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Interview – with Ulrike Stoltz by Sarah Bodman 
and Tom Sowden at the Hochschule für Bildende 
Künste Braunschweig, Germany (14/01/09)

Ulrike Stoltz – So, what do you want to know?

Sarah Bodman – Well, we’re making a proposal – 
we’re not saying we’re going to answer all the  questions.  
At the end of  this project we feel we will propose that the 
canon for the artist’s book is a very inclusive proposition, 
so what we said we’d make is a manifesto at the end.  
Essentially it boils down to the fact that we believe that 
if  you make a book on a mobile phone, it has the same 
value as a book that’s made in finely bound leather, if  the 
artist’s intention is that it is read as a book.

U – OK, but that opens up the same discussion as in 
the sciences – the term of  text has been opened up in 
the same way. Everything could be a text - the face can 
be read as a text, a wall can be read as a text, etc. So of  
course you can, and for certain purposes it is quite useful 
to, open up the term book in the same way as opening up 
the term text, because it opens up the mind. As the book 
is such an old medium it is a very conservative medium, 
it conserves our memories – which is one thing I used to 
oppose against like mad when I was younger. 
Now I can relax a little more  and say maybe there’s a 
little reason behind and about all this conservatism. 
I can also leave it as it is, or maybe even appreciate, 
but it depends. Anyway what I wanted to say is that the 
book has this tendency of  being so conservative, which 
means when you start thinking about books you easily 
get into this way of  thinking: ‘It has always been like 
that, it can never be anything else. You can’t change it.’ 
So opening up the term of  what a book could be is like 
opening up the mind of  how to deal with books, how to 
think with books, how to use books, how to make books. 
Fine, I’m very much in agreement with that.

S – But also opening a Pandora’s Box as well.

U – In the end I think it might be necessary to come 
back to say a text is a text, an image is an image, a book 
is a book and a telephone is a telephone. It is like when 
we look at prehistoric excavations, you have these stones 
that are the universal tool and these stones look very 
much like a (computer-)mouse. Very much. I’ve always 
said that the mouse is the universal tool, like these stone 
age things. So in a way we’re kind of  … — this is the old 
metaphor that things are not being repeated, like on a 
spiral, but you get on at another level. So maybe that’s 
where we are right now.  

What I wanted to say regarding the book is that the book 
as a container, a means of  transport for it’s contents 
and as a medium of  communication crossing distances 

as well as time, is a thing that can have different forms. 
Like a clay book was something else, and I would still 
regard it as a book. So maybe we’re again changing the 
book format, like the papyrus scrolls, and then we got the 
codex, and maybe now we’re shifting to another format.

S – Maybe not in the term artist’s book, but if  you think 
of  e-publishing, the Kindle and the Sony reader, they 
don’t negate books on paper, although perhaps it will kill 
a lot of  publishing.

Tom Sowden – I’m not sure it will, I think it’s just 
another means of  presenting the book. I don’t think it 
will kill the codex. 

U – That’s another thing, I can’t think about artist’s 
books in isolation. I mean a book is a book is a book is a 
book.

S – Exactly. 

U – So the artist’s book is a book that an artist makes, or 
even a person who is not an artist makes an artist’s book, 
because it’s an unusual book, not a commercial book 
being published by the commercial publishers. 

S – Yes. 

U – So I mean when I started making books in Germany 
we had this term ‘Künstlerbücher’. If  you translate that 
literally you end up with artist’s book. Or in French 
‘livres d’artistes’, but the French term means something 
very different from what Künstlerbücher means and 
what artist’s book means, so the translation doesn’t fit at 
all. So where do I stand with my German background 
in the world of  artists’ books?  Nobody in art history at 
University told us anything about artists’ books, they 
didn’t exist, so it took a while until I understood this 
is the neo-Fluxus history, this is the idea of  the artists’ 
book being large edition, not numbered, cheap. But that 
“cheap” idea came from the time when offset was new, 
and cheaper than letterpress. Now the whole technology 
has changed, which means we can’t stick to these 
and talk about books just in terms of  how they were 
produced, the idea has to materialise somehow, but still 
the general idea of  what a book is, is maybe something 
that is a concept.

S – It is conceptual.

U – It is very conceptual.  So I don’t know what the 
canon of  the artist’s book would be, I have no idea.

