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Welcome to the fourth issue of
The Blue Notebook

We have had a brilliant response to the call for 
articles; Vol.3 No.1 in October 2008 is full, and 
we look forward to receiving more proposals for 
Vol.3 No.2 (April 2009) and future issues.

Please do contact us with your ideas - 
submission guidelines can be found on our website at:
www.bookarts.uwe.ac.uk/bnotebk.htm

Many thanks to the writers in this issue for a great 
variety of articles, which we hope you will enjoy:

Martin Antonetti & Mike Nicholson (USA/UK) 
Emily Artinian (UK)
Jana Harper (USA) 
Emma Moxey (UK)
Tennille Shuster (USA)
Tony White (USA)

In this issue, we have two views on artists’ publishing;
the artist Jana Harper looks at DIY Internet publishing
on demand (POD) options such as Lulu, Blurb, and
Apple’s iPhoto with reference to “democratic” book
making, and Tony White discusses the impact of
“production not reproduction” on photo-offset 
lithography printed artists’ books from the mid 1950s. 

Continuing the Internet explorations in this issue;
Emily Artinian contacted c.100 people working in the
book medium for a study in participation (and the lack
of) for the Wikipedia definition of artists’ books. 

In view of the explosion of Internet publishing it was
only a matter of time before phone publishing became
mainstream; so I was only half-amazed to read that
half of last year’s ten, best-selling novels in Japan, 
were originally mobile phone novels - written in short
sentences and containing little plot (New York Times
supplement in The Observer 27.01.08). Still, it will be
interesting to see how that develops. Maria Fusco, one
of our referees has already used Bluetooth messaging
for her book works, and there will be more artists 
utilising phones for publishing.

Also in this issue; Tennille Shuster explores personal
expression from her surreal experiences in consumer
product graphic design to the discovery of book arts.
Mike Nicholson and Martin Antonetti’s collaborative
Parallel Readings text reflects on how they have both
been influenced by, and are bound to books, and 
Emma Moxey’s review and response for chimerae verae
adds a poetic finale to Vol. 2 No. 2.

Thanks also to the artists who accepted Tom Sowden’s 
invitation to produce artwork for this issue: 

David Abbott (UK) 
Clinton Cahill (UK)
Jane Hyslop (UK) 
Bertie Knutzen (UK) 
J P Willis (Australia)

Thanks also to Tom for the very stylish cover design.

Many thanks also to our referees who have done 
their usual, wonderful job of reviewing the written 
submissions, especially at the start of the new year: 

Susan Johanknecht (UK) 
Maria Fusco (UK) 
Paulo Silveira (Brazil) 
Buzz Spector (USA) 
Ulrike Stoltz (Germany) 
Tom Trusky (USA)

And finally, thanks to all of our readers out there, 
for your continued support in subscribing - 
we couldn’t do it without you. 
We hope you will continue to enjoy The Blue Notebook.

Sarah Bodman
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iPhoto “book” icon

Blurb.com Getting Started Tour
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ARTISTS’ BOOKS 2.0: DIY WITH POD

Jana Harper

Part One: Digital Democracy

Today’s media system is not a top-down 
environment, but a “web 2.0” world, where 
each of us can create the content and tell our
own story. The key to cultivating this space, is 
to take our digital destiny into our own hands, 
by working together in communities across the
country to help build a digital media system
where democracy, fairness, creative opportunity
and social justice are key measures for success.

- Center for Digital Democracy 1

In a 2006 New York Times editorial called Keeping a
Democratic Web, it was stated that, “One of the
Internet’s great strengths is that a single blogger or a
small political group can inexpensively create a Web
page that is just as accessible to the world as Microsoft’s
home page.” 2 The shifting realities of cost and 
convenience are altering our landscape: even the 
production of artists’ books. Unlike the previous 
terrain, as described by Johanna Drucker, whereby 
“offset editions are expensive to produce, require 
capital up front and are printed on presses whose 
purchase price tends to be outside the range of
independent artists’ budgets” 3, it is now possible 
for anyone with Internet access and a credit card to
make a book. Websites such as Lulu, Blurb, and the
Apple programme iPhoto are changing the definition
of “democratic” book making. What does this mean
for the makers (and sellers) of artists’ books?

Much has been written with regard to the “artist’s 
book as a democratic multiple” 4.  Joan Lyons, Lucy
Lippard, and Johanna Drucker have all contributed 
key elements to the discourse. It is not my intention to
rehash those arguments or even revisit them for very
long, as I assume that anyone reading this will already
be familiar. However, my curiosity stems from what
happens when the Internet and Print On Demand
(POD) technology is added to the discussion because it
forces the word “democratic” to expand exponentially.  

In October 2005 a press release by the ACNielsen
Company reported that “one-tenth of the world’s 
population [is] shopping online.”5 In their Online
Consumer Opinion Survey, when polling markets in
Europe, Asia Pacific, North America, and Latin
America, they found that “over 212 million online
shoppers mention books as among the last 3 items 
they purchased online.”6

Let me pose my question again: what does this mean
for the makers (and sellers) of artists’ books?

Part Two: Everyone is an Artist

Marcel Duchamp and Joseph Beuys both encouraged
the notion that everyone could and should be an artist.
This didn’t imply that literally everyone who makes a
thing is an artist or that each thing is art, only that
“everyone should apply creative thinking to their own
area of specialisation.”.7 And that creative thinking can
have revolutionary consequences.8

How this applies to the field of book arts or artists’
books is a hotly contested subject. In his essay
Small Pond Clifton Meador reminds us that:

artists’ books are just as liable to provoke a 
profound depression as are the book arts: the
spectrum of despair runs from object-oriented
sculptural things with handmade paper pop-ups,
crusted with goo and beads to cruddy, dry, 
poorly-stapled photocopied pamphlets devoid 
of anything but untempered self-expression.9

Books produced on the Internet can have equally
depressing results (which I promise to address later).
However, what I’m interested in is their potential and
whether they can be considered valid contributors in
the realm of the artist’s book.

Digitally produced ephemera, such as postcards, 
business cards, and holiday cards have become 
somewhat standard over the last five to ten years. 
What could be easier than uploading your show
announcement to the Modern Postcard website? 
It’s so easy (and cheap), that hardly anyone working 
on an individual level offsets announcements anymore.
Is this where the book is heading? Print on Demand
technology is starting to supplant traditional offset
printing, and it is very likely that the next book you
order from Amazon will have been printed this way. 

Part Three: The Details: Lulu, Blurb, and
MyPublisher

Seeking clarification, I wrote to Printed Matter and 
asked if they have an opinion or policy regarding
books published with the help of these types of
websites, but I haven’t heard back yet. Certain 
fine-press people I know don’t seem too crazy about
them, but I know an awful lot of architects and 
designers and book artists who are excited by their
potential.
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Fig.3: Blurb.com categories list

Nature Games for the Italian Countryside Jana Harper, 2007

Fig.5: Nature Games in preview mode on Blurb.com
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Many people who have experimented with Lulu report
mixed results due to the uneven quality of printing.
While great for black and white printing, and books
that are primarily text-based, Blurb offers a fantastic
alternative to Lulu because the quality of colour 
printing is so superior. Blurb and MyPublisher 
(the outsource that Apple uses for iPhoto) both use 
the HP Indigo 5000. Which, according to Kevin Kelly,
co-founder of Wired Magazine, is “essentially a high-
speed, high-quality liquid-toner printer… Lulu on the
other hand uses a dry toner process called iGen3 from
Xerox. The final result of an Indigo-printed page is a
very richly colored, very finely detailed image. It looks
like a page from a color magazine. The color-match 
is pretty close to the image you see on your monitor.”10

It’s true what he says about the colour quality of the
Indigo, however Blurb also uses the iGen3 on its 
smallest book, the 7”x 7”. Still, I recommend Mr.
Kelly’s article to anyone who is thinking about using
Blurb and wants to read a positive endorsement.11

One of the perceived drawbacks of Blurb is that you
are required to use their software, BookSmart, in 
order to layout your books. (Although you can get
around this by uploading pre-designed files in the full
bleed setting). The software is easy to negotiate and
actually has thousands of layout possibilities, though
the regular InDesign user may find it frustrating (or
insulting). Lulu, conversely, allows you to upload a PDF
of your book in one of their six sizes (Blurb has four
sizes, MyPublisher has three). The price points 
between Lulu and Blurb are within range of each
other: a 100-page perfect bound 7” x 7” (18 x 18 cm)
colour book is (US) $21.95 per copy with Blurb and
$19.53 with Lulu; a 50-page hardbound 10” x 8” 
(25 x 20 cm) book will be $34.95 with Blurb and
$24.50 with Lulu. The huge price gap appears 
when MyPublisher enters the picture. Their 
equivalent 50-page book would cost $60. 

Part Four: Book Sharing

All three websites have a forum for sharing and selling
books. This requires that you make your book “public”
and place it in a predetermined category like Arts &
Photography, Travel, Weddings, Children, Sports &
Adventure, Blogs (yes, they can slurp your blog right
into a book), Poetry, Cooking, etc. (see Figure 3). 
For some reason these categories always make me
smile, though I can’t decide if it’s an authentic, 
“isn’t this a wonderful thing that all these people are
making books” smile, or a somewhat less enthusiastic,
“look at all this crap” smile. 

There is no heading for “artists’ books” which might
be an interesting addition, both to see who might 
categorise their book in that way and as an actual
forum for artists’ books. I have never publicly listed 
any of the books I’ve made on these sites (though I’ve
encouraged my students to…) so part of me wonders 
if there is already a natural selection at work amongst
artists using POD technology. 

I conducted a search on both Blurb and Lulu to see
how many books I could find that might qualify as an
artist’s book. And I have to admit that after looking at
hundreds of books (you can view the first 15 pages of
any book in low-res files) in the various Fine Art, 
Photography, and Graphic Novel headings, I came up
with less than 10 that might qualify. But in a way, 
those numbers seem right: what would the percentages
be in any other commercial book forum?

Part Five: The Digital “Aura” 12

One of the questions these books raise is that of the
digital aura. Unlike offset or desktop printed books
where both the paper and the ink still have the 
capacity to emit a tactile or authentic aura for the
reader, these books have a slick, shiny, magazine-like
quality. This is not necessarily a bad thing; it’s just the
limitation of the medium. The question is, how can
these intrinsic qualities and limitations be pushed or
best used to their advantage?

Part Six: Blurb Books

In the summer of 2006, while in residence at La
Cipressaia, I began a body of work called Nature Games.
I spent a month wandering the Italian countryside, 
trying to experience it as a child would: with fresh,
innocent, and playful eyes. Perhaps naturally, I made
up games. “Game one: Assemble the tiniest bouquet.
Ever.” “Game eight: Sit under an olive tree and try
and catch the blossoms as they fall.” “Game eleven:
Close your eyes. Try and draw the wind the way it feels
on your body.” The games were intimate, quiet, subtle,
simple, and sometimes funny. All of the instructions
were written in a Moleskin notebook (see image 
opposite). The notebook and the resulting collections 
of objects were later photographed and assembled 
into a book.13

This was my first time using Blurb (see Figure 5).
Originally I thought of it as an experiment. I found 
the site simple to navigate and the interface very 
intuitive to use. I was immediately struck by its 
potential for students and incorporated POD 
publishing into my Urban Books syllabus. 

