﬂddmdndwhd(l.nli:ism-
ion of its separate but i ble parts a ph ph mhwmdby-deﬁniupuwcmb«mulmrhmmm
andIhelmd:rubrir,'nnm:limaiumolhﬁhvdlody-ppcumlmuchhlrr.lmcuﬁu:dm;mpingqemmmm.mw-
ite for this revelation is, of course, the realization th 1 knowledge of photography is just asii as that of the alphaber. The illiterate of the

ﬁmuewi]heipmol:lxmddnmndmd&:
—Laszlé Moholy-Nagy!

(heald:fu-impomtdemnhunhuulymdnnlm‘md:lmrd.lp}mqrwh:unbe!uundmlkpmummionofLﬁnlﬂMdnh-qu’l
P-mguomqu;.Fﬂn.Thhvimddhphyhpmnd-mppmiuMduxe.Lheptuuh}ulhudid-m:qumumm'ﬂ'-:nqmiw
d at ti ive, but books appeared th d ph phs as the key to modernity EJKMMJJnanomgmf'.hmeGliﬁ.klpmd-
uﬂth’twV'-'mgdaerObj:aivky.&erlalim.hwuo&bku.vhdemiy-Nwhclpdfmem.bwﬂmqﬁmdup-de
and other photobooks published duri dwl92&.mmdumhniqunmdﬁhmwmehndhadmimpmﬁnbmp!mbmkﬁmﬂmwhdv-
done as a catalogue for exhibitions of lr\dp!ﬂWytpmwndb;d\eDtutd:Wukbundm 1929 NofoEye.hynncrilianmMurdd:ﬁ;ner
I-nTadu’dnH.ﬂnduinbr?hmﬁyewuprmuodunhmmpnimlhrﬁikwe-nhinmhmhhnme«hudm—mimhﬂy'hmpkmmm
iuﬁndmapqewpnimdmnufxﬁuyqu.orvhmmmpimrefuﬂomml:r,-hnﬁlm.wdum.nndind::drmmformthepmmnhvahm
hnl:du'l'hhlyped’viqu]mmpu‘uminhu‘nedmiqurm}mmdvixudmlhndinlmcptmmumd;epuhlinllumofhlm
lled R
p v

Elizabeth McCausland, a j list with a hing interest in photography, felt o on to which she was both a wit-
ness and a participant:

The problem of form for ph phic books involves this concept of phy __,',llll«\mdhn;mgeo(mmmunm!'oalndafﬂlehﬂmi-

ous union of verbal language and of the photographic pictorial second language to make a single expressive statement.
Most of the books described in McCausland's artic) ited above can be called social de y or doc hotobooks. In an early article on photo-
MJMMudiaTbrCmpbrfPMmpba,hdimmm mbonhlpmdncedbﬂwml‘iljmdlw.mymoddedm films
lh:unperiod.M.lnyo{lhﬂ:publimdu-mhﬂmzbymicda@inmvnlinmoﬂ;irmin'inﬁumpclndmnminndmn\meﬁclby
m‘mmmmumunvmm' ionalized, g and preval inlllum;-l:d and advertising of all sorts.

“tell theit own story. " Evans's books are “an swhkward armangement” (Amverican Photographs) and "a somewhat unusual arrangement” (Let Us Now Praise Fa-

mous Men). Richard Wright's 12 Million Black Voices uses Farm Security Administration photos, edited by Edwin Rosskam, “like & movie.”> Thus, even
though f th hotobooks employ i mud:yludminr}ndmctiunnf:hepmdyvilmlmddhwmuwofpho«ugnplu.oommuthqwhul
calla photobookwork

w%h-md—hmdhmﬁdumlh.hnéu‘ bookworks, and he produced | ding examples. American Ph 1ph.
remains an enduring response to the American culture of that period “Anepach so crass and so corrupt,” commented Lincoln Kirstein, “that the only purity of
H:uch.yhdiviéud-m."ﬁmn':bodhuhklm.exmfnrhmo.fﬂduurhecndofn-chdd\cmpmumsmium.nﬂ-nsnybylﬁu-
tein who writes:

hmmm,ummuh-wwm“ma.
Evans's sesthetic is reflected in his enthusi ‘-dnbnnkfwmmdimhpmtvhlchdnsm(uﬂu:emmntaudfuuinnhrmnbjoﬂ.wﬂiﬁnnmd

socialiconography typify prevailing def of d b phy. But more imp ly. this aesthetic was 1 response to the inherent reproducibil-
'"d-l 1' vhich ils th md b 'I o .o 1 ,T']I.ﬂ‘ M P ] 1 - i ]
s one sspect of critical realist work and sesthetics,

M"Mha‘mmwhmﬂhmmmdm he d ion and after: the photoy list Wecgee.