T –Well I think that’s the point we’d like to reach, where 
we present a manifesto and not a definitive answer. It’s 
more about presenting an idea to generate discussion.
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U – So you kind of  get a collection of  different points of  
view on the book and the artist’s book.

S – Yes, for the book in general and not only artists’ 
books. I thought that when we went to a seminar at 
the V&A a really nice point was made about the book 
becoming a digital object, like e-publishing, actually took 
all the pressure off  the book as the object, and the book 
could actually be just its hand held self  again. So the 
book as an object that someone really valued, what was 
in it, and what it was, was all important again.

U – This is very much the way I like to talk about 
lithography and handset type, because lithography once 
was an industrial way of  printing, and as soon as the 
industry moved from stone to offset, nobody needed 
it any more.  But the artists were still using it for their 
artwork, so this way of  printing was released into …

S – Into art, and now it’s got that value.

U – Exactly. It’s the same with handset type and maybe 
even with, I wouldn’t say with the book as such, but with 
certain parts of  the book. Still now, when I talk to my 
students and say there was a time before computer type, 
they look at me as if  I come from the stone age, and I’m 
not that old!

S – Yes, but they are the digital natives. And they are 
only about twenty-five.

U – Yes, but the interesting thing is also what I see in 
my students. They are so used to working in digital, they 
are interested in having something to touch again. That 
was very difficult to argue here in Germany, because 
everybody suggested we throw away the type. I said I 
know people in America who are buying this stuff  for 
a lot of  money, and I’m not throwing away what I have 
here. This is ridiculous.  This is not yesterday, this is the 
future to keep it, and the future is to have it with the 
digital stuff  in the one room. 

S – Yes. Exactly our thoughts. 

U – It’s a dream come true for me.

T – We were quite fortunate in that our university was 
reasonably forward thinking as well – it did through 
away a lot of  type but it kept some, and we’ve now got an 
advantage over other universities that did just get rid of  it 
all and just went purely digital. 

U – I wouldn’t take more [type] because we have a lot 
and we have a good selection, and what we don’t have we 
don’t have. I don’t want a living museum, I want some of  
the stuff  to work with and the rest is.

S – Well it’s like the Tryzno’s [Book Art Museum, Lodz, 
Poland] they are the perfect example of  the people 
who’ve saved type because they set up a museum, but 
they will only take things that they will use or can be 
repaired to be used, and if  it doesn’t have a purpose it’s 
not in there. It is a living museum and it’s there for a 
reason.

U – I was never in the mood of  feeling like Gutenberg 
bibliophile as such, and saying: “this is good because it’s 
done in this old fashioned way”. No, no, no, you have 
to use the old material in a new way, which is the only 
way letterpress can survive. All the rest is historic. I have 
difficulties with the idea that Gutenberg is looking across 
your shoulders at whatever you do. Suddenly you hear 
from behind something like, can you do it like that? Can 
you really? It was too much for me; I had to get away 
from that. Then but of  course in a land like the USA 
where they don’t have the tradition it’s very important to 
celebrate that. Here it’s already there.

T – I can understand why people do that and I think that 
they have their own market for doing that. I think that 
fine press is absolutely fine although it’s not something I 
would consider an artists’ book. I think it is purely for the 
bibliophile. 

U – Coming from letterpress, for me the interesting 
thing was not doing the offset book in a large edition, 
but using the computer and the printer as being the box 
right beside the printer, not man at a machine. Using 
the printer as tools not only for designing books but for 
producing books.  Then I’m right there where I was with 
my handset type and letterpress, because I have the full 
control and I decide during the process on the things I 
want to do, how I want them to be, what it looks like, the 
form and the content. It’s all my decision. Again it is very 
close to lets say Aldus Manutius who was a publisher, 
printer, type designer, editor etc. All in one person – 
brilliant, that’s something I love.  I think that’s something 
where the book development will go to, I mean we will 
have large publishing houses for a while, yes, but still the 
interesting thing might not be an artist’s book as being 
a book produced by an artist like Duchamp and all this 
genius thing – which is old fashioned in my opinion 
anyway. The interesting thing will be desktop publishing 
– everybody now has the possibility to do these things 
if  they want to, if  they’re interested. Kitchen table 
production, which is wonderful. One thing I observe 
from my own work as well as my students work and other 
things I see, is that producing is more interesting than 
reading. Producing is more interesting that perceiving. 