 



Christine D’Epiro and Stephanie Barenz ThankyouThankyouThankyou, 2007. 
Low resolution laser print preview from Blurb.com

10

Christine D’Epiro and Stephanie Barenz thank you cards, 2007
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That semester we were studying Urban Activism.
Students created actions and then documented them.
The following two books came out of that class:

Christine D’Epiro and Stephanie Barenz worked on a
collaborative project whereby they had 250 postcards
printed with each of their handwriting saying, “Thank
you for…” and “I would like to thank you because…”
They passed out the cards each time someone did
something they were grateful for. Additionally, they
wrote why they were thankful on the back of the card
and then kept a “thank you log” recording the time
and place of each act of gratitude. This was a 
fascinating study in how often deeds go un-thanked 
or unacknowledged. It was also remarkable in that they
placed themselves in a continuous state of gratitude. 

Accompanying the relational work is a series of
simple line drawings that document many of the
encounters. These drawings and other related 
materials, such as two essays and the thank-you log,
were subsequently configured into an artist’s book
ThankyouThankyouThankyou 14. Barenz and D’Epiro 
used OvernightPrints.com as the outsource for the
cards and Blurb.com to publish their book.

One major irritation felt by cyclists who have moved to
St. Louis from more highly evolved cities is a lack of
awareness from local drivers. Rebecca Potts’ book,
Share the Road: A Community Action Project, documents her
attempt to raise awareness about on-street bikeways
through stenciling, posters, and a community bike ride.
The book is primarily composed of snapshots of the
ride, but also includes some interesting text from the
Planning and Urban Design Standards and a local
cycling listserv. This book was printed on Blurb and 
is publicly listed in the fine arts forum. 

Part Seven: iPhoto Books

The St. Louis-based ‘f collective’ has been staging 
street interventions in the Grand Center arts district 
of St. Louis for some time. The neighbourhood has 
a tag line, “the intersection of art and life” which is
emblazoned on t-shirts, posters, street light banners
and approximately 30 planters that line a 4-block
stretch of Grand Boulevard. The text on the planters
has been etched out, leaving a 1/2” depression.  

The artists intervened on the planters by wheat-pasting
alternative nouns over the word “intersection” such 
as: separation, limitation, altercation, concentration,
invitation, assimilation, and imitation, thus changing
the implication of the tag line. The word posters don’t
stay up for long so the artists have developed a two-
part strategy: occasionally they “re-install” the work
and use the opportunity to change the words (the last
time I saw it, they had replaced the word “life” with
“fear” changing the sentence to “the intersection of
art and fear” thus drawing attention to the complicated
implications of neighbourhood revitalisation); they also
made a little 3” x 3” iPhoto book documenting the 
intervention which has been made available to the 
public under anonymous circumstances. 

Rebecca Potts Share the Road: A Community Action Project, 2007

The Intersection of Art and Life

f collective The Intersection of Art and Life, 2007
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Handing out cards in Venice for The Distribution Project

iPhoto interface

Jana Harper The Distribution Project, 2007
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What’s interesting is that all of the principles that apply
to “guerilla” art also apply to the means of production:
low-cost, easily reproducible, out-of-the-gallery, sneaky
(i.e. easy to hide in your pocket), etc. 

This past summer I asked about 40 artists to help 
distribute business cards with printed handwritten
notes related to art, authenticity, and materialism by
Mahatma Gandhi, Joseph Beuys, Buckminster Fuller,
and Rudolf Steiner. The 4,000 cards were primarily
distributed at the Venice Biennale, Documenta XII,
and the Munster Sculpture Project). They could easily
have been printed either offset or letterpress, but I
chose to use an online company called PSPrint. 
The advantages of going digital were substantial: 
it saved a heck of a lot of time and was super cheap. 
I paid approximately $20 for every thousand cards
printed, and had them in my hands in less than a week.

When the project was over, I made a little iPhoto
book15 to commemorate the event and thank the 
participants (see opposite). Is it an artist’s book? 
I guess it depends on who’s judging. Printed Matter
wasn’t interested in distributing it and one person told
me definitively that it was not an artist’s book, but the
question is, Why? Was it the project? The cheesy 
design limitations presented by iPhoto? The way it 
was printed? Or some combination of all three?  

Part Eight: Me and Your Gran

Nothing will ever supplant the look or feel of a hand
made book and the satisfaction of ink impressed on 
the page. But unlike other digital technologies that
have already been assimilated into our toolboxes, this
one has yet to earn its stripes. As a teaching tool and 
as a means to explore rhythm, sequencing, narration, 
and temporality, it has great potential. But as a 
production method for artists’ books, only time will tell.
Only one thing is certain; your gran is getting a kick
out of showing everyone her book of holiday photos,
and I’ll be using it to make my sister’s wedding album.
Artists’ books? No, but books none the less.

Jana Harper is a multi-disciplinary artist who teaches in
the Kranzberg Illustrated Book Studio at Washington
University in St. Louis, MO, USA.

This essay was originally presented as a talk at the
Impact V Printmaking Conference, Tallinn, Estonia 
in October 2007. 

Please send comments to: harper@samfox.wustl.edu

Notes
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www.nytimes.com/2006/05/02/opinion/02tue3.html?
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4. Ibid, p 69.

5. Nielsen Hong Kong,
http://hk.acnielsen.com/news/20051025.shtml,
03/01/08.
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7. Rothfuss, Joan, Walker Art Center,
www.walkerart.org/archive/1/A843698FB2232A5361
67.htm, 18/01/08.
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Heidelberg KORS offset press, Borowsky Center for Publication Arts, Stop, Run, Paper, Impression 2007  

Heidelberg KORS offset press (detail), Borowsky Center for Publication Arts, Stop, Run, Paper, Impression
2007  



PRODUCTION NOT REPRODUCTION:
PHOTO-OFFSET PRINTED ARTISTS’
BOOKS 

Tony White

In the 1960s and 1970s photo-offset printed artists’
books and related multiples became referred to as
‘democratic multiples’.  Such books were produced in
large quantities and distributed to a wide audience;
cheaply sold, or happily given away for free.  
This concept embodied the populist zeitgeist of the
period. The general fantasy that these photo-offset
printed multiples were inexpensive to produce, as well
as simple to distribute and sell, continues to this day.1

In her tribute to the late pop art dealer Paul Bianchini,
Anne Moeglin-Delcroix used this Bianchini quote as an
epigraph   

An artist’s book is a work solely created by 
the artist’s decisions. It is produced by the 
best methods to achieve quality in unlimited 
quantities. It should be available at a moderate
price wherever books are sold. 
(Moeglin-Delcroix, 2004, p.26)  

Bianchini offers an ideal of work solely created by 
the artist, but not all artists are intimately involved with
the means or methods of the production of their work.
Photo-offset produced artists’ books print methods are
complex, and require a high level of skill in pre- and
on-press production that the artist must either acquire
or leave to an experienced craftsperson. In the 60s and
70s, these books were often jobbed out to commercial
printers, not printed by the artists (who probably only
supplied the photographs from which the films were
created) for example: Ed Ruscha’s Royal Road Test
(1967), Andy Warhol’s Index Book (1967), and 
John Baldessari’s Throwing three balls in the air to make a
straight line: Best of thirty-six attempts (1973). 

In his essay Book as artwork: 1960-1972, Germano
Celant discussed the transition from hands-on 
creation of an artwork to the effects of technological 
production; which distanced the artist from their art
work yet allowed them to remain conceptually linked
to the finished product.2 During the period between
1956 to 1963:  

many artists developed their work into an 
art which, using the conventional forms of
communications - such as film, television, books,
telex, photography, and computers - became 
a philosophical and theoretical art.  
(Guest, 1981, p.87)

Offset-lithography became commercially viable at 
the start of the 20th Century, and was developed 
from the initial lithographic process Alois Senefelder
invented in 1798.3 Lithography is a chemical printing
process that relies on the repellency between grease
and water.  The flat surface of the lithographic stone
or metal plate is chemically prepared to receive both
grease and water.  A thin layer of water is spread over
the stone or plate; the greasy image areas repel the
water which settles in the non-image areas; an inked
roller passes over the prepared surface, and ink from
the roller adheres only to the greasy image areas.

Following WWII, photolithographic processes 
were greatly enhanced and refined for reproduction.
In addition, developments in image resolution and
reproduction during the first half of the 20th century
provided for halftone, three- and four-colour process
printing. The first examples of photo-offset lithography
printed artists’ books can be traced back to the mid
1950s - even though the term ‘artists’ books’ had 
not yet come into use to describe the genre.  

The production of offset printed artists’ books was 
evidenced in the early works of Eugene Feldman and
Dieter Roth. Developments continued through the
1960s with iconic works by Ed Ruscha; peaked the 
in the 1970s and 1980s with the establishment of
not-for-profit art centres and university/college 
programmes, and then declined with the advent 
of desktop publishing and the more recent 
print-on-demand technologies.  

The production of photo-offset lithography printed
artists’ books was rarely cost effective.  Yet, as a 
creative production medium it was vital for the 
production of full-colour artists’ books before the era 
of desk-top-publishing. In the 1970s and 1980s various
funding agencies and opportunities were available to
support artists and non-profit arts organisations in the
USA. Comprehensive Employment and Training Act
(CETA) grants, the National Endowment for the Arts
(NEA) grants, and State agencies helped many art 
centres get started by supporting staffing costs and
funding for the purchase of spaces and equipment.4 

Educational institutions and non-profit artist 
cooperatives formed to help defray costs and assist 
with production and distribution of artists’ books and 
related multiples. Such organisations included: Nexus
Press in Atlanta (1976), The Woman’s Building in Los
Angeles (1973), Visual Studies Workshop Press in
Rochester (1972), the School of the Art Institute of
Chicago (1972), Cal Arts in Los Angeles (1970),
California State at Northridge (1975), Tyler School of
Art in Philadelphia (1972), the Visual Language

15



The Sporting Life (detail) Cindy Marsh, 1975 

The Sporting Life Cindy Marsh, 1975 
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Workshop at MIT in Boston (1973), Pyramid Atlantic
in Silver Spring, Maryland (1986), the SUNY Purchase
Center for Editions (1982) and the Borowsky Center
for Publication Arts at the University of the Arts in
Philadelphia (1987). 