Hisbooks, Naked City and Weegee's Pmpa'.-.mmdumuuhﬂmmmpla of popular camera journalism. The blend of innocence and cynicism, the
bnh.wmm.mmmwﬁuw:ynh}w thirties lde-johﬁa.l.lmtqnmnn(mdamdphmu. accessible to 2 broad,
thmldmOuMmmmhﬁcnmdmhwm-dﬂdmmmgnWm'sm.

mwmaam@nmmmnmmm&w«mh sddition of sound to the motion picture, are Paul Strand’s books.
Beginaingin 1930 with Tomte in New England, Strand’s book publishing career spans decades. Hibnnknr:dquupmuuixunfdnmmmy-ﬂrkm
P

M-hd;mpbyanﬁuydmwinkhnmqrndm These works foreshadow a plech ions in which social documentary pho-
tographs joined the vast literature of travel ph graphy, a branch of ! ‘M.M'-mm-awmmm
#raphs in book form because of his k. of how to bal d pairs of pict larly in his use of more abstract, often close-up decails of

n&wmhu&ummwwpmaumu“mhk“hmnmq'im,m--mnrﬂwmﬂw.
This editorial srategy reappears with force in the 19705, notably in Ralph Gibson's trilogy, The Somambulist, Deje- Vi, and Days at Sea, particularly in Deja-

Many excellent books were also self-published during the seventies including Self Porsrass. L Felectanclers evalc eseasal of bemeell e 4 b o e
ﬂmcdfrmthdnnrh-nmmmt.mdMﬂ-wangrn&yb;hdnrdedm. vhich explores that peculiar form of pi and picturing called pho-
tography. Thmupbmp.phiuum chat reads: “TV'S CAMERAS GUNS* (oakwu:mhythﬁmm-nddnmhmﬂ:-mld;mohwmnndcﬁmnm-
selves and our woeld.

u:hﬂmm,m.wmnf_wmwmnmm& 1950s, was also involved in fil b

aking—a fact which P din
hhwmmmdﬂmﬁumhmihmkknonnmﬂylwm,kﬂhuhumm.NwY Ciry.fnrl’ni:-lmrwmdw-r]]..\mndﬂhmimnno
1 oant b M

hmm-mﬁm,mmrmnndwduus and proceeded 1o produce an anthy log: of graphs, which he then took back to
France ButhmYodm.pcrudyoﬁhuypnhnudbwk.pummdn-mn:unpcmmdmmbnuh, fren high blurry, grainy ph aph




The r dﬂﬂ'r.wmphu.andnuunurydlheplnummdmhwmﬂnonhmnwlydwmmmmﬂmhhnmw.lkw
wmhﬂnl’m.uﬂ&ml}manrhuughm.-vermduU.S..uhu:hmyenplnnvtthinibumtminEwﬂpt. s

A separate hdudﬂdvduhbookumpcmwuﬂdwithnhr;cnm.abulﬂfmmm,'m“ymhnm.'mdtbo&.wmd.'b&u

pﬂdp&hwthYuﬁ‘hmwuﬂynldwhﬂmof J 4 travel books is only introd The subtitle, “Trance Wiiness Re-

-&.'m-uulu:ww-cm-mmdmmy Chapters titled: Akmmd:FmHk,Merwhm_.hiukE.ﬁ-I:.GmBm, 7, and Paysage,

am&amnﬁu‘wﬁndmuunllyuﬂemibytnvdbo&r—lmﬂmdmemﬁé.ﬂlbﬂm&w%ﬂnwwhﬂhmdn

Manh fromall fortable di Oanw&xclﬂtmnM.‘Ymhwmudhpcmm

‘wespon Y api building, a A
“Mhhnhwm&uh—mm-mﬂwu'
mw‘lmthmhrﬁ,dwmemddu‘TwWitm"nMﬂerMhhM'Fﬂo{h'
hibition organized by Edward Steichen a the M torm Art. In the 1995 exhibit and the book of the same tile, ahistor photogenic sccounts of
our commaon humanity mmmumpmdmm-hm.m.mﬂuw.-d cve New York. The ideokogy of the
“Family of Man" is as one of Klein's targets a8 is the classical, resteained style of Henri Cartier-Bresson's .
A-uhuahmd'n&-m‘d&m'mdunmm(dhnd»cmﬂMmmﬂmmhhmﬂe“mw.mhﬁﬂmw
iy books ever published because it *spat in the face of technique -dpeud?;‘;‘
ook our of bervibh .

described by his protege, Irvi Penn, as one of the most important photograpl

mmhﬂﬁm}rgmmﬂwd“Indwmmiclrhuin*'nw&wpuwh'mmnﬂt it

wm-ﬁmm.mmdﬂm“ Jovitch spoke to a gen of photography mmlnbmf’r-t.‘ ;
In the project which The Americans, Frank lﬂmﬁle‘hewM[hcﬂMl“WW"HﬁMﬁim#vﬁpﬂ,md