S – It’s activity isn’t it –  that feeling of  actually making.

U – Yes, and it’s a much more fulfilling feeling.  I mean 
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I’m a book maniac, I have always been reading like 
mad. I’m not a good sampler of  whether a type is easy 
to read – I read anything. I’m a typographer and I know 
the standards of  how to make type legible, but I read 
anything – it can be set in a very bad way and I still read 
it. But I read less. Years ago I would have said well I 
don’t read on the screen, I have to print that out. 
Now I read more on the screen than I read in books. 

S – I think we do – that’s just the way we are now.

U – And my attention, you know – even my day has only 
24 hours, I have a certain amount of  sleep time, which 
I regret, but it is like that. The rest of  my time is divided 
into different sectors, I mean I still have a pile of, lets say, 
five books beside my bed. But still it is a different way 
of  reading – it has changed. I can observe myself, I can 
watch myself  in a scientific laboratory and see this is not 
what it used to be. It has changed, and I have to admit 
that.

S – It’s also the way you receive information now is 
electronically, whereas before you would have received it 
physically.

U – Yes, of  course I don’t have to read that many things 
because I have already read a lot of  things, I don’t know 
it all by heart but the older you get the more complex 
your mind becomes, maybe. I wanted to say I don’t need 
to re-read books and I was thinking of  an example in my 
mind of  a book I don’t need to re-read because I’ve read 
it already when I was a teenager, but that’s not true. You 
go back to the books, you read it a second time and you 
read it in a different way. That’s one of  the advantages of  
the book.

S – Yes, that it’s there for you. What were you saying 
Tom, about kids reading on screen?

T – Oh yes, I think it was Swedish or Norwegian 
researchers had been looking at the manner in which 
people read now, and in particular children who are 
learning. It’s about teaching and about the materials 
that humans learn from, and they were saying that 
kids learn better, take in a lot more information and 
have a much longer attention span, if  they’re reading 
from a traditional book. If  they’re reading from the 
screen they don’t take as much in and their attention 
span gets greatly reduced. They were saying that one 
of  the reasons they believe is that there are too many 
distractions on the screen – even just the action of  
having to scroll down the page, it’s not the same as 
turning a page in a book.  Which I was quite interested 
in, but unfortunately I’ve only found a short article 
about it in a newspaper.

S – But what happens when they get the page-turner?

T – I don’t know, but it’s still not quite the same, is it?

S/U – No.

T – I think there’s still a distraction turning a page on a 
screen.  The way in which you now read then – as that’s 
changed, has it influenced your production?

U – Indirectly. I think the main thing that has influenced 
my production is lack of  time. I don’t have enough 
time. I have been doing a lot of  one-of-a-kind books, 
mainly because I don’t have the time to do more. A very 
simple reason. I need to make my own books to have 
a counterweight for teaching. Teaching is like you give 
away yourself, you become empty and I have to refill 
my sources. I can only do that by making my own art. 
It’s very simple and making my own art I also regard as 
research work, let’s say on the fundamental ideas of  what 
a book could be. I don’t have to prove to myself  that I 
can design a proper book, I know how to do that, but 
with the little time I have left I’m much more interested 
in experimenting. I’m much more interested in pushing 
the limits of  the book. As I’m not part of  the computer 
generation, the limit of  the book in my work is not 
pushing it into, let’s say, the mobile phone.

S – Sure.

U –This is not my cup of  tea, this is something 
for younger people. So what’s interesting for me is 
sometimes, not always, the book as meditation. I’ve done 
a book only with ink drawings of  squares and then I 
looked at which squares I liked and put them in a book. 
The interesting thing is I gave this book to Marshall 
[Weber from Booklyn Artists Alliance], it’s a one-of-
a-kind book of  course, and I gave it to Marshall who 
was trying to sell it in the States. After a year he gave 
the book back to me and said: “it’s too subtle for the 
American market”. Of  course this is not the mainstream, 
if  I pushed the limits of  the book into the mobile phone 
it would sell because this is what people are interested in, 
but that wouldn’t fit into what I’m interested in.