Through the 1950s - 1960s, and following advances 
in high-speed rotary photo-offset lithography presses,
many artisans began working in commercial photo-
offset lithography shops. A few printers were able to
realise the potential for creative production instead 
of just reproduction. In the 1950s, Eugene Feldman
referred to the photo-offset lithography press as his
brush and the paper as his canvas -  “painting 
with the press” - to describe the process of artistic 
experimentation he conducted after business hours on
the Harris high speed rotary photo-offset lithography
press in his commercial shop (Feldman, 2007).  
In the 1960s Joe Ruther used the phrase “playing with
the press” to describe his experimental approach to 
pre-press and printing experiments and production
(Freeman, 2006). In the late 1970s Philip Zimmerman
coined the phrase “production not reproduction” 
to parse the difference between artistic works and 
commercially printed products for our industrial 
society.5 Conrad Gleber, who became active in 
photo-offset lithography printing in the mid-1970s,
likened the experience of operating a high-speed 
rotary photo-offset lithography press to “theatrical 
performance” (Gleber, 2007).   

During these years, artists were attracted to the 
medium of photo-offset lithography printing for 
different reasons: speed, reliability, highly accurate 
registration, and a desire to create inexpensive artists’
books that could be widely distributed. Artist-printers
of the 50s and 60s included Eugene Feldman, Cindy
Marsh, Joe Ruther, and Todd Walker. Eugene Feldman
opened Falcon Press in Philadelphia in 1948 with a
Harris EL 35 photo-offset lithography press.6 During
the day he operated a successful job shop, printing
commercially to make a living.  In the evenings he
experimented with the press, creating painterly 
images for books of his own making.7 Outstanding 
in Feldman’s oeuvre are works such as: Doorway to
Portuguese (1957), Doorway to Brasilia (1959) and 
New York: West side skyline (1965). Cindy Marsh worked
in job shops and was aware of Ed Ruscha’s early
artists’ books before becoming, along with Helen Alm,
one of the founding photo-offset lithography printers
at the Woman’s Building in Los Angeles in 1973. 
Marsh embraced the cold remove provided by the 
‘flatness’ of photo-offset lithography printed imagery 8 ,
and emulated industrial/commercial photo-offset 
printed imagery in her artists’ books, removing any 
lingering vestiges or signs of the hand made.  

Todd Walker ran a commercial photography studio 
for 25 years in Hollywood before purchasing two
photo-offset lithography presses (a Multilith and a
Royal Zenith), and later acquiring a letterpress 
proofing press in the mid 1960s.9 Walker used them 
to print and produce his own artists’ books, becoming
known for his experiments with solarization as a 
means of manipulating the photographic imagery. 

Joe Ruther, another creative artist-printer engaged 
in the production of artists’ books, also took up 
solarization as an experimental photographic 
printing process. Ruther was a self-taught, commercial
reproduction photo-offset lithography printer who
began his craft in the 1950s.10 In the 1960s he made
prints and artists’ books on a Davidson photo-offset
lithography press, and at any one time had several
presses in operation, with a of couple extras kept for
parts.11 In the mid-to-late 1960s he met Todd Walker
and they became close friends. The two would record
the sounds that their presses made during production
onto cassette tapes, and then exchange and listen to
them.12

In the 1960s, Fluxus, pop art, photographers, 
performance and conceptual artists seized upon 
the book format as a means of artistic expression, 
production, and distribution, to escape the hegemony
of the art world/art market/art gallery system.  
Photo-offset lithography was the ideal technology to
produce a high number of artists’ books that allowed
each copy to be sold “at a moderate price wherever
books are sold” (Moeglin-Delcroix, 2004, p.26).
Unfortunately, due to the unusual size, content, and
other physical features (often lacking a dust jacket,
ISBN, barcode) most book retailers refused to sell these
inexpensive multiples. Yet production of photo-offset
lithography artists’ books requires a substantial 
upfront outlay to pay for plates, ink, film, paper, and
the overheads of staff wages for stripping-up and press
operation. For the artist and/or publisher of an artist’s
book to recover these costs (or attempt to break even)
hundreds of books needed to be printed, distributed
and sold. 

High quality photo-offset printing requires a significant
mastery of craft at multiple levels. At each level of
image preparation, a knowledgeable artisan would 
be able to thoroughly manipulate the traditional, 
pre-press processes. Firstly the artwork/image is often
photographed through a halftone screen. The film 
is ‘stripped-up’ and laid out on an orange or yellow
masking matrix. This layout or flat matrix is placed
directly onto a sensitized metal photo-litho or paper
plate and then exposed to UV light in a vacuum 
frame. The plate is then developed, washing away 
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Free Crackers Rebecca Michaels and Miles DeCoster, 1978 

ARGOT: Color Vision in Bees vol. 1., no. 3, Rebecca Michaels and Miles DeCoster, 1979 
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ChickArgot Rebecca Michaels and Miles DeCoster, 1979 

Quiver Magazine, No. 10, Artist's Stamps Michael Becotte, et. al., 1984 

 



any non-image areas, and mounted onto the press in
preparation for printing. Sheets of paper are loaded
onto a tray at the back of the press. The press lifts,
grabs, and pulls the paper through. At the top of the
press is a trough of ink; a series of rollers transfer the
ink to a large cylinder - which has the photo-offset
lithography plate securely attached to it.  Ahead of the
inking system is a dampening system, which distributes
water onto the plate before the ink rollers touch the
plate surface. The inked image on the plate cylinder is
transferred (offset) onto the blanket cylinder - hence
photo-offset lithography. Below the blanket cylinder is
the impression cylinder; as the paper is fed through the
press, it passes between the impression and blanket
cylinders, transferring the offset image onto the paper.

Photo-offset lithography provides many opportunities
to experiment with an almost unlimited palette of
colour inks, over inking, under inking, split fountains,
varying pressure on the press, and manipulating pre-
press techniques and processes. The responsiveness 
of the high-speed rotary photo-offset lithography press
allows a skilled and semi-skilled press operator many
variables, both in pre-press and on-press techniques.
(Selected process terminology can be found at the end 
of this essay.)

In the 1970s book artists became excited about the
opportunities and possibilities to create photo-offset
lithography printed multiples. Some artist-printers
swept up in the populist ideal of democratic multiples
included: Conrad Gleber, Gail Rubini, Kevin Riordan,
Rachel Youdelman, Laurel Beckman, Rebecca
Michaels, Miles DeCoster, Sally Alatalo, Suzanne Lacy,
and Joan Lyons. Great examples of their early work
include artist magazines and serial publications such 
as Argot (1979), Free Crackers (1978), Crumbs (1979), 
Do Da (1984-), Duz (1991-), Quiver (1977-), and STARE
Magazine (1979-). Free Crackers was a short-lived weekly
newsletter at the School of the Art Institute of
Chicago:

The name derived from the packets of free 
crackers offered at the condiment island in the
school cafeteria that all students consumed as a
regular part of their diets. When the School 
cafeteria decided to put the crackers behind 
the cash register the name of the newsletter was
changed to Crumbs - all that was left for students
to eat!  (Michaels, 2007) 

Crumbs was printed and edited by Rebecca Michaels
and Miles DeCoster, both students at the School of
the Art Institute of Chicago, using paper photo-offset
lithography printing plates that could be run through 
a photocopier. This allowed for a high degree of

experimentation and spontaneity since anything put 
on the copier could be imaged onto the paper plate,
then directly onto the press, inked up, and proofed.
One issue of Crumbs was printed with an image of
popcorn on one side and the news on the other.  
Each issue was then crumpled up in a ball to look 
like popcorn and tossed in a trash can so readers 
could pick out the issues - like eating popcorn 
from a large bucket.13 
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Tomato Crumbs 
Rebecca Michaels and Miles DeCoster 1976-78

Blizzard Crumbs 
Rebecca Michaels and Miles DeCoster  
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Right and below: Crumbs: Pop Corn issue 
Rebecca Michaels and Miles DeCoster, 1979

Stare Magazine (detail) Kevin Riordan, 1983 

 



Quiver magazine was printed at the Tyler School of Art
by Michael Becotte, Rebecca Michaels and Chuck
Gershwin, each issue was thematic and curated, 
certainly not as random as Crumbs. The goal was to
support the school’s colour photography programme
with a high quality, four-colour publication that 
accurately reproduced submitted photographs.
Commercial-like reproduction was preferred, not the
more artistic interpretations of ‘production’ seen in 
the other magazines mentioned above. 

Do Da, and Duz were both published by Sally Alatalo 
in Chicago, where another artist Kevin Riordan strove
to capture and distribute the works of many artists in
his zine-like books. In many of Riordan’s issues of
Stare, artists might receive a page or two on which to
display their art - drawings, paintings, text works, 
photographs, collage, etc. The cacophony of images
can be intense and dizzying, yet represent his efforts 
to publish and share his curated vision of the time.   

Image production on a photo-offset lithography 
press is limited only by the artist’s vision, the financial
constraints of this inherently expensive and labour-
intensive process, the technical ability of individuals
(often the artist-printer) involved in the pre-press 
production and the press operator. A comparison
between two editions of Dieter Roth’s 246 Little Clouds

illustrates the relative difference in pre-press skills of
individual press operators. Dick Higgins (Something
Else Press) published Roth’s first edition in 1968, 
with Hans Jorg Mayer publishing the second in 1976.  
In Higgins’ copy the images are dark, low contrast 
and have effectively flattened the trompe l’oeil quality
that Mayer later accurately created with the crisp, clear
imagery of the second printing. The low quality images
in Higgins’ version indicate inadequate technical skills
in producing the essential high-quality films for the
photo-offset lithography plates. 14 Roth had expected
Higgins to use a single light when making the films
(one that would mimic the half arc of the sun from
sun-up to sun-down) to cast shadows proportionally 
as each page was imaged. 15 Higgins’ inability to 
produce the appropriate contrast and shadow effect
enraged Roth, and he insisted that new lithographic
films be made for the second edition printed by
Mayer.16 The difference is clearly visible when 
comparing the two side-by-side.   

Not all artists producing photo-offset lithography 
printed artists’ books were interested in high quality,
photo-realistic, black-and-white, or four-colour 
reproduction. Artists often intentionally manipulated
and played with the utilitarian conventions of
commercial photo-offset lithography printing. Noted
examples of interpretive, multi-colour artists’ books
include the work of: Bruce Childs, Miles DeCoster,
Chris George, Joan Lyons, Cindy Marsh, Clifton
Meador, Rebecca Michaels, Kevin Osborn, Kevin
Riordan, Gail Rubini, Joe Ruther, Todd Walker, Brad
Freeman, Shinro Ohtake and Philip Zimmermann.  

