Richard Price, Artist and Poet, UK
www.hydrohotel.net

Creative practice
Production processes for artists’ books include: Inkjet,
Laser printed, Screen-based/Internet, Letterpress,
Sculptural book, Mechanical apparatus, and
embossing.
However, within these cases/categories I work with
another book artist: my role is to provide text (and its
sense of timing and spacing), as well as to generally
discuss the overall form with the collaborator as part
of its development.

The Mechanical Word (Vol. 1 - 5). Designed and produced by Karen
Bleitz with texts by Richard Price Aluminium and screenprinted
polypropylene with screenprinted polypropylene slipcase. 24 x 24 x
3cm, 4pp, limited to 15 signed copies. Circle Press, London, 2005

ABTREE
With reference to the ABTREE, my work is across
the range of: artists’ books, pamphlets, concrete
poetry, mechanical, pop-up, digital, sculptural, fine
press works, livres d’artiste, artisan, text-based public
art, audio, murals, text works, and single sheets of
folded paper. These are the projects I have been
involved in so far but I am interested in what different
forms offer and hope to work in more genres.

Technology and Tradition
Over time I have moved from being a more traditional
(but not too traditional) poet towards one working on
books that foreground formal qualities: embossing,
folding, digital permutations, metal cogs etc. This is
either initiated by my collaborators whose work I then
respond to in text (with Karen Bleitz, The Mechanical
Word, and Ronald King, little but often), or initiated
by me with my collaborators responding (with
Ronald King, gift horse, and with Julie Johnstone,
folded). In almost all cases there is a feedback loop
in which we gently shape each of our contributions
before finalizing the work. I am not sure that my
existing digital work will be adaptable or preservable
as technology develops. Atlhough I am very much
concerned professionally about this issue for digital
content in general, for my own work I worry less
and tend to feel the immediate performance is most
important and lack of longevity c’est la vie…

I think the difference between ‘artisan’ and ‘artists’
books’ is iffy. I would merge them: it’s a false
distinction that’s probably obscuring politicized
aesthetic rather than format/technical differences. By
politicized I mean in the way that ‘folk’, ‘pop’, ‘rock’,
‘indie’ and ‘classical’, say, are differentiated in music,
but with artists’ books probably further rooted in a
proxy class system related to educational allegiances
such as university, art schools, and varieties of art
theory; for example, is ‘internationalist’ avant-garde
work a lingua franca, a frictionless (safe, transferable)
commodity and/or a US ‘universal’ brand? I don’t
mean that to exhaust the options….

The computer has helped to conceptualise and model
work before production; communicate faster; in
digital, produce a back-lit ‘nostalgia for the present’.

There are also text-based murals and public sculpture
that seem to me, part of the text-based artist’s
spectrum of activity.
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All methods of production and collaboration have
been a great experience, creatively and through
friendship/ideas of collaborators. I think the
only problems encountered have been those of
miscalculating the expense of high-production items,
and trying to have text seen as doing conceptual work
(the tag of ‘poet’ is not always helpful for the work’s
reception in artistic circles). The rules and play of
poetry are key to my understanding of many artist’s
books, perhaps especially when ‘poets’ aren’t the
artists concerned.
New technologies do influence my creative
process – as a text-based artist who was part of
the Informationist grouping of poets writing texts
that respond to technological shift, to try to offer
analogues to new technologies, is a particular aim
(www.hydrohotel.net/informationist1.htm).

Marketing and Distribution
The presses I work with do the majority of selling but
where I’ve co-published (rare) or have stock then I
usually sell through readings, one to one contact and
at book fairs. My work is also marketed through my
own website (www.hydrohotel.net), collaborator’s sites
and Internet bookshops. The general public is my
main target audience, as I’d love people to love our
books!
I have collaborated on purely digital media distributed
via the web for free but that was only a sample
of a larger work (hotel motel motel with Simon
Lewandowski) that was the result of a successful bid
for an installation at a books festival. It was installed
in full in a public space; and we charged an artist’s fee
for that. I don’t think bookshops will adapt well at
all to distributing digital works, it is likely that online
sellers will do the job instead. I think the general
public, private collectors and some institutions will
collect work in this format. Institutions will collect
nervously as they need to think long term.

Three stills from Hotel, Motel, Motet.
A digital collaboration with Simon Lewandowski, premiered at the
Hull Literature Festival, 2008. View the video at:
www.hydrohotel.net/HOTELMOTELMOTET_STANZA_2.mov

The Future of the Book
I think if there is any limit to the definition of an
artist’s book then it would be a fuzzy one. I’m not sure
that a definition is helpful, I like an improvisational
approach to this… That’s a passport I don’t want to
check.
I don’t really have any concerns about the future of
the artist’s book: I like to work with the Now and if it
morphs into something else I’ll be happy to work in
that medium, too.

This case study forms part of the Centre for Fine Print Research’s
AHRC funded project 2008 - 2010: What will be the canon for the artist’s
book in the 21st Century (In an arena that now includes both digital and
traditionally produced artists’ books, what will constitute the concepts of artists’
publishing in the future?) http://www.bookarts.uwe.ac.uk/canon.htm
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