S – But as an artist you use what you want to use, and 
whatever you are interested in and the way you work. 
It doesn’t matter if  it’s one year old or a hundred year 
old technology. Your immediate reaction is ‘I will make 
the book like this’, because that’s the way it should be 
made. 

U – Yes, and what I was always interested in the process 
of  making books, was to find a way of  combining the two 
poles. One thing I like to do is work very spontaneously 
– I like to draw these spontaneous ‘things’, but books as 
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such are very conceptual. You have to have a concept 
first otherwise you end up with a pile of  loose sheets, 
and those are not a book. So I am always interested 
in experimenting with how to get these two extremes 
together, what sort of  rules of  the game, of  methods, of  
how to deal with pen and paper, can I develop or find, 
to make books in the end. Sometimes I start with an 
idea for a book and end up with a pile of  drawings or 
an installation, and I cannot press it into a book, it just 
doesn’t work.

S – It doesn’t want to be a book. 

U – It just doesn’t want to be, and sometimes I start and 
think: OK, I’ll do a set of  drawings, that was so with this 
book with the squares. In the end it was a book, but it 
was never planned as such. It’s these extremes that I’m 
interested in, these balances.

S – That’s what feels right isn’t it, it’s the way it ends up. 

U – Yes exactly. As for teaching I like to inspire the 
students and I like to help them find out what they want. 
I’m not interested at all that their books look like they 
were my books – horrible – but sometimes you see that. 
Especially at art schools with teachers and their students 
work looks like the their work – it’s boring. 

T – Can I ask, how do you approach teaching the book 
to students?  Do you have a philosophy?

U – No, I don’t have a philosophy. I’m doing this module 
in the bachelor programme now, which is called The 
Book, and the students are in their third semester. 
They’ve just finished their foundation year which is 
part of  the bachelor degree, we don’t have any separate 
foundation year. 

S – So is that a four year degree?

U – Three. Which is administration and politics and they 
want to save money etc. I have students that have come 
out of  this, they have passed the entrance exam and have 
all the energy of: wow! now I’m studying! Then after 
one semester they get into the frustration of  thinking 
‘hmm, everyone is cooking here with water and that is 
not what I was expecting’.  Then after a year they slowly 
land on the ground of  reality. Then they come into my 
course and I have ten or twelve students maximum in 
this course, for one semester. I hate repeating myself  
so I’m always doing different things. In the first book 
module I had ten students and I said to them: OK, we’ll 
do one book all together. It’ll be an ABC book, and each 
of  them has three letters to do. I gave them the letters to 
make sure that not one person had three in a row, 
I wanted to mix that up. The Journey Through the Alphabet 

was the working title. So they had to do a little research 
on the letter, or find a word that started with that letter. 
It could be either typographical or a book reference, or 
a journey reference – whatever. So they ended up with 
very different designs and they had just a double spread 
for their thing. One thing I wanted to make was a little 
edition with them, so that each of  them got three books, 
plus three for the library and three for me. So we had 
some forty books. That was the kind of  briefing I gave to 
them in the beginning and of  the three spreads each of  
them had, at least on one a detail had to be letterpress. 
I wanted to mix the old technology, the new technology, 
the whole group together and in the end we decided in a 
collaborative process the title of  the book – perfect. 
But I can’t do it like that every semester or I get crazy.

I have one form that works very well. I’m doing small 
leaflets like schoolbooks, in various sizes, but just with 
this school book stitch, very simple. With that you can do 
anything. I’ve also done that in the foundation courses 
and I have a selection of  various contents. I give the 
content and they do the design. As they have a little 
finished bound object in the end, that is a good kick of  
motivation. In former times there was an apprenticeship 
for a typesetter and I can’t put in all the contents that 
those guys learned in their three years apprenticeship. 
In a graphic design course it’s just absolutely impossible, 
although it would be great. I know that what I teach 
them is only fragments, fragments of  what typography 
used to be, fragments of  what book design used to be – 
it’s fragments, in one course.

S – But then you hope that if  they’re really interested 
and they enjoy it, it’s up to them to find out the rest. 

U – That’s true, motivation is everything. I trust once 
you’re motivated you will do the rest, and it works quite 
well.

S – When you’re teaching students, it’s better to give 
them the basics and if  they are really interested they will 
come back to you, or go to somewhere else or find out 
more by themselves.