Bruce Childs’ Family/1980 was produced and printed
by the artist at the Visual Studies Workshop (VSW), in
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Stare Magazine Kevin Riordan, 1983 

Family/1980 Bruce Childs, 1980 

 



22

Dream I Found (detail) Chris George, 1999-2004 

Dream I Found (detail) Chris George, 1999-2004 



Rochester, NY.  The book includes a brief family essay,
based on a random selection of snapshots and letters,
and was printed on an AB Dick photo-offset
lithography press, utilising random and process inks.
Colour-Accuracy: A Permanent Press Report (1978), 
by Miles DeCoster (printed by Rebecca Michaels), 
considers and compares actual Pantone colour 
swatches to seemingly inaccurate four-colour 
photo-offset lithography printed reproductions of
the same swatch. Initially, DeCoster and Michaels were
trying to make an exact match but were challenged by
technology and their printing skills at that time.  
Joan Lyon’s Bride Book Red to Green (1975) was also 
printed on the same AB Dick photo-offset lithography
press at Visual Studies Workshop. Lyons, a skilled
printmaker, clearly had fun exploring colour and tonal
possibilities of ink on paper and the creative potential
and narrative of a static image. She printed several
photo-offset lithography artists’ books where she would
change plates without cleaning the blanket; resulting in
one image dissolving into another. 

Chris George printed Dream I Found: A codex of curiosities
(2004) on the same AB Dick used by Lyons, almost 30
years later.  George’s book comprises 300 pages of lush
colours layered with detailed images of found objects
and notes. The found bits of urban detritus were laid
directly onto the copy camera to produce the film for
the printing plates. Each page has two or more colours,
sometimes as many as seven, and due to the labour
involved in stripping up the plates and operating the
press himself (each colour represents one pass through
the press), George printed the book one section at a
time.17

Other artists experimenting with photo-offset at the
time included:
Kevin Osborn and Philip Zimmermann who both 
disliked presswork, yet these artists excelled at pre-
press, inventing many creative and unique approaches
to the process. Osborn is respected for developing 
some unusually creative methods for manipulating the
printing process on photo-offset lithography presses.
For example, he used positive acting plates (making
a positive from a positive) and made negatives with 

ink on mylar, to be exposed on positive plates. 
His experiments with the processes are really 
a kind of printmaking.18 

Also, Gail Rubini, who intentionally misused the
CMYK colour plates in Forever Yours (1980). 
Rubini created a four-colour plate set but printed red
ink on both the magenta and cyan plates, with some
plates occasionally over or under inked to further alter
the usual results of the colour printing process. 
The images, in a narrative format, comment on the

intimacies of human relationships. 
Brad Freeman has created many offset-printed 
artists’ books since the early 80s. His book Joe
(1984) documents Joe Ruther’s personal narrative/
commentary and rich visual exploration, often using
solarized imagery. Ruther taught photo-offset 
lithography at a vocational school in Tallahasse,
Florida and was an early mentor to Brad Freeman -
encouraging playful and innovative experimentation
while printing with the photo-offset lithography press
or in pre-production. Freeman’s book successfully 
captures Ruther’s printing style of “playing with the
press”, and Ruther’s interest in hi-fi colour sequencing
(Freeman, 2006). Further experimentation on the 
press is evident in Shinro Ohtake’s book Atlanta 45+50
(1996), produced at Nexus Press, whilst Freeman was
the director. Ohtake brought press sheets and paper
billboard signage from Japan, over-printing onto 
these sheets in the production process.19
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Above and below:
JOE (detail) Brad Freeman, 1984 
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The Book of Hair Rebecca Michaels, 1982

The Book of Hair (detail) Rebecca Michaels, 1982
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Artists printing photo-offset lithography books were
often also involved in the post-production. One of the
by-products of book finishing is the edge trims (where
books are cut-down to size on the guillotine); many
book artists with access to post-production facilities
became intrigued with this by-product. 

Eugene Feldman experimented with edge trims to 
create book objects and wall pieces such as Lily Yeh
(1970). 20 Conrad Gleber used them for numerous book
objects/sculpture from large to smaller works; early
examples include Chicago Skyline (1976) and Raising a
Family (1977). While Feldman’s Lily Yeh is a static piece
meant only for observing, Gleber’s two books can be
handled, manipulated, opened and viewed. Another
interpretation on the edge trim effect is Buzz Spector’s
A Passage (1994), where he tore each page to create a
wedge shaped text block. The passage of text becomes
an abstraction of itself - seemingly both readable and
un-readable. 

An excellent resource for learning how to print 
full-colour artists’ books using four-colour process inks
is Philip Zimmermann’s Options for Colour Separation
(1980). Zimmermann wrote the book for other artists 
interested in colour photo-offset lithography printing,
whatever their production means or skills level. 
The book was written in partial fulfillment of his MFA
thesis at the Visual Studies Workshop in 1980, where
Zimmermann also wanted to help other photo-offset
lithography printers/artists who were interested in
making colour photo-offset lithography imagery but
who could not afford to pay commercial shops to 
produce four-colour separations for their own work 
(at that time, it cost $150 for one set of 4-colour
8”x10” separations21). Sally Alatalo and Laurel
Beckman, both photo-offset lithography artist-printers,
have noted how important the book was in assisting
them with the development of their pre-press and
photo-offset lithography printing processes. 22 & 23

Sadly, over the last ten years many photo-offset 
lithography programmes such as the Visual Studies
Workshop Press, Tyler School of Art, University of
Iowa Center for the Book, and the School of the
Museum of Fine Arts in Boston, have had to retire
their photo-offset lithography presses in favour of
computer resources. Currently only the School of
the Art Institute of Chicago, the Borowsky Center 
for Printing, and the State University of New York
Purchase Center for Editions, still provide photo-offset
lithography presses for the production of artists’ books.  

Some artists who were attracted to photo-offset printed
multiples and ease of distribution consistent with the
technologies and opportunities of the 70s and 80s,

have since abandoned the format of the printed artist’s
book for the democratic, world-wide, distribution 
possibilities of the Internet. Today, with print on
demand technologies, artists can realise their dreams 
of print production at a reasonable cost for full-colour
artists’ books, without the financial burden of
photo-offset lithography production, distribution, 
and the often-necessary sale of hundreds of copies.
Of course this does not address the limitations 
of image quality, production sizes, and the lack of
accessibility to manipulate the printing process to 
artistic ends. 
But that is a conversation for another time.

Tony White is an Assistant Professor and Head of the
Fine Arts Library at Indiana University, Bloomington.
He is an independent curator and has been making
artists’ books for over 15 years. He is currently creating
an international genealogy of photo-offset lithography
printers involved in the production of photo-offset
printed artists’ books. He can be reached at:
antmwhit@indiana.edu.     
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Selected Terminology 

Bleed: Images or objects which are supposed to run all
the way to the edge of the paper are printed with
bleeds, i.e. are placed so that they run over the edge 
of the page format, by around 5 mm. 

Choking: When the background is shrunk to avoid 
mis-registration.    
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CMYK: Cyan, Magenta, Yellow, Key (black), a 
subtractive colour system used in four-colour printing
and four-colour printers.  

Film set: A set of film of the same page, one for each
printing ink. For example, four films for a four-colour
page.  

Four-Colour printing: Printing with the four basic colours,
CMYK.  

Halftone screening: Used to simulate grey tones in print,
usually dots of different sizes.  

Knockout: To make a hole in an object-based image so
that the object behind it becomes visible.  

Makeready: Term for all settings and preparations 
needed in the printing press before the first approved
printed sheet has been produced.  

Mask: A negative or positive, which is used to hold 
back colour in an area of image. It can be made 
photographically onto sensitised film or it can be 
hand cut on Rubylith or goldenrod.  

Misregistration: Print phenomenon: the component
colours don’t print directly on top of each other, i.e. 
in register.  

Moiré: A screen interference pattern in images and tint
areas.  

Overprint: When, for example, a text is printed on a tint
area and the colours of the two objects mix. This is the
opposite of a ‘knockout’.  

Plate set: A set of plates for the same print sheet. 
For example, four plates for a four-colour sheet.  

Stripping: Printer’s jargon for assembling the colour 
separations, whether positive or negative, on to 
masking sheets or acetate carrier sheets.  

Tint screen: An acetate sheet of half-tone dots or some
other regular pattern. Tint screen can be used to 
create an even tone on a photosensitive surface. 
When used with four-colour work, the screens must 
be properly angled to prevent moiré.   
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THE BLUE NOTEBOOK ISSUE 4
Parallel Readings January 2008
1 - Martin Antonetti

Were there any formative experiences, early
influences or individuals with a resonance to
books in your life? 
In my early years, no: there was almost no 
encouragement or incentive to read beyond what was
necessary for schoolwork. I remember that in our
house there were two or three shelves of books on
either side of the fireplace - a set of encyclopaedias,
some Readers’ Digest condensed books, and that’s 
about it. 
I had strict and intense Catholic education from the
very first, from kindergarten through 8th grade, where
the emphasis was more on devotional exercise than on
intellectual inquiry. This was, I think, fairly typical of
Catholic elementary education before Vatican II in
1962: stressing public worship over the private reading
of religious texts.

And beyond that, none of my friends in that little
Midwestern town had any books. In fact, our two 
or three shelves may have been more than most. 
Later though, after 8th grade, I attended a college
preparatory school run by Jesuits, and got my 
introduction to the classics. Classics, not only in the
sense of Greek and Roman literature, but also in the
sense of European culture in general. Here I was
encouraged to read broadly for the first time.

What was forbidden?
Interestingly, despite my background, I took to the
Jesuits, the bad boys of Catholicism: my first exposure
to the life of the mind, and to a radical - and to my
way of thinking - somewhat subversive element. 
That was very formative indeed - the Jesuit training
with one foot squarely in the classical past, and one
foot striding into the avant garde. Ironically, though, 
it was during those four years that I lost my Catholic
faith. It turned out to be quite a secular education: 
I was very pleased to tell my friends (but not my 
parents) that I was reading Lolita, for example or 
Catch 22 by Joseph Heller and other novels of the 
60s and the early 70s. . . Oh, and - of course Mike,
you’ll be interested - there was Kurt Vonnegut, too! 

College and then graduate school were in the same
Jesuit/secular, classical vein. While at Loyola University
as a graduate student in my mid-twenties I experienced
a significant breakthrough. To feed myself I took a job
at Ares Press, a publishing company that specialised 
in books on all aspects of classical antiquity. 
As the factotum I was made to do a little of everything
at the press including printing. Even though I thought 
I was being hired as an editorial assistant I was also
called in to the production department occasionally,
where I was taught how to run a small offset press and
make photo-offset plates. I will not say that I was ever
good at it.