lh&“ﬂﬂwyﬂiﬁiu\dmu:nﬂdhnrﬁuhwuﬂpﬂhmﬁn ‘Bt a few years later The A b 3

i ' thMdhmAHMHMWﬁ

American scene, Frank’s work was more aggressive and status quo.
The repetition of cultural icons: flags. juke boxes, blank faces that look &rmﬂwdwmwmnﬁﬂ‘lm.mq
prn-.lnme.isla‘-u:olcuuru-uimsthnm!opmmlqmmwlp-m white/black, powerful/powerless, etc On the ssbject of this
book, S-Hw-kimz.“hunu:hcmenmdmmmslanmﬁ'-w&hwﬁmm.whmmﬁxm
mdﬁidn—ubeduﬁhdmmwdm-phqu-:mocuumu-mmhoddmmmdnwww
uikm.w.m.mehp.m o
mm-—wmummhﬁu\h friend Rabeﬂlkbﬂt-ﬁmumwmm i -dn;il-lyﬂh!h
—--FkGrmPruhm.HmmS edition; the French text vn&nppcd,.e\mduuf&ni‘n&u&.]-& w.mmmdmd’hbm
mh‘mdﬁoﬂd’l}mh‘:ﬂ
M'l'unrnﬂndo{wm»u“wcn‘xm],p&nﬁ.dmw@nﬂﬂ—mrﬂhdmmhlmhlbﬂdd
Mw&un&umnldxbo&_d.mpuphﬂlwakmhrn.mlhrclnurphnwbndnﬂh 3
llIWMMWAMwmh&‘MJMmmmhw-ﬂwmdmﬁﬁﬂmn
text, quotations from great modern pocts Edvan der mm'-.mk,h@m-m.ww,wm,w-dwm,—‘mmdpﬁm
'ﬁqhhrrhmnrpdnnfmﬁ,mdepm-hmnr.cmu.nnd(mdwldofﬂuh-hdmmnihmﬂmlq ofthe 19508, Love
“'."mhk.hd\eumeuhn.dﬂmhum-rmmulmrmuu:.uun.r d text, the sexual liberacs Jdum!iedhmp:nnpﬂfl:pn
mosicians and emigoés living in Pars during the McCarthy exa. In The Sweet Flypaper of Lie her ph exposition of a real-life sivaats qui
ﬁmﬁlpﬂﬁmﬁ’ﬂ'iﬂﬁm:ﬂmlﬂmmrxmuumdw&ﬂmmmhﬂilwmhw-mmmd
witer,
imagery, pe

Fomie's secons book, The Linet of My Hand, obiographical work which, of s dense disp lanation s
eitiae foe b oy ribyby sy e B of The Americans, resembling ma—m clse s persons] scrap-
imisen of & post ™ of who adopred s

At
breaks from the onc-picture- - page layout
m«g::y.s,nﬁhmw-mmm;f.;h.d.ymo& ok
‘ 1840s, albums have k. forms and ed as both ical and jects, the number being the familia store-bought ssp-
Since photo e many forms and existed as both physical Wv:m"":?‘i l:.**.hlw‘kh‘hm

%ﬂlhlm—l}n‘GmJAM(Hmw.‘nl)nvc}lmhml:dhiul.‘-denpe&mﬂw}udlhl
is 8 modern democratic vernacular, s folk ant dhc.m\h;wmphcrddufamﬁ;ﬁhknumufm social cohesiveness. .
Boybood Photos of | H. Lartigue n,.r...‘r,am..qm.c...wmm.qu,mmfwdhmmm.n&mbd,ww
e this cheerful and nostalgic ook at s doomed epoch into an exemplary m.mkwmmﬁmp&mmwwr-hw"wﬂ
Vagabond, Guylord Herron's monumental autobiography, is perhaps the m.mwmwhmdmlhm
American cray son of way. Walker Evans's Many Are Called is & mr,u;mmam.-m#nmwdwwﬁn#ﬂmﬂ
onc after the other, remind us of nothing so much as the repetition of Pl e fumily albun. Ralph Eugene Mestysrd addressed this phcnomene 4 s
demxn.m».mm.,a..ppmmuzhanh.unmrmwmm'-m.m.-dmﬂ
sioms uses photographs and captions 10 allude 10 the experiences of a girl child passing into womanhood. J

Aot of anthier sort are alio the prototypes for many of the phatobooks published humm.ﬁmuwﬁd-wdw

M,bmm:ﬂuhnmnmdﬂlun.mdmfunh 'I'hu:m.furhmpn.m(f- the albums of the z .
‘middle class. Lee Friedlander’s The American Mnnm;h.muwduqqdwmﬁuw-- collec:

gnan-ud

tion.” It is different rhnmil:nmnl&dlx\'d’inmEid!\m}u.lorm,hs:xnulimwll ok B

the theme of A Friedlander's pt hs are like the beilliant etudes composed by the mesters ‘e the fingers, so display iy The
I’#hmmulpﬂ"ﬂb—lhwpﬂﬂwﬂdﬂ bles a ledger with d Fﬂmmwd'wdd‘#ﬁ
cations of record-keeping is app for the kind of i du uMﬂMhbﬂ.MiMhmMuﬁm“

mﬂM“Mnmprm m;.-rdperhuplm:-n,mdm“lﬂimmu.