T – That’s also important for them long term, so that 
they’ll continue to produce work, they’ll continue to 
challenge themselves and find things out beyond being 
taught, so you need to do it.

U – Another thing is I’ve come to book design from 
reading and from type. I started making books because 
I liked to read.

S – I think a lot of  people do. 

U – Yes, but graphic designers don’t like to read. After 
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half  a page of  A4 they say to me: “oh this is too much, 
I can’t read that”. Then at Nexus Press there’s this saying 
“you don’t have to read visual books” – which is great, 
which is lovely. They have a stamp there, we found it in 
one of  the drawers, it says you don’t have to read visual 
books. Which is one of  these ‘don’t be afraid, a visual 
book…

S – Is not going to hurt you.

U – It’s not so difficult.

S – It’s not going to challenge your intellect. 

U – Which is nice, and of  course I like photography and 
the book. I’ve always been interested in what can be said 
with pictures, that cannot be said with words. I mean 
John Berger has this wonderful ‘seeing comes before 
words’. True, true, true. The book is still a stage for the 
world and a stage for the picture and a stage for the 
interaction of  word and picture and a stage for thinking, 
in whatever form they come. I don’t really care. 
I have been asked who my teachers were when I was 
studying, especially in typography, and I must say I’ve 
learnt much more from my dancing teacher than from 
everybody else. I remember that in modern dancing we 
had this exercise: “I am walking across the room” and 
suddenly I realised the page is the room, and the letters 
are walking across the room. With this experimental 
dance it was clear that walking across the room was 
not one line after the other, set in a box. So suddenly 
that was the breakthrough, that was really good. I think 
this way of  thinking about what a book could be is also 
a guarantee for the survival of  the book. I think the 
nineteenth century idea of  what a book is, that will go, 
hopefully. 

T – Publishers, certainly in the mainstream, want to 
distribute their books as widely as possible, so they will 
adopt any technology that will enable them to do it and 
therefore change the idea of  what a book is. Then I think 
the artists follow, just a step behind perhaps, and utilise 
that technology in a slightly different way. 

S – And how they experiment with selling too.

T – Yes, if  e-books fall flat on their face because people 
just don’t want to buy them, then they will just disappear. 
Then they’ll explore different avenues and distribute 
their books in different ways and in whichever way will 
make them the most profit. 

S – Then we’ll pick up on that when it gets cheaper to 
use. 

U – I really think that the hand made book will become 

more important, because people like to have something 
in their hands. I really think that the kitchen table book, 
so to speak, is one of  the future things. If  you say that, in 
a land like Germany where there is still this bibliophile 
tradition, they would look at me like – heretic!

S – Like zines, they’re getting glamour status now 
because photocopying isn’t seen so much anymore. 
People like Abigail Thomas making unique zines on a 
photocopier, or Maria Lucia Cattani making unique 
works from a multiples process.

U – Strange, isn’t it?

S – It’s just become another tool, a photocopy has got 
that status now because it’s not computer printed, not 
inkjet, not digital. Like drawing and Polaroid.

U – What I think is very important is that to work with 
the computer I need an electrical current, to open up 
a book I don’t.  It can be transported, and it is not that 
easy to watch the data flow. I mean everybody can read 
everything I send through the web by email. If  I look at it 
in a political way, the book still has this potential of  being 
out of  control. 

S - And underground.

U – So yes, maybe that’s the future.

S – Yes, perhaps underground – anti-control.

U – I don’t want to get too romantic about that. I think 
the fundamental structure is transporting an idea from 
one place to another, and writing and the book is more 
or less the same. The books start as early as writing starts, 
I would say. Maybe the ways we transport the ideas 
become different.

S – But the ideas and the message could still be the same.

U – Yes, but we will get away from the mass produced 
pockets, books or things like that.

S – Well you never know, with the economy going down 
the pan that could sort a lot of  things out anyway. 

U – No more telephone books, no more dictionaries, all 
kinds of  catalogues for selling stuff. 

S – Celebrity novels.

U – Then when you look at it from the contents it’s very 
interesting to see what kind of  content could remain. 