THE BLUE NOTEBOOK ISSUE 4
Parallel Readings January 2008
2 - Mike Nicholson

Were there any formative experiences, early
influences or individuals with a resonance to
books in your life?
My relationship with books began even before 
structured memory fell into place. 
They were just there - always.
Cutting a long story short: by the time I attended my
infant school on my 5th birthday I could read. 
Now, back to the longer version:
As an only child - living in our small flat, or tagging
along with Mum to my Gran’s guest house for the day,
and with no relatives of my age - pre-school life was
enjoyably solitary, and this nurtured a thoughtfulness
and lively imagination. 
I seem to have absorbed the value placed in books by
my parents - and in particular Mum. She has had a
lending library membership card since her own 
childhood and still seeks new books there to this day.
We may have actually owned relatively few titles but in
this way the library system provided a regular supply. 
It’s easy to take Public Libraries for granted in 
retrospect - allowing as they did a democratic access 
to knowledge or entertainment for all. Their survival 
in our profit-led culture has been subject to the whims
and blown budgets of regional and local councils - 
as well as shifting public tastes - and frankly, given the
proliferation of the Internet, it’s miraculous that we
still have them. 

So books were a part of my landscape - detachable bits
of it that opened from one side to reveal captivating
secrets. Understanding came with familiarity and 
repetition - though curiously I recall little of cracking
the codes of reading - learning the ability itself. 
I would soon enough benefit from the possession of a
library ticket all my own, but my involvement with
books strayed into greyer areas - tied in to my growing
tendency to collect. 
You see I hated to give books back.
This probably began with the anticipation of each new
seasonal ‘annual’ at Christmas - bliss for any kid. 
I remember their presence - the sweet papery smell,
the rough stock and one - or two - colour illustrations.
And my drawing skills must be seen to run parallel to
all this of course, leading me first to mimic what I
found and later improvise my own tales and pictures.  
Such simple objects proved to be actually rather 
complex: their reality defined by a pleasing weight
when tucked under the arm or propped on the knee,
but with a magic too - bigger on the inside than the outside -
containing worlds.

I also discovered American comic books - slim cousins
to the items I already found so beguiling - adding a
new layer of dreams inside my head. In the 70s these
were scarce as hen’s teeth and opportunities to buy
them proved exquisitely unpredictable. 
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Being a very small outfit, besides printing works of
historiography, numismatics and geography, we were
obliged to take in jobbing work…you know, to make
the payroll. Fortuitously, one of the things I printed
was the catalogue for a Chicago antiquarian bookseller
- Harry L. Stern, Ltd. - whose treasure-filled office was
down the street from Ares. I remember Harry bringing
an armful of rare books into my pressroom to be 
photographed for the catalogue illustrations. Imagine
my amazement: I’d never touched, or even seen, 
anything like this in my life. Indeed, I wasn’t aware that
it was even possible to own such books, some of which
were 500 years old…and here I was with my hands 
all over them. Needless to say, soon after, perhaps the 
following week, I went down the street to ask him for 
a job. 
And guess what? In this antiquarian bookshop, which
specialised in books from the 15th through the 18th
centuries, I first understood what I was trained to do,
what I was meant to do… and it was intensely exciting
for me. I always hoped I would be a classical 
archaeologist, but to me this was archaeology too. . . 
I wasn’t dealing with pots or shards or ancient coins,
but this was certainly archaeology, the archaeology 
of the book. 

Meanwhile, in school I was still reading Latin and
Greek literature. Far from overturning that, my new
interest in rare books just made me want to deepen 
my literary studies; it acted as a catalyst.

For a while I was happily working for Harry Stern 
during the day and on my languages at night, but soon
I took another big step, this time a bit further in the
same, or similar, direction. As a budding and eager
antiquarian bookseller I met other young booksellers,
most of whom had been trained by Terry Belanger 
at Columbia University’s famous-but, alas, now 
defunct - School of Library Service - which specialised
in education for rare books and special collections 
librarianship. (Terry is of course still a force majeure 
in the education of rare book curators and dealers in
this country - and now runs the Rare Book School at
the University of Virginia, in Charlottesville.) 
They convinced me that I wanted the bibliographical
polish that Terry’s courses at Columbia would provide.
And they were quite right, too.

I always intended to return to the antiquarian book
trade, as a professional bookseller, after study at
Columbia. But it’s funny how things work out: when 
I completed my library degree the book trade was in 
a period of economic recession; but there were many
openings as a curator in libraries for someone like me.
That was a sort of golden age when the world of rare
book libraries in this country was experiencing a great
surge of opportunity, perhaps as a large cadre of
older curators was retiring and ceding those coveted
positions to a new generation. And many of those 
positions were being filled by graduates of Terry’s 
‘boot camp’, as it was called.

Pulp and fodder to some - but truly rare books to me,
and the sweet discoveries inside were as mysterious and
alluring as anything from Classical antiquity.

One pin-sharp recollection: a family trip to seaside
Blackpool and I’’m breaking into a trot through the old
indoor market - through the clouds of meat pie aroma
and Lancashire slang, accelerating past dog toys and
hair products as I near the fabled comic book stall. 
The mere sight of the bright covers sends me into a
reverie and I open the big metal bulldog clips that hold
each one and gather them on auto-pilot. I can scarcely
wait to get home, tear them open and read. 

A final influence my own future work was the 
seemingly endless series of ‘Ladybird Books’, modest
little hard-backs that were often beautifully illustrated. 
These were seeded through the childhoods of
generations of British children and are now regarded
as design classics. Double page spreads in their 
signature style - a large, black-printed word on the 
left, colour picture expressing it on the right - show 
the potential power of these combined visual building
blocks in memorable fashion. 
They also remain as strong a testament to lost 
innocence in our cultural and private lives as you can
find - and were a vivid backdrop to my own journey
into language and first understanding of the world.

Religion played little part in my childhood. 
Available faith lay in a watery and undemanding
Church of England should I have needed it, but I’m
glad to say no doctrine was imposed on me when at a
vulnerable age.
A footnote to this though:
While clearing my Aunt’s house some years ago 
I discovered several Bibles that had slipped down
through the years - some from the 19th Century - 
and rested in cabinets or drawers or chests. Bound in
their split, dark leather, their almost transparent pages
stood testament to daily devotion that’s still hard for
me to understand, but they remained potent objects.
Certainly this is the nearest my family ever came to 
the care and weight of significance embodied in 
books of antiquity, but still these undoubted treasures
are more important to me as a link to my forebears
than as vessels of Divinity. 

Never seeing such artefacts as a child means I didn’t
particularly connect books to spirituality - at least not
to that offered by organised religion.
What I did associate with the basic form of the 
book was pleasure - which meant when I got to school 
I progressed well and each textbook carried the 
excitement of knowledge.
The only time I felt any inhibition or apprehension
when I received a new one was if it contained maths 
or chemistry.
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Newer technologies shaped culture profoundly in
recent years  - how did that impact on the book? 
I came of age, as it were, in a very interesting period: 
it was an important juncture for the field: perhaps you
could call it the end of the age of the book as an object
of virtue. The end of thinking of a rare book - or 
an artist’s book - as a beautiful, talismanic object that 
contained the distillation of a particular society or 
particular culture or historical epoch. The end of the
connoisseurship of rare books. 
But of course it was the same for the so-called 
‘fine arts’ and architecture as well: the older ways of
making and understanding and criticising were passing.
The 80s brought us Post-Modernism. And it brought
us the computer too, didn’t it?

To continue with the metaphor: I guess you could 
say it was the beginning of the age of the book as an
archaeological object, an object that would shed light
on the particular circumstances of its own creation and
use over the centuries. At Columbia Terry Belanger
single-handedly created the country’s most unavoidable
and inevitable training ground for bookish curatorial
types like me. Unavoidable in the sense that its 
graduates were seemingly everywhere, filling every
open position in rare books. Inevitable in the sense 
that everyone in the field - dealers, collectors, librarians
- as they funneled through New York would stop, 
must stop, at Columbia - to lecture or teach or meet
students. Belanger had studied at Cambridge in the 
60s and had contacts among the English librarians,
many of whom made their first trips to the US, to 
New York - at a time when the subways were still
very menacingly spray-painted - at his invitation. 
We learned bibliography, the technique of describing
and analysing an old book in depth: paper, type,
design, binding, provenance. . . smell, even. 
I flourished in that environment and finally realised
what it was I was to do: be an archaeologist of the
book.

As I mentioned, that wasn’t to happen in a mercantile
context, owing to the recession. But jobs in libraries
were plentiful, at the time: first in the interesting but
then-dormant rare book collection at the University 
of Oregon in the verdant Willamette Valley, and then
doing similar work at Mills College, a small women’s
liberal arts college in Oakland that celebrated and
maintained a strong tradition of teaching the arts 
of the book.

In these positions the curatorial side of the job was 
balanced with teaching: I was lucky at both Mills 
and Oregon because it was not, and is not, typical 
in this country for a librarian to offer courses in the
undergraduate curriculum. More the norm would be
the model of the curator as gate-keeper, charged with
preserving precious objects for future generations. 
An even harsher way of putting it would be to say 
the curator was someone who attempted to keep 
the unwashed masses away as much as possible. 

What was forbidden?
There were no forbidden books - in the sense of those
dictated to be such by religious - or other - authority.
The only limits to my appreciation were lack of
availability and/or knowledge. Mine was a very 20th
Century palate - and palette.
There were no ‘classical’ texts around me, for instance,
creating vast holes in my knowledge: no Shakespeare
or Milton - no Lakes Poets, despite our location. 
My exposure to these would come in later years at
school - and even then I’d just as likely seek out an 
Ed McBain ‘87th Precinct’ novel or collection of
‘Z-Cars’ TV scripts as written by the likes of Alan
Plater. These were recommended by the more hip
teachers - trying to trigger a wider appreciation of
reading and writing by using throwaway pop culture. 
What they probably saw as a stepping stone proved a
place to linger for me.

I did glimpse some ‘notorious’ publications of the 
period - usually in the company of my pal Stephen.
His older brother Simon had a copy of the legendary
‘School Kids’ issue of underground Oz magazine on
some patchouli oil-drenched 60s afternoon, and - as
well as he and I reading the baffling letters page of his
mother’s Cosmopolitan - I also seem to recall us giggling
nervously at the hirsute images in The Joy of Sex.
Sex, school ties and naked apes, in fact.
On the matter of censorship from the point of view of
an artist - in making my current ‘bio auto graphic’
series I have realised it’s sometimes necessary to impose
exclusion zones on myself. 
While the chance to unlock my head on any number of
subjects has been bracing, there are still aspects of past
and present life that remain unexplored, at least in the
short term. Lingering confusion might account for
some of it: the who, the what, the why, the when or the
where of events. Respect for others’ privacy accounts
for more self-imposed barriers, too, but - just as likely -
they’ll be there to mask truths I’m not yet ready to face
myself. 
The darkest, bleakest, most terrible thoughts will never
make the edit, I suspect.
I mean - would you?
The artist can absolutely impose their own limits - 
their work be shaped just as much by what they 
don’t say - though there’s no reason the audience 
need necessarily realise this.