The reader migh any essay on ph ool ...mmnTbemamﬂmmﬂmwmbyw&m-d-bwhhmmw
Avedon, and Edward Steichen-surdly the most sought ater photobooks of the rwenticth D e slgans preseneitions of photographs fal et b8
bwhwuk-,mmmh.hwnm.m:mum.nmdmm.whumalmmawmm-ﬂm

which remain mercly collections—portfolios between covers. 5
1 wall conclude thi rely collections—portolos B eton of Nathan Lyoos's Nottio: in Pesing. This book s mhmmm
nd.li:mdd\cbwksmidudhm.kl-kuuﬂwbh:!.\m‘unlik.m.mdplﬂﬂn begins with a pF ofan -

: birth to achild monster and wrenching s face mto &

l‘lhtmhnluf:}wd\hemnmdmlnk-wh-mmrmohp-mnmmﬂ o s R af e i,
. 3 oty o=

Nnun‘a-d‘fl" m“um“ﬁhw.: of hMqundndvﬂﬁ i

s In Passing p in pairs of pictures pairs whic i

sion, the book represents knowledge—that i, the :jn P ing ¥ 'visnhd'di-lu.mvhhmlv
mary here is that of p d i
md.hmdﬂnhooﬁ.uﬁkhﬂju.mibﬂmc&lﬂw:
insane course of official culture, Lyons invites this culture 1o appea:
mmmﬂw’,ﬁm:wprmnhnoiﬂkﬂ.hm Fisinen p g
immediate cpvirorment. is didaggic and open, and Fulflls iy for visual language. E
ek g s ope. 0 il g 7S L8 e i meing T eSS
Wmmm,w..,ddﬂuuummm. Jisen and Aaron Siskind's s

i buildings,
mldwhwnw}firhthmhpmnpq:ihcym.mgorqu £ s
:wnhmﬂmmw:kdrﬂa:mbm@unb’mn‘.mmum photo-

differently, by

are examples of the former Books by E , Frank, Klein, and Lyons of the latter.

""‘r-ﬂ* ylboip e s d Mmhmp@‘.pﬂﬁ.wwﬂ;&ﬁ

obscure, or transparen, | have no doubs that the types of formed by linking dispatste photograp! k*;,:m-vf‘"'"“?""’, i
functions n of the phot r Sg-ulb image e

mmhmddﬂmvﬁhinamn, g istic op i

porality is of even greater imp inrelation to the ph dhpﬂmbo\iwuk-dﬁtﬁ-uhim_dvhn Sy el
_bgmm,lwmmhmu-mmdmﬂ-mdﬁhdwﬂ i "'f e .
inducing relat : ‘ o o ot touple nfornucional,they may become symbols o ety s o perhaps oSt
mwmd—mis,dm_-im.mmIrwmm-wbmwmqumuumhwhﬂe«m [t
e of the toeality of experience should be admitted a8 starting point, together e o fcaly of amy single of ingulas reveasioncf 3
n’in"._ PR e | biact ouc J sis A e which is multiple, pervasive, and r .mﬂ-mﬁnpﬂ_'&“‘n‘
best are social, critical, didsctic, sad significant.
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1. Liszlé Moholy-Nagy, ~From Pigment 1 Light,” in Photograpbers on Photograpky, Nathan Lyons, ed. (Princeton, N.J.: Prentice-Hall, 1966), p. 0.
Elizabeth McCausland, "Photographic Books.™ The Compleie Photograpber, Tssue No. 43, Vol. & (Now. 20, 1942), p. 2783.
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date).

6. Chris Marker, dmhMﬂhWﬁmﬂdﬂ.N&Yﬂlm&umwmﬂ
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Systemic Books by Artists
By Robert C. Morgan

dabin

THE PLAY ON SYSTEMS in arists’ books is « mediumiscic as well as s concepual concern Attention is focused u::llln book as object—a direct manifestation derived
from a given set of paramesers Systems set forth mmim'boﬁndrvrlt::n atists” concepts which, in turn, evolve |m-ﬂurmud|mqr:. ideas, pre—ﬁtl:ﬂnlned::un,
s - s ! Py ieh g the book e IR

1 are more

Srmtbud:brmhmmuﬂubkdu MWMWINMMM‘MmMmlumMm Much of this activity was
concurrent with the media explosion of the I%Olhrmmdwwmnpd'wm’ld-ﬂnn W:Hmhlynmdrmkmﬁmn.McLuhm'!lhﬂnﬁnwnuudpm—

sibuities for ideas and i i " which could then b d bereft of traditional art objects. C; ly, artists’ books—and sys-
temic books, in particular form of he | concerns However, such bookmaking practices constituted only one fraction of
hm-ﬂd:mydll‘in(lh:l-tlm.wﬂm<myhmdhhmimlmmh-mdM‘meuwﬂmwm
the intention of individual arises.