S – What’s the important stuff  for you?
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U – I don’t know, important is a relative thing, but 
let’s say poetry – to whom is poetry really important? 
In poetry, if  it’s not spoken poetry, it’s written poetry. 
Written poetry exists on websites etc. but the printed 
poetry in the book is also a gift. It’s less information. 
I mean information is only one part of  what the book 
brings, and then there is all the rest. Information can 
be in the information media, like the Internet, but if  I 
have tracked the information from the book then there is 
something left which can be described as poetry, 
I would say. Which doesn’t necessarily have to be a 
poem, it can be images for example. But the poetry part 
is also connected to the material because the material is 
part of  poetry.

S – Yes, its presence. 

U – Right, I’ll stop! There is a quotation from a book 
by Heinrich von Kleist who is a very famous German 
author, and he talks about ‘the slowly development of  the 
idea or thought while talking’, and this is exactly what I 
did. I didn’t think before I spoke but while I was talking 
the ideas sort of  shaped.

S – That’s a nice quotation.

U – When I started to learn that “artists’ books” are 
something very different from ‘Künstlerbücher’ and 
‘livres d’artistes’ I got into this mood of  needing to define 
what I make, and what an artists’ book is. I ended up 
saying there is no artists’ book at all, a book is a book is a 
book. In the book you have, let’s say, different continents 
drifting around an ocean of  possibilities. So I ended up 
saying there’s ordinary books and extraordinary books 
– and the extraordinary book can also be published by 
a big publishing house. For me that was very important 
because it took out the art. Art is just one thing, and the 
book is the art object itself, devouring everything. 
That is not necessarily what the artist likes to hear!

S – You make the book, not the book makes your art.

U – Yes! But I’d like to turn it around. 

S – John Bently was saying if  you just take the word 
artists’ off  the front and just say this is a book and I 
made it, then people will buy it. The minute you put the 
word artist and get precious about that book, they don’t 
want it. 

U – As an artist I came to the point where I didn’t want 
to be reduced to the book all the time, because I was 
really more than just making books. I mean, I consider 
myself  to be a typographer, I’m not a type designer but 
I’m a typographer. As an artist one could say my position 
as an artist is very much influenced by typography and 

the book. I never make a single drawing, I make a series 
of  drawings and thinking in series’ is very bookish I 
would say. I have a tendency not to draw in a realistic 
or figurative style, but I have a tendency towards very 
abstract drawings. Which has also to do with letters and 
letter forms, they are very abstract and not figurative 
at all. Then I’ve made installations together with Uta 
[Schneider] which are a kind of  a book in a room. 
In ancient Egypt the temple was the book and the walls 
were the pages. That was my initial idea for making 
installations with text. Suddenly the text wanted to get 
out of  the book and become part of  the room. It is still 
in the tradition of  the book, even if  I do installations, 
but I don’t want to be – as an artist – I don’t want to be 
reduced to being a book artist.

S – Oh yes, ‘aah you’re a book artist, that’s so sweet! You 
must love pressed flower paper.’

U – Even worse is when I finished studying and started 
working as a graphic designer and an artist, people 
would ask me what I do. I would say I make books, and 
they would say: “aah, children’s books!” 

S – Oh no, no!

U –Oh yes, more than once. I made several attempts to 
design children’s books but never actually succeeded in 
making one. We were always in competition with other 
people and they always got the job. Once we got told 
why, and they said you’re too modern. Great, isn’t it! It 
was a page for a schoolbook, ordinary school books are 
packed with information and images – they’re horrible. 
So we made it a clear construction, and we had white 
spaces all over the pages – they didn’t like that! They 
didn’t want the white. 

They can’t stand the white, they can’t stand it. It’s 
a psychological thing – not just a money thing. The 
interesting thing was when Esther Liu was here from 
Hong Kong, she talked about the whiteness of  the book. 
She said ‘you have to think of  the white of  the book – 
the white! The white!’ And she gave wonderful examples. 
I say to students don’t you remember that talk? Look at 
your book, look at the white, and turn your eyes. Don’t 
just see everything that’s there, but see also what’s not 
there.

S – Yes. That’s true.

U –Which is of  course an East Asian tradition, and so 
difficult for us. But I think typographers can.