Newer technologies shaped culture profoundly in
recent years. How did that impact on the book?
Of course, during my years as a student the computer
arrived. 
It would radically - and forever - alter the creative
industries, though it started with a fat-pixelled 
whimper. Sitting and plotting a coloured line alongside
my flatmate Andy it all seemed very clunky - so far
from any process that engaged me. 
One of us would go on to co-found Why Not
Associates, Mac-fathers of the New British Graphic
Design - and it wasn’t me. 
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In this country we’re all indebted to my predecessor at
Smith College, the learned Ruth Mortimer, who broke
that mold by opening wide the door of the rare book
room and introducing the study of book history into
the undergraduate curriculum. She certainly was a
model for me.  

Did your role and relationship with books alter?
Teaching at Mills and Oregon in the 1980s was 
really good for me: I think I may have given you the
impression that I lost interest in most people and things
after 1800. In fact I really didn’t know much about
anything more contemporary than that. Obviously,
teaching forces you to confront those great swathes 
of ignorance, those gaps in your knowledge, which 
in my case meant closing in on the avant garde, and
especially its contribution to the book arts:
Constructivism, Futurism, the Bauhaus, Surrealism. 
It was a completely different take on the book as I’d
known it, aggressively counter to my earlier way of
thinking - and I was attracted to it. I began to 
understand the multifarious varieties of historical 
and cultural streams that fed contemporary book arts.

When I came to Smith College in 1997 I stepped 
into Ruth Mortimer’s shoes, as it were. She had died 
several years previously and I was eager to continue
her commitment to teaching book history and the arts
of the book. Thanks to her and to Professor of Art
Elliot Offner and - of course - to the legendary
Leonard Baskin, whose strong presence is still felt here,
an interest in the book - both from a historical and a 
practical point of view - was already a foregone 
conclusion, already a part of the ethos at Smith and 
in the surrounding region, which had become in the
1970s and 1980s a regional centre for bookish activity,
mostly in the Kelmscott - the Arts & Crafts - mold. 
Actually, this is why I wanted to come to Western
Massachusetts in the first place. But if you were to 
ask me what I then brought to this hotbed of bookish
activity I would say more of an awareness of the avant
garde contribution to contemporary book arts that 
I learned at Mills and Oregon, but something not a
part of the program here. Indeed, my predecessor -
an excellent librarian and a real scholar - would never
have purchased Marinetti’s Parole in libert (Words in
Freedom) or El Lissitzky’s Dlya golosa (For the Voice). 
Well - now we have those two and many others like
them, which constitute new markers on the graphic
landscape for the people who study book arts here. 
I hope now - with my two classes and with acquisitions
like these - that I’m injecting a more modernist stream
into a traditional Arts & Crafts fabric.

Can you identify any shifts in the relationship
between curators and book artists? 
An earlier paradigm goes like this: a cultural product
like a book is created and presented to a potential 
audience. If it is not judged worthy or valid or useful
or meaningful - or potentially so - it’s forgotten, 
it’s cast aside. 

Interestingly, while the computer caused a sea change
in existing printing - undermining the livelihoods of
many - its role in the democratisation of processes
can’t be seen as entirely bad. It’s just the natural 
extension of print revolutions before it. Ideas could 
see print where they may once have failed to, unable 
to break down ring-fenced structures.
Also - ironically - the Why Not-designed Typography
Now (Booth-Clibborn Editions 1991) opened the 
floodgates for the huge present market for such books.
Go into some snazzy design bookshop and you can’t
move for them.
Final note: At current art schools it’s coming full-circle
- graphics applicants are so inured to the computer
that they are more likely to ask about available 
traditional print processes. A shame so many places
down-sized these - rather short-sightedly - in their dash
to cash in on the white heat of New Technology. 

Did your role and relationship with books alter?
As my art school years ended I began finding 
illustration work in publishing. 
My work was - and remains - hand-generated and 
non-digital.
It felt like coming home - like a man who loves flowers
finding work in a great big garden.
I was finally working in the very pop cultural book
form - the mass-market paperback - which had
entranced me for years.

British commercial book publishing at this time was
not yet in so deadly a competition with other medias.
Reputable publishers were decades away from the
ghost-written celebrity ‘autobiographies’ that now
shore up their sales. There was value in long-nurtured
relationships with their lists of prestigious authors, and
deep thought in the use of appropriate illustration for
the jackets - less influence from the sales department. 
Or perhaps I’m slipping into easy nostalgia? 
It was always about money to a degree - just less 
blatantly so.

When invited to visit Penguin Books to receive a first
cover commission, at the time of my Degree Show, I
was totally thrilled. For a British illustrator it was one
of the most desirable gigs to get.  
I had arrived.

The onslaught of global media and radical 
technologies was imminent, but a quietly industrious
place like Penguin’s Art Department was tremendously
stimulating to someone to whom books meant so
much. New cultural competition would soon swamp
print publishing - today’s push towards a non-physical
‘e-book’ is but the latest alternative to what such 
institutions represent - but not yet. 

Book and magazine publishing still held some vague,
ink-stained romance, and each unexpected phone call
from a friendly art editor was an invitation back into
the party. 
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But - if it does possess those qualities - it endures and 
is read, again and again hopefully, perhaps passed
around and then passed on. Ultimately it finds its 
way into an archive or a special collection. Recently,
however, with contemporary production in the book
arts, that paradigm, that circuit, is being undercut: as
librarians (instead of collectors/readers) become the
principal purchasers of artists’ books, the object goes
from producer to archive without ever having its worth
or validity or use or meaning assayed or consumed by
a reading public. Thus, much of what finds its way 
into libraries now has not passed the time-honoured
historical test: does it have merit? A reason for being
preserved? 
It’s now librarians who decide those questions, 
and not generations of readers and critics.

Many artists would say: ‘It goes to a repository like
yours so that it can be read by people.’ True, but only 
if the librarian makes it possible; and, again, we see 
the librarian in that role of cultural gatekeeper. And
besides that there’s another aspect to that equation:
reading or experiencing a book in a reading room at
Smith College is much different than reading it here in
my living room. Reading it in public, in an alien space,
will colour the experience very differently. Are artists
aware of this? Happy with this?  It can make a huge
difference, don’t you think? When an artist creates a
book in a small expensive edition, what is in his or her
mind? That readers will personally own and experience
the work in a private space on a regular basis, pulling it
off the shelf occasionally to read it - at different times
of day and while in different moods and states of
mind? Or, on the other hand, that readers will travel 
to a library, perhaps a distant one, to examine the book
for twenty minutes or an hour in the mediated space 
of a rare book reading room? Wouldn’t you think that
that would be a central question?

Also, how big is the market? 
I wonder how many places are there like the reading
room at Smith College? Maybe we are one of ten or
fifteen rare book libraries in this country where an
active curator is actually pulling your books off the
shelves and putting them in students’ hands, in readers’
hands. Is that enough for you? Is that a big enough
market to justify the effort of creation? Don’t artists
want a larger, a much larger, audience?

And here lies one of the great issues with 
contemporary artists’ books - their principal raison 
d’etre is communication, of course, so production is
meaningless without ready readers. Should librarians
now acquire works that they anticipate might be 
of interest to readers, instead of acquiring works 
of proven value? 
The answer must be yes! 
This is the activist work of the new curator!

The cultural significance of a company like Penguin
wasn’t lost on me. 
Cheaper printing had satisfied a growing public 
taste for affordable reading matter - new thinking in
both fact and fiction - distributed in a commercially 
expedient way. Penguin had satisfied these needs with
efficiency and imagination in post-war Britain. 
Books like theirs were cheap to produce and often big
sellers, but they were underpinned by a belief in their
content and style. I felt genuinely privileged to be
allowed to take part.

As when my later work as a storyboard artist allowed
me to see my name slide up the television screen - 
published book jackets meant I could find my own
work on the shelves I so regularly browsed. It felt like 
I had made good choices and arrived somewhere -
almost like I had had a plan all along - though in the
present day it’s chastening to find almost all the book
jackets I did on the shelves of second hand bookshops
or sour-smelling charity shops at one time or another.

What themes existed in the material as it was?
None that were mine. 
Clearly the art that I made - my creative input to these
books - was part of a commercial process. I literally
provided an outer skin - a first layer. There’s some
challenge in this, of course - a professional 
responsibility to complement the writer’s ideas. 
The unexpected in each new commission was a buzz -
but none of it came anywhere near the satisfaction 
I get from my own current book arts work. 
To wrangle meaning from words as well as pictures 
has been a heady experience - the gift to myself that
just keeps giving. The freedom offered by complete
control of the whole format, even the plain old 
model of successive pages between two covers was -
and remains - seductive.

Can you identify any shifts in the relationship
between curators and book artists? 
Now that things are clearer, I think I can. 
Book arts have been a new and intriguing party to
crash - or at least slip into through a back door - 
and for some time I observed the dance-floor from 
the shadows. I actually realised soon enough there were
many similarities to my original creative backgrounds. 
The immediate exposure and opportunity to meet a
readership at book arts events were novelties to relish -
but other aspects and relationships bedded in with an
air of familiarity. These included ‘third party’ roles: 
as with the art editors and agents in the system I was
familiar with so now here were the gallery owners,
shop owners, exhibition organisers and buyers for 
public or academic collections. Such facilitators moved
in the gentle minefields between makers and audience,
and since Mette Ambeck and I first exhibited at the
London Artists Book Fair 2000 we have both enjoyed
their patronage. UK book arts appear to be flourishing,
with new fairs, exhibitions and events discussed in
related medias with enthusiasm and intelligence.
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Finally - what is your current relationship 
with the book? 
By ‘activism’ I mean that curators will move from 
their earlier role of collecting items that others have
validated, or that the market has validated, to 
something much more active: where curators are 
much more involved in the process of cultural 
validation; where curators will facilitate, or actuate, 
the link between creator and reader; indeed where
curators will BE readers, perhaps preliminary readers
or critical readers, and actually participate in the 
creative process. I don’t think this last is so farfetched,
after all the curators of artist’s book collections have
probably examined and read more artists’ books than
anyone else in the equation, don’t you think? 

Well, this is where I’M headed, in any case… 
What we curators can do and do do is talk about your
work. We can and do engage students and interested
people over the books, right in front of the books. . .
actually instructing them in how to perform a book. 
It’s a physical act, isn’t it? 
A ballet with the artist as choreographer, the reader as
dancer. . . What would that make the curator?
Impresario, perhaps?

Most succinctly put: we can and do interpret artists’
books to your potential reading public - curators as
interpreters. This is the new symbiosis, the new
dynamic: creator to curator to reader. 
The archaic one of creator to reader to curator can 
no longer be operative in the realm of contemporary
book arts. 

This is my pledge and my manifesto - now will you
please refill my glass?

Martin Antonetti is the curator of rare books in the
Mortimer Rare Book Room at Smith College, where
he also teaches courses in the history of the book and
in contemporary artists’ books for the Smith College
Art Department. Antonetti has written and lectured 
on many aspects of these fields including fine printing,
the evolution of letterforms, bookbinding, and book
collecting. Before coming to Smith College he was
librarian and director of the Grolier Club in New 
York City, the country’s premiere organisation for 
bibliophiles. Antonetti is also on the faculty of the
University of Virginia’s Rare Book School and is 
currently vice-president for publications of the
American Printing History Association. He took his
library degree from Columbia University in New 
York where he specialised in bibliography and special
collections librarianship.