# book serves as for a system of id d outside the b mﬁu,hnmg*,mmmhmwhmm lnmdsmmanm.tl?e
bnnl'lwdunl-Fmﬂyhmhukdamﬁhmﬁminmdlmrpw‘::dqpmnfm-m' within # systemic format which may echo the systemic
mdhn?uhuudecw

ing original ad d
ﬂﬂ;lnhmudlhﬁdxlh:nnin.ufm SudwlnuuMmﬂhwn.hhm.mw“.mm.hﬁm-d?uﬂmm.
llwmuidwmﬂ..puudwh—u}n‘nmdmmmmmhwnmdhpunmﬁmdmdwnﬂed'plm-h,"ﬁwhm’bdhnmﬁnd
acoeptance by s wider an sudience 'ﬂmwfmtdll?dytfﬂuﬁhmﬁwwltﬁnﬂsdwuﬁnﬂumwmhu.meﬂfﬂiﬂg.
Mm'hﬁ[:w.:,hnw‘l’ﬂu hnl(.GtmllandllI,-dK-upethg
Astists’ books, which had been o d f ¥ sddenly d ;mmm&usﬁmmmﬂei&wﬁ::i.mﬂmﬁmﬂn-
dl-.Dlddntf,Cnlngu.mddurm-iwmcemm Bwklhmnmmumdmﬁno‘&ﬂbm.-mdh-pﬁqh strategics. mar-
quﬂxe-dmmwndr-ptﬂmqwlmt cOmpromise. T}m&umed,dmune.durﬂwmu: took uwnhazi{whmuﬂﬂwmldﬂnﬂ-nbﬁdw‘mﬁndmjl
Enancial arduous.

(h:mn-ndxr,hn-u.-m.tl\ulhrlmn'bﬂ"wh‘_ﬂhmmhﬂyﬂmhhﬂh&mﬂhmmImc-q‘n(ldw:d‘upcnm~
Sive typesetting W‘Wmmdmhw.lwmmmthmhwdwtkndmmmﬂm' , such as copy
Mhmudmmﬁmprm Mmydhu‘hﬂ:":‘muw«mhw;mmdhw Hpn.gpbndmﬂulw_umﬁgm-mpmuung
evidence

mmlmmmﬂthhﬂm.wnﬁlwwﬂudwmSd[aw'c‘udmmmbmhmmdwhu‘km
iblications to emerge directly out of I art, clearly fits into the reductive formal, dh!%hﬁh?ﬂmw&mwﬁdm_m%
l“u&mﬂn%dwrm-wmmmm“wmp‘- id S BTt

—of

LeWier's s of systems s explici hnthn-wrdl,d—bnndhbo&umhwﬂwhgm“mWhhmhhnwhmdm.dnlmubwum !
serial or sequential Iﬂdunl.er’l';!ndumPﬂdltlwdnnfhrwnu:dhwmtm:hmmummlwl‘hwwp'
translanons become modular emporal of a book_ | Thy of view-

The Location of Limes i 8 somewhat complex schemats presenced as s logical f lines. The is decipher some rather dense
in o ol P ™ ! :{&eluuThmﬁ-imthwn mmmmmm.wmmmm
spread. The lopi begins at an clemental level, showing ssingie ine, and grad
m&mm:‘“m-.mmmh.m“mmduwmmuﬂmbnmmwlmwmm".ft’u.
A GeametricFigures and Color, the pages are sectioned into th qually lor-coded secti .mm_m-oﬂm-wmm-oﬂvm'-wmmm
'Onlh:'hudm,dn‘mmhskm.mw-me.%xﬁwkdnm-mIMI_M.MM Each geometnic

H
figure advances through the cofor sections b+ m‘mmhmmwmmmdhﬁwnomﬂwmhdmmm
logic a8 to what gures will appear i selasioms <ol pten llulhehu:lhqmyumkﬂvhm'lumm—mwhyﬂmdhmbﬂ&weh—
lstionships is clearly stated at the inning of each section.

n-m:.,_d...L.w;m‘.c?.}mmr;:bum..m..mmummmwh.w_m. h shifting  The clear, the rules are sex. All
vatisbles heve been delienited. The sysicm is investigated shorouch e ey
I 1977, LeWin produced two books of photographs, entitled Bk Wall nd Photo-Grids Tn contrast 1o the abstract lincar progressions used in earficr Books, these com-
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i mph ities of implicit structure through use of h 1 ol dore ba ficth PR e Lin
hirty b white p uhen of a section of wall. Each di tothe edges of £ the book M"m‘
ofthirey black and Th

Cathedral. In cach case, liv.-vlmmua"md“ e i light ehift e Jeofa tickly 5

A

nf
hmdhwfdrhmmuwwmmmw.- by the conclusion, the wall e die s barely discernibl sy
one, & comment h L-.JI--IJt_L_ & Jﬁ"’"‘ mmmhq‘nﬂm

the medium; yet is has more 1o do wit
mm&umudmnumdnllmumyum d cqur Jng, roisk k e

reality
Photo Gorids i considerably les sdventuresome. 1t i a Larger size . format Rollei snapshots. The order of each ninc.une
phatizes Mmdmithln-idy egorizes found grids,” such -nl:m and window
o mp‘d I‘ dz:JvhcmnqxxmnflgWﬂulnﬂ e r-:ﬂﬁ‘;ﬂ hn‘;“'“m
view of detsils in his studio environment o md-ﬂ-mmuweh-:mun .
b-dt-l'h'h‘:boulu.rhw heavily in the content, the outcome can i the sense that listening o
His best book: -mdu:mdudukvhul b' nduwk
i " gt Bow casily mfnllldmnﬂnnn‘: }.j...“