S – Because you think more about the space that’s left 
behind.
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U – Yes, good typographers see that. Did you ever read 
Counterpunch by Fred Smeijers? 1

T & S – No

U – It is a very typographical book and he’s a type 
designer. He was doing research on how type designers 
in former times would do their work. They had a piece 
of  lead square and they would take away the outside, but 
how do you get the inner [which is called: the punch] 
out? He said they didn’t do that by hand, but they would 
use another punch [the counterpunch]. They would 
shape this in the form so that in the end it would be the 
bit that would be the inner space of  the a or the d, and 
they would use this and punch it.

S – So they’re actually creating space.

U – The inner space is an object you can feel and touch, 
with this counter punch, and that has to do with thinking. 
This is amazing, this is one of  my favourite books, 
it’s really good. It’s very nice to read, very instructive 
with nice drawings. He tells you how he developed this 
question, and how he did his research. How his father 
could help him, although he was never a type designer, 
he could help him with hints. He went to the museum 
[the Plantin Moretus in Antwerp], and you don’t actually 
find the old tools, the counter punches, so he had to 
reconstruct how it would probably have been, without 
actually finding the counter punch on the desk. They 
don’t exist [anymore, physically].

S – I suppose even if  you think of  people keeping things, 
you would think that they wouldn’t keep something 
that meant nothing. Like the lead type people buy for 
decoration and stick it on their shelves. But you’re not 
going to buy something that creates negative space are 
you?

U – No, fantastic.

For more information on Ulrike Stoltz, and her 
collaborative work with Uta Schneider as usus, see:
www.boatbook.de

Note:
1. Counterpunch, Fred Smeijers, Hyphen Press, 1st edition 
1997, ISBN 978-0-907259-42-8 (next edition to be 
published summer 2010)



10

Ulrike Stoltz: My personal Artists Books Tree: inspired and altered.

My system does look at publications in general. The great difference is probably the one between
print <—————> digital
(to establish this argument I would need to write a book ...)

As I do not want to go into hypertext, I look at the book as a medium:
There are:
_ordinary books <—— and ———> extraordinary books
 (which for me is the most important or most intersting difference!)

_books <—————> ephemera
 (the book is generally meant to last longer than ephemera)

_books published by artists <—————> book published by traditional publishing houses
 (the poet/author is also an artist, isn‘t s/he?)

 BUT
commercially published books may also be artists books (and vice versa)
 (also the artist is looking for commercial success, isn‘t s/he?)

ALL books my be categorised according to 
_their (media of) contents:
 text (narrative, prose, lyrics, concrete poetry ...) 
 pictures: 
 _photographs (b/w or colour; documentary, still life, portraits, ...) 
 _drawings (pencil, ink, other techniques ...; abstract, figurative, ...) 
 _collage (glued, digital, ...) 
 _original prints (etchings, intaglio, woodcuts, linocuts, silk screen, ...) 
 
_their media of production:
 _one-of-a-kind: handmade: written, calligraphy, original drawings, collage ...
 _multiplied:
   _traditionally printed (either on a hand press or on an industrial press)
     _letterpress (relief printing)
    _offset
    _silk screen
    _etching
    _...
  _digitally printed:
    _photocopy (at least modern photocopiers are digital ...)
    _fax
    _laser
    _ink jet
    _...
 _potentially multiplyable (= print on demand)

_their book structure:
 _codex (including pamphlets, flip books, pop-up books, altered books, zines ...)
 _leporello (accordion, concertina)
 _palm leaf binding (venetian blind)
 _book objects, sculptural, multiples, ...

Furthermore, artists books can be attached to different traditions:
_arts and crafts 
 (William Morris, private presses, texts of “world literature”: limited editions, signed and numbered, expensive)

_American tradition 
 (Fluxus, Neo-Dada, ...: book as democratic multiple, unlimited editions, unsigned, cheap)

_livre du peintre 
 (famous artists (Picasso, Matisse ...), very often texts of “world literature”, original prints, limited editions, mostly in France)

_Handpressendrucke 
 (people who used to work as letterpress typographers and printers and became unemployed after the introduction of offset or did not like the “new” technique very  much 
bought what otherwise would have ended up on the garbage and started printing books in their garages and cellars; limited editions, mostly in Germany)

Artists books can be divided according to the interest of the artist:
_the artists explores the medium book as such, its possibilities and limits;
_the artist makes a book as this seems to be the appropriate medium for what s/he wants to say with her 
work, but the book as a medium is not necessarily in the center of his/her attention.