New and old processes merge, and artists with very 
different backgrounds and agendas engage in a really
healthy, organic scene. Promising interconnections
seem to occur constantly, if you keep your eyes and
ears open. 
And it gets all the more pleasantly Post-Modern -
blurred lines and roles. Academic institutions offer
research roles to artists and the results can be as rich 
as the activities of Impact or Righton Presses. 
The creators themselves can become archivists and
curators - the poacher becoming the gamekeeper. 
Meanwhile, as you (Martin) point out, even the 
institutional curator may just evolve towards a more
proactive role - if the flesh is willing. In these 
previously uncharted waters they may not only add to
archives but also artistic reputations and even creative
directions. 

Certainly, during my Smith visits, our own discussions
have resulted in many unexpected possibilities for both
my current ‘Locus’ project and others to come. This
belies the well-worn cliché of libraries as inert, airless,
hushed spaces - the antithesis of activity and life in
some ways - cultural stasis chambers. The busy, open
atmosphere of the Mortimer Rare Book Room at
Smith points the way towards an ongoing and 
productive relationship between book artists and 
those enthusiastic to spread the word on what they do.

Finally - what is your current relationship 
with the book? 
It was once one of respect from a distance but is now
one of up close and personal.
Even in a fairly conventional format - to date - with
regimented page-size and relatively simplistic processes
I find I can still experiment constantly and there is so
much more to be done. 
To represent personal experience - but unfettered by
linear time as we know it, and using any marriage of
text and image that feels right at that moment - has
stretched my visual skills. With each issue of bio auto
graphic I have surprised and pushed myself and - best of
all - readers have reacted with interest and enthusiasm. 
I was outside and detached - and now I’m inside and
involved.

So, yes - I’ll raise a new glass to that. 
Do we have another bottle?  

Mike Nicholson is the sole proprietor of Ensixteen
Editions, and has published over twenty titles since
1999. He exhibits these at Book Arts events throughout
the UK as well as crossing careers into professional
illustration and storyboarding for film and television.
He is also a Senior Lecturer on the BA (Hons) Graphic
Design Course at UCCA Epsom and through them 
has gained research funding to carry out the US visits
on his ‘Locus’ project to date.
He can be contacted on ladnicholson@yahoo.co.uk.
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Figure 1: a partial image of the Wikipedia ‘Artist’s Book’ entry as of 12th January 2008. 
Note that the USA entries (after Alabama) are not shown here, as they do not fit to the page.

 



Who cares where the apostrophe goes? 
non/participation in the Wikipedia 
definition of artists books 

Emily Artinian (and 45 survey respondents)1

This article looks at the current definition of the term
‘artist’s book’ on Wikipedia, the collaboratively edited
online encyclopedia
http://en.wikipedia.org/wiki/Artist’s_book/
While the entry 2 (see figure 1 opposite and 1a, 
overleaf ) provides a reasonable overview of the 
medium, and a fair if haphazard indication of activity
in the field, it is best described as a very rough draft,
and perhaps also as a lonely and somewhat neglected
figure within the landscape of the two million 3 and
counting definitions that make up what is one of
the ten most visited sites on the Internet. 

To approach this topic - which is to do with the 
collective development of ideas in a field of inquiry - 
I thought it best to enlist the help of others, to which
end I sent a brief survey to about 100 people working
in the book medium, as follows:

* Before receiving this survey, had you ever referred to
the Wikipedia entry on the Artist’s Book? 
>If so, for what purpose? 
>If not, why not?
* Have you ever contributed to the entry yourself ?
>If so, please describe the nature of your contribution
(simple edits, addition of factual information, 
analytical/theoretical commentary, etc.) and your 
reasons for contributing.
>If not, why not?
* Would you recommend the entry to others as a good
introduction to the field?

The discussion below incorporates the responses I
received 4, and can be thought of as a collaborative
effort (hence the byline above), more of which would
greatly benefit the Wikipedia definition itself. 
The main aim of this writing is in fact to stimulate 
similar participation - but online, in the form of
contributions to the site and to the Discussion page
connected to the entry (see figure 3) - in what must be
thought of as a highly significant component of the
developing body of thought in our field.

1. Why bother?

Emily, Why are you bothering with such an unreliable source as
Wikipedia? - anonymous respondent 

If you Google the term ‘artists books’ or ‘artists book’ -
put the apostrophe anywhere you like, or drop it 
entirely - the first search result will be the Wikipedia
definition. It is at the time of writing, and has been 
for the past two years. While Wikipedia itself does 

not provide data on page views for any but its most
popular entries, this consistent first ranking on Google
provides a strong indication that people are looking
here more often than at specialised sites devoted to the
form. It is intriguing to speculate on who this audience
may be, and also on what they take away from this
source, particularly at a time when use of the term 
‘artists books’ and its variants are being used ever 
more frequently in the mainstream art press; often, 
it seems, without a great deal of awareness of the 
context of the field.

I suspect one significant group of this population is
students. Art and design students are increasingly
involved in both set and self-initiated projects involving
book forms; on the two courses I teach on, over 500
students complete at least a one-day book project, and
about a fifth of those work on a more extended one to
two week project. I understand the popularity of the
form is similarly on the increase at other arts colleges
across Europe and North America. For a very large
number of these students, Wikipedia is a first point of
reference. When I assign seminar readings in, say,
Johanna Drucker, or Stephen Bury, in preparation for 
a project, the sheepish answer to questions about the
texts - an increasingly familiar one to educators - is,
“Well, I haven’t done the reading, but I did look it 
up on Wikipedia.” It seems a valuable endeavour to 
sharpen the entry so that it is a reliable initial source.

Beyond this, and whoever the audience may be - 
students, artists working in other mediums, 
newcomers to the field - simple usage alone gives
ample justification to ‘bother with’ the entry, especially
if it is inaccurate. The general consensus of survey 
respondents was that as it stands, the definition 
provides a rough route in for a beginner, but it also
contains numerous errors and omissions, much 
promotional material (breaking the fundamental
Wikipedia ‘Neutral Point of View’ rule), and a fairly
unsystematic description of the landscape of the field.
A more serious charge is that there is very little in the
way of commentary on contentious issues around the
form, especially definitions and history. While there is 
a section heading called ‘Critical Issues and Debate’
(which I added a year and a half ago), no one as yet
has ventured to contribute to this. The entry as a whole
does not give a sense of the diversity of forms within
the field and also shies away from the historiography 
of debates about definition, and distinctions between
terms such as artists books, book art, livre d’artiste, etc. 

While scholarship in the field of artists books appears
to have be infused with exciting new energies in the 
last few years - I’m thinking of the growth in peer
reviewed publications (this one, The Bonefolder, and 
the newly reinstated Journal of Artists’ Books), an ever
increasing number of regional book fairs, and, 
importantly, conferences both connected to book fairs
and stand alone - the Wikipedia definition of the 
form seems sadly overlooked. 
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Figure 1a: a partial image of the Wikipedia ‘Artist’s Book’ entry as of 12th January 2008, showing
Canada, Europe, Australia, Korea etc. 
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Wikipedia is seen by some as a tertiary source, but on
closer inspection it seems as significant as any of the
existing and emerging primary and secondary sources
of journals and conferences, and also online sites and
artists books distributors’ online catalogues of work.
This is true particularly if it is the first impression for
those potentially joining the field - and, with any luck,
the debate and discourse about the field.

2. Contributions and Participation

Hi, Emily. I really don’t know anything about this subject.  
My edit in the wikipedia entry was just correction of the 
misspelling “orginal” - Terry Carroll 

I have contributed much to the article. I have tried to shape it. 
I have edited out blatant self promotion. I changed the name to
Artists’ book, but then it got changed back because there wasn’t
enough community support to keep it the way I consider most
common. I also sent messages to the ARLIS listserv and asked
other librarians to help make the article better. I initiated 
discussion about artists’ books on the Discussion page. I also 
contacted book arts centers that I know of and asked them to 
add info. I continually monitor the entry and correct errors when
I see them. - Sue Maberry

As a basic introduction it’s not bad (although I would like to see
it trimmed down), I quite like the history. But if people want
more detailed information then I would direct them to [the
UWE] Book Arts website, which, I’ve just noticed, doesn’t seem
to be listed as a link. Perhaps I will add to it and put that link
on. - Tom Sowden

The artists’ book entry for UK is very patchy, so I guess it would
be good if someone took on the task of adding more info - 
Jane Rolo

I didn’t realise that you could contribute an entry to Wikipedia,
but now i know, i might do in the future. - Jenny Hughes

… the Wikipedia club feels too time-demanding to join - 
Tony Trehy

I’m not sure how to make contributions to that site as I’m not
that technical. - this sentiment was expressed by almost
half of all respondents

Since the ‘Artist’s Book’ entry was begun in February
2004 - by a UK fine art graduate who goes by the
online name of Wayland - approximately 300 edits
have been made to it. All versions are stored and can
be accessed via the History tab at the top of the entry
(see figure 2 below). 

Figure 2:  a screen shot of the History
page, taken October 2007
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Many of these are simple edits to grammar, spelling,
and factual information5, and, though small, are quite
important - more so than survey respondent Carroll
takes credit for. It’s these kinds of changes that many
could help out with, and that are very easy to make. 

The bulk of the more extensive contributions have
been made by a handful of people over the past four
years, with a few names appearing regularly in the
History, notably Sue Maberry, Director of the Library
at Otis College of Art and Design. Mayberry’s answer
to survey question 2 (above) is a great understatement
of what she has done for the definition over the course
of several years. There are also two frequent editors
who go by online names only - the mysterious
BTFromLA, and also Quiddity, a Canadian
Wikipedian. It also seems that a number of institutions
specialising in the form have added details about their
own programmes. In some instances these stray into
the territory of promotional material, going against
Wikipedia’s neutral point of view rule, but this 
seems to be because they are taken wholesale from
organisations’ websites. These are usually polished up
relatively easily, and quickly, by vigilant, Borghesian
Wikipedians. 

But in spite of this admirable start, there is a great
need for more participation, and much more honing of
the text. So why has this been relatively limited? Firstly,
it seems, many aren’t aware of the site to begin with,
and, mainly I think, most aren’t aware of its reach. 

A number of survey respondents did not know that the
site is open to editing by anyone, and some answered
that they hadn’t made contributions because no one
had asked them to. Several others said that they just
weren’t sure how to go about doing so. 