Ll L
ramesers their systemic mnrdmé-n-

z umld&rwauﬂidm ﬂ-mutmohmd‘dm‘w&mﬂmbwh-mwwm concepts: -‘MmlndmlamN-m.,.
ok se “-—-f‘nmqm-.nn&da
Mmmmmmﬂm (mnmwnmleﬂnoumy rmnlfv.-uh:y b, of & oty
crete syssem is more tightly regimented, hene, reads more in terms of an © Mmm Muim I facts
hu-ymamma.m.muxdmr-ummdmum.. implics other levels of e M""‘*mhimﬂ

Muhmmwdumm.mh-wh parrative systems, some of Kesh A 2ok
apan chirg "o-picuare books" i e erly 1970s. He numbers his books in consccutive ordes Mn..dn-lmmmd*ud_mmm
Book 97 2 wmdu-dmmnmndmw‘nd. In each casc, Semith b from the pagter

’ akind of 1 it 1 Book 102, o cxample, the be lierall e
the book I.nnnhmd-ndn entuled Book 91, s—hhmduau.aapd

dusplay casc.

of the book cords that provide His is concerned with the ndno-au!dhm thi-:'nwi
-'a:' b’::wbrpqt The concept, mlm.nchmlhln‘ﬂww‘unhﬂi:mh-&ﬂ“’l et i o0

the. E hnﬁ&ﬂﬂhﬂimmdh

Mlﬁaﬂ?lm‘hnﬂvﬂmmlkh
sysienns i in the fact that the signibcance of these books i toully lieral. It & the reality of hokding the book, seeing through it turning the pages,that reis mesning

book
w-umﬂhﬂmwlmlr\dmh forms & tunnel of vision through

Paul Zelevansky's The Book of Takes, s non- mmwmmumdmmwm.mq-w

& narTative system
lllr’duﬂb:mdmmmumnlmlmm The reader can choose to read both vertically ndm.
mﬂddﬂyzdﬁnmwu Zdnlnsl(ylhm& mmphmpmﬁd: rﬂduvlllu, L ‘-—"mﬂlﬂ" hical
gt T “k rinth e R A TR T
UM-lmemnnmmihumrhnmrhﬂl(x‘tm wtkmuhkm e
When speaking of a system intriasic to the structure of » visusl book, this not ical Anhn" - .
a Jy or th both mw-cnh.p

rmiddlle, and an end, but rather hunction in terms of given seus of p which may op
Mw-g books can be comprehended without necemarily viewing the entire book, hmhhmMmhqﬂ--M‘" =
Mhlnlhdhhdmlli'rn!}rl‘.ﬂ-!rd lh.'pcm|-w¢ﬂlﬂ(m’n[ e footnote Carmidn’ ying that the kit e
concrete, not the m-ph. -
:nmdydumd-:be harrative scructure, Without attending 1o the content of :he’n-me id b wwkfw&mn-q@rﬂd
Swwdofl.ldhrd Kostelanetz's books, such as Comsiructs, Exbaustive P.lvaﬂdlnlmb mdN-dm Hw-': amd Stores, aﬂ .
the latter work, published rint tsbloid in 1976, suggests th E
plication P 25 8 newsprint n s e concin o e Eo

tive, that the parameters of these magic numbet constructs are not unrelated o
Paallinerees lnwhmhl}n:!énmmdldmimmi shaped paradigenincressc hually g rogression, o
sical seructure appeas, The ardering s linear nd not st all unpredictable. In this case, th
l"’-‘m&:‘r&n&mm by v i of nacation than .nm.mi«.ﬁh Mr.ums,..m.mmd blspugepoannmeil
constructs NOL 50 mi former categories of mrr-xm s |M d a e app
shilted from wibeles pree aneta may rdy-_-l nbein ".ﬂ#mﬁ:{:“‘*
-nmlnwd.mfy:huwmmm:msunlm -w:llu p in pui it :
crete orae, and i i the conereteness of Kostelanecz's m:....:mmmwmmﬁnﬂmmlmw deu--r—ﬂwrﬂd interpeeted iy bav moreo do o b
hmeofnundnn:br' whemmnoimrhrnhlp and less to do with the p =
abstract models of R i § rarratian, closer perhaps
Ocher anists’ h-mkam-ynppm systenmic” by a marginal tual concern, wh o ekt AT Fy
I fiction o conk J'writing, In Kevin Osborm's , the obsession with printed o o
tion which keeps a narrative distance berween any thematic concept and the empl  accessible printing techni mlﬂ""‘“ﬁ“"d“““ﬂ"wmmﬂ" %
15 4 conscientious urwingtuwud g glut. The density un..:urmm..wmm.dmmmmmhwm o i formal -
T bl bulary 1urns to morass Wn:hcnmumpmmm-:mm meaning 3part ".“l"';"'"‘:f&l‘.w.m;,
tention, mrwul is :I‘c.'l:lo b«u«:;-&mu cummings ONCE LErMES 41 UNCOMIC noN l-n‘ quite simply, i5 7] Mwmwdm
sophisticated facelift within the geare o artses ‘books I.Jshomehluknwmumdlvwmmyhhﬂ -dnwﬂhﬂdr s lrmits, The emphasis s
pinning may approach a kind of ullucinogenic solipsism. [ronically, Real lush alo 4p
wmhn;-u:l en‘::dh ich can exist independentl *ﬂ:‘::,:pquﬁ; narrative theme. i . ‘s novecard sssembly, M-W;Tmuﬂu?.
the Cards. Intended & loud, ABC involves a tri-colot mumm.hd\mmmh_mm b i
The cards are used a8 & ploy in order 1o structure the meaning of theit confessional conten. While the passages relect s they off

pl
means of 1 non-
ological motivation behind them. The effect is ulmately one of s mmmmh (ks i ’hmmpmﬂmmmﬁﬂ

in Schneemann's ABC does not rely upon a conventional narmitive structure

rameters are clearly contained, though not always clearly discernible. & £ S 1 content, Thetext isaseries of
s Mara Roaler's scminal feminist ideolos, Service, is conventional in formal tems, b ary in terms e m,_,,,,,,“....g

diree meeatire accns. each describing the working conditions of thee wormen in the abo force force. Thetone of each n

and economic expl 1. The book in itself does not carry an explicit systemic sig However, ,_-mmlmlh-
plcatnsof o e caplos i s mm;‘m ‘J...'.da o el By . So o book sbout wuﬂmexv'ﬂ"m‘ i s throgh e "
em begins to unfold and achieve significance chicle o continet by which 10
Much of what has passed for syuemic bookmaking i really more in the category of documentibts Mn{:‘:ﬂ -ﬂmﬂvm“;.m o it medis

transport a concepl geared red towards another mode of delivery, namely, Kaprow's
‘Gfiom occasion, aa n the *acivity” manuals produced by Allan K.pwp:ffﬂm...m the 19705, umdmﬂk becomes tenuous. %Mhum
o many as dacumentation of his perormance works. they e in fact, gomponerts for use within the of the works themselves
aa..’Z.,s, mwh,.nn&mm.mgmis.mm veoy. 1 .ﬁ . i ion guide .“:,",:.,'f"
jons over one another on d Although not publis unt er the event, M ,‘nh; ographs
others o use i reconstructing lhrr\/ml"’hwm‘[ﬁ\wlltﬂmln 5: manual, however, arc documents ﬁﬂ!hatlﬂlpﬂ"ﬂ"’“"‘"w“""‘ ot
mn;h,md participants o i profesiont & )._;;. a:uy“l“
use of ph p h by artists ot consi ' nthis contexi
ittt e Ky i i s ey mwmwww-"g*;h*,d, "“‘*’,Mmﬂmmd

To some extent, Allan Kaprow is snother artist who has frequently relied on mm,umudnmdu-ﬁ his intentions. ‘one cannol ignore

mmmmwp“‘ﬂﬁi:mmmff ey has aircacly been wrtin on Ruschas books, e o thei elatonship 10 7T

some mention of his work A e svcnt which pcooted 122 miles
In Rayal Road Test, co-suthored by Ruuscha, Mason Williams, and Patrick Blackwell, docomentary = m,,m,u,.,mlndw-ﬁﬂ

southwest of Las Vegas, Nevads, on August twenty first, 1966. A Royal T: ,pmmmhwumdmwlu Totea polic sccdent repor. L ],,.-u ) m'

math, esch part of the violently was fully ing photographs and captions. woman
ﬂmdﬁuwnph-dmnmwmmm.mdmunvh:-h.mkrnmu-nurwunm..ﬂm-méhdudm‘ et
nprwtmm;:snal:;wnludmmmm-lmohmkm ;::-b g
ven b " .mv-ﬂ-
“Rncdher s Perce Downib s...:'wm ook rosdbaeperss m““ﬁ:ﬁdﬂﬂm*”""". h Onthe 7 o ol Do
el sect rods o shorter than the other n-epw-*""""*_“““:?f—‘ ot reemphasize b pasion ol e
M-mww;mmmm He works with cone ich book are ~mark ;,d“"’“.h,,mmndwTW""
viewer's eye as it makes contact with the h.hmmmpumammuhhmmw#*"“ ITARE =S
veveal 8 m(myﬂAuhthlimWnﬂyuwnwWF‘ﬂ i "
The NFS Press in San Francii, coordinated by Lew Thomas Tee s » serics of “realized primarily serl imical
photography and | Thoms's own work L iom) and Photography, is cxsentisly s catslogue of image by way of » igorost. D S
the book functions like 1 catslogue tumd«ﬁkw.ﬁlmﬂmm“;lﬂ%thﬂl i ancoldesancing i

. Thomas
orumentation of mundane sctiies, such as closing a garage door or observing a sink ; . :
e b aubgect matter,no matie how cloelytied o the object or person he may beinreal ¢ M This slows the time of the action 1O PGS ek s et otk
25 2 concrete system. Alt there may be allusions to narrative in his work, there are no pure chfecss. umction
‘could be interpreted as a misnomer. Thomas's real ¢ s his abiliry to take per 1190
tve languase Exmigeé atisc, Vagrich Bakhchanin
The notion du....,.;..‘m.n.x.m.m.mmn“m.mma.nmmmmmww’?ﬁ‘mms“",,_,.,.,,,‘.".:mndm*""""”
123180 ), Backhanvan has confronied the camera each dyay for the duration oof the yesr
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P e affisity wich th 14 - Jist On Kawars A.hmdd..wm.ny.n..w‘mehmamw,kh
long flowing hair. The ph. Diary were ffset, bound and collsted edi of 250 copics. Bakhnaynan's books refl the ity of an arrist
wumdmu.reﬁnmmy.mmmgommummd-aum..np.-«mn(m«mm.:,.nu.cpmammawmmnulu.dm
e,

On ding example of & namative cmploying photoggraphs is Michael Snow's Coser 10 Coner, Again, much has been said sbout Snow's *structuraliss™

films. The fact s thar this Canadiar artist has given exal enesgy 1o other media including painting, sculpure, photography, musc, installation works, and artists feek Toen-
counter hﬂrnplrx:ynlﬁwnrofwv.ummvmumx experience. In other ways, it may be compared o the architecrural an-hndmmwm-

qued, ﬁhmdwmmAﬂ%‘SANDS&WF.\ﬂ!AL AMBIGUITY THAT Snow has presented berween the covers of a book. A on-

cern, for Snow, is that mmmnunmnnwnwruqnmnmmhnummmumvﬁd-humgm to intercede
5pon one’s perception of an image. On !mrm‘lmﬂdl&hvlw on the back m.!&md-ﬁn-mur&m&uh-md@zdﬂ
L This is indicated by the fﬁnktohhrmmul'rynhvlduulhfw Tha lhhdl.lhchhnfnmfruurdvlhﬁryudlndblcﬁ“ﬂ’wﬂ’

and cvents related 10 the artist’s uhcmfnwhnhm-mhnu-lnlmulkty back 10 his house again Wmv-msnﬁmhuﬂmd
lﬂynmmwndﬂlﬂh'xhndnmmmmm‘ thereby confounding wexmd%nwnlammhxywam:m:?u Michael

tea

mmp:uqlpmpculnnd-mlm.uummnmmnm
o d a8 it interacts with Stustions. Mnuhmlnhmqummdlmidnluﬁ!wﬂbhw
ted in Volume 2, is

MOSE endertaining entries, document, ukd'l.u;luhn-'[nﬂ-m.thuﬂnlnanpnmuubb.hmumiﬂimvuhnnw
ﬁmvl-:ui:m.llnbetmu()mNurdHuumaUurdm mmdhwknukyﬁmtrn.uﬂmnemﬂnuhnl:.p.m(dniym:hhnhuxg.nbad)inﬁr——
tve and duminat,

The importance of St Where, In. is i the rea that sdvanced techniques in . without dvanced stivucdes sbou technology, has very ftke 0 ofcr
h—..nbunpmdoeanu modern age. Fmﬂywiu.&ﬁl’hr I l'um‘luunamh:uln-rlﬂnu The o bath di d d y. Incach arcu
records the ment of a specific work in progress ln-ddummhnmnmml.chrremdmnchms.mdphw'nph.whchmur}muduinmmm‘
the anis’s incentions for each piece. In doing o, Marcus muccessfully bridges the gap between the operation of s concrete syem within » social context and an intimase narne.

[?i-ﬂnyllnbwnmmnnpc # varicry of appll o of sysu art to the artist's book '.hlllyb,mmml o | k‘;lh: " Ll bxx;:;: il ‘d
stating & theorerical position, the probl em of vty is ﬂmmnluu]lhcrdmtlhﬂu]dmlm  taurology— that such s are exclusively a system
the boak itself. However, this is Onc criterion in dealing with the problem. Certainly snother central criterion would be lirdxumltmhn‘unmelld narrative
systems. Other criteria ia are the fact that technical l n printing do not substirute f ! resol .durmmlphzw raphy used within the context of sys-
rmlmbonhllwlIMK:ZMIMIptimrlly-nlhp‘utuuphylulwm.tnddmdrrrdtxunmlmuumlnzhcmlmlnm r Going bk, e b e

how well the clements ion within thew context of the artist's syytem

©Robert C. Morgan
NOTES

1 e dicussion of Le Witt's books i “The Plssure in ot b The Components in Language,* Kasiar Quarer, Vol 11, No. 4 (Fall 1979). Aa excerptofthe ani-
e Incldingthe section of LeWe, in the LAICA Jounal (Septesmber 1o79]
2. For a fully ted resource guide 1o this artist’s work, see Keith Semith, Seructure of the Visual Book

(Book 93), Rochester, New York: Smith and Visual Studies
Workshop Press, 1984

3. Ulises Carridn, “The New Art of Making Books rcpmaterdam, Void Distributors, 1980, This essay is reprinted i this book,

4. Avension of this work in Anina Nosei Weber, ed., Discucion: The Aevthotic Logomachy. New Vork. Out of London Press, 1980,

5. This was the subject mwumwwwhﬂlhnl(nptmﬂwhlpmmﬁmrlrl,\l()l\ rnal (September 1979)
6, S«mymmh-mlynl' Ruscha's books in the LAICA Journal (September 1979) .fs,d““mu owrnal (December 1981)
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