Even for the technologically uninclined, a 15-30
minute visit to the Wikipedia ‘How To Page’ should 
be enough to get started. Clear, detailed instructions
for making edits and contributions to any 
Wikipedia entry are available at: 
http://www.wikihow.com/Contribute-to-Wikipedia 

One can register as a user before contributing (so that
your edits are linked to either your real name or your
chosen online avatar), or, it is fine Wikipedia etiquette
to contribute anonymously, which simply requires one
to click on the [edit] button to the right of the 
particular paragraph you would like to change, 
edit the text, and save it. If the change is nothing more
than amending ‘orginal’ to ‘original’, anyone who can
edit a Word document will have no problems here.
Adding links and making structural changes does
requires some tagging that is fairly easy to learn, 
but if this presents problems, one can always make 
recommendations on the Discussion page, 
and others can make changes for you.

In a widely cited Internet article from 2006,
Jakob Nielsen discusses research showing that 

“In most online communities, 90% of users are 
lurkers who never contribute, 9% of users contribute 
a little, and 1% of users account for almost all the
action”. If we were to think of potential ‘users’ here as
the broad population of people involved in all aspects
of artists books, I would venture a guess that the
‘action’ on the Wikipedia entry is accounted for by far
fewer than 1% of us. If we could move to a 1% and 
a 9% mark, we would be doing well, and doing a 
much needed service to the field. This of course gets 
us to the point that participation is voluntary, and
unpaid. It seems to me though that it naturally 
forms a vital part of an artist’s practice, an institution’s
mission, a librarian’s core remit of providing access to
information and knowledge, and so on. 

3. Some work to be done

As it stands, the article provides a useful description of the
Artist’s Book - enough to make the concept and history intelligible
to a reader without any background in the subject. But the article
would benefit from further expansion. The bulk of the article is
peculiar (to me) for dealing with the Artist’s Book in geographic
terms: “Centers of Activity / Alabama, California, etc.” with
brief descriptions following each location’s name. It seems an 
odd way of dealing with the subject, and seems to imbalance the
relevant issues within the article, but all Wikipedia articles are
works-in-progress... - Colin MacWhirter

I see that there is a mention of Chelsea’s collection, which is
good. As a relative newcomer to the entry I had not considered
adding anything to it but can see the advantages to expanding the
information about the Chelsea collection. It would be a great way
to promote the collection to a wider audience. - Emily Glancy

Scanning the reading list one notes the glaring omission of Betty
Bright’s “No Longer Innocent”, a scholarly work that should be
required reading in any introduction to the field. - 
Richard Minsky

random observations: iowa has been omitted (and there should
definitely be a link to gary frost's blog), as well as wellesley and
wells...or maybe they’ve been left out b/c they’re educational/
institutional? 
possibly the sackners in florida?
the point about the exhibition at moore (klima) is that it *didn’t*
use the apostrophe--it’s funny that whoever put that in transcribed
the title correctly (without the apostrophe) but then put it in the
next reference
france! cdla in st-yrieix-la-perche
journals: the bonefolder (and blue notebook!) - Jen Smith

Now that I have looked at it I feel happy to recommend it to my
bookworks students. It is quite fact packed; I will also use it for a
project I am currently engaged with. I do think it needs extension
in its Europe section. There was a lot of activity in the field in
Central Europe (Books made by Fine Artists) in the 70s; 
collections/archives exist - e.g. at the Carl von Ossietzky
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University in Oldenburg and there is a Research centre for Artists’
Publications/ASPC at The Museum an der Weserburg, Bremen.
- Silke Dettmers

Almost all respondents to the survey had suggestions
for amendments, both to factual information and 
to more analytical points. To give a further sense of
some aspects of the site that I think bear consideration
and revision, below is a list of just a few of the things 
I have had my eye on, and consider significant to
amend 6: 

* There are healthy Wikipedia entries on topics in the
book arts (see ‘Bookbinding’, for example). Many of
these - particularly the one simply for ‘Book’ - do not
yet link to the Artist’s Book entry. Further, there is no
‘Book Arts’ entry. A search for ‘Book Arts’ redirects to
‘Artist’s Book’, thereby conflating the two, though the
‘Artist’s Book’ entry carefully maintains a distinction
between these, as several people pointed out in their
survey responses.

* The English Wikipedia site is the largest in the 
world, but there are over 200 versions in other 
languages (taken together these comprise over 9 million
items). While it is beyond the scope of this article to
investigate these other branches, it is worth mentioning
at least two entries: Stephen Bury pointed me to the
French site, which has a good discussion of the ‘Livre
d’artiste’ - something which could easily be translated
and set up as a standalone entry on the English site
(where there is no entry for ‘Livre d’artiste’). Further,
‘Künstlerbuch’, on the German Wikipedia, is very
thorough, and answers to some respondents’ calls for
greater emphasis on European activity, connections 
to fine art, and also political and social aspects of the
form. Again, a simple link to the German site can 
be set up (and vice versa, from the German to the
English), and perhaps a translation of parts of the 
definition can be integrated into the English site.

* Many respondents pointed out the strong American
bias of the definition: most mentioned there could be
much more information about the UK, but it’s my 
feeling the real issue is a lack of information about the
rest of the world. There are a few lines about Korea
and a paragraph about Lithuania, some information
on the very active Australia, but complete radio silence
on just about everywhere else. 

* Accompanying the entry are two illustrations that are
part of Wikimedia Commons. They provide only the
narrowest of perspectives onto the breadth of the
form. This is a difficult issue, as copyright is a problem,
as is choosing one or several images to represent the
form. It’s my feeling that a screen shot of a catalogue
website or websites (such as artistsbooksonline) could
work well as the initial page image. Also, Wikipedia
entries can contain as many images as contributors
want to post, so long as the copyright is open - surely
we can add more here?

* Finally, it is problematic that there is one page only 
on artists books. All of the major centres dedicated 
to the form deserve their own full entry, as do major
collections and probably a number of core scholarly
monographs in the field. The artists books entry should
not actually be an entry, but rather a constellation of
definitions, reflecting the great diversity of the field
itself.

4. The Discussion Page - an online, ongoing,
conference and journal?

…perhaps the biggest areas to grow are those that will attempt to
define, or present different definitions, of what constitutes ‘artist’s
book’. - Charles Alexander

I think the Artist Book entry is too centered on the Artist Book
phenom … and is therefore dangerously incomplete…. Perhaps
that is the fault of people like myself who have not weighed in.
What do you think? - Peter Koch

It has been more important for me to add to the field of debate on
artists’ books by writing articles that reach an audience through
more traditional means (articles in ‘The Blue Notebook’) than it
has been to exploit newer medias and outlets like Wikipedia. -
Mike Nicholson

If the entry in Wikipedia was more comprehensive and expressed
a more balanced view towards varying kinds of artists’ books I
would recommend the site to others. - Isabell Buenz

… it  needs to be expanded to include the interrogation of the
form of the book - Lilian Lijn, Dieter Roth, even Duchamp et 
al have all pressed the boundaries of conventional codex forms 
for books. Also, I think the Fluxus section is a bit weak. 
The movement was far more politically high punching than is
intimated in the article. - Daphne Plessner

Perhaps the dating of artists’ books is also something that could
be contended: medieval illuminated manuscripts are arguably
within the tradition, for example (a critique of the received ideas
contained in this article and in current lore about the artist’s 
book may wish to scrutinise how versions of internationalist
avant-garde aesthetics map onto a secularising modernity-
asserting re-writing of the history of the artist book, which 
finds religious and pre-1900 book objects out of scope. 
Perhaps that needs to be interrogated a little more, simply in
terms of art history; by the same token, I would like to see more
about why the craft and fine art traditions are contentious, not
just a note saying that they are (and how might a post-modern
environment perhaps resolve this?) - though of course, 
Wikipedia is always a work in process…
- Richard Price 

I think it would take an existing entry that really provokes me
(ideologically, in terms of accuracy) to make me put the effort in
to engage in the process. I am fascinated though by wikipedia as 
a collective ‘knowledge project’. Am also interested in the 
political and subversive possibilities it holds.
- Silke Dettmers
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Perhaps the most interesting aspect of the whole
Wikipedia enterprise is the metadiscourse that takes
place around definitions, on the Discussion pages that
accompany each entry (see figure 3 above. Online, 
click on the ‘Discussion’ tab to access the current 
version). This is a space for contributors to discuss 
troublesome points - a space for debate, discussion, 
and for collective thinking. 

My answer to Peter Koch’s question therefore is a
resounding YES - we all need to weigh in. 
The responses cited are just a small sample of the 
considered, articulate, and often passionate responses 
I received from the survey. Wikipedia gives us one 
more place to debate these, (a place we can use without
having to travel half the world over for conferences): 
it is a space where discussions on key ‘troublesome
knowledge’ points can and should be happening.

Wikipedia is not just an adjunct site for knowledge in
the field - something for a basic introduction - but
rather forms a part of the web of strands of knowledge
about the subject. In North America and Europe, the 

last year has seen a very positive significant increase in 
public discussion of artists books, and the Discussion
page on the Wikipedia entry is a nascent space for
more of the same.7

In Conclusion

…it can’t really be 1885, can it, that Alabama began offering
the MFA in the Book Arts, as it says in the Wikipedia article? -
Charles Alexander

Much has been written on whether Wikipedia 
measures up to traditional encyclopedias and 
where it sits in relation to academic discourse; its
untrustworthiness has frequently been in the news.
However, whatever reservations anyone has about this
‘encyclopedia for the 21st century’, as the wiki calls
itself, are fast disappearing. 

I would like to again urge any and all involved parties
to contribute - even if it is simply to correct ‘1885’ -
type inaccuracies. Wikipedia entries can be wonderfully

Figure 3: the Discussion, or ‘Talk’ page connected to the entry.



wrong while at the same time being much more 
information rich than traditional encyclopedias or 
even monographs on the subject in question. They do
require the highest degree of criticality from a reader,
but rather than not bothering with participation on 
this basis, we ought to be teaching a process of
metareading to students in the field, and also to 
practitioners. It strikes me that the existing MA 
programmes in artists books and book arts would be 
an interesting place for considered debate on this issue,
and perhaps the entry itself is a place for students to
get their feet wet writing publicly about artists’ books. 

In her survey response Johanna Drucker remarked 
on the difficulties she has had getting people to 
contribute even a basic description of materials for the
artistsbooksonline project. I similarly have encountered
difficulties getting students to contribute to wiki formats
and discussion boards. Perhaps there is also a need for
face to face time to inspire debate and discussion.
Perhaps a panel at one of the upcoming conferences
could be a collective editing session, with live 
participation?

Wikipedia is inescapably a site for dialogue about 
the field - however one may feel about its rigour 
or importance. Beyond this, it is an existing and 
established forum that has to be thought of as both 
a key interface between the novice and the specialist,
and as a space for our developing understanding of
the medium. 

Jimmy Wales, the founder of Wikipedia, has described
the overall project thus (2005): “Wikipedia … begins
with a very radical idea, and that is to imagine a world
in which every single person on the planet is given free
access to the sum of all human knowledge…. The core
aim… is to get a free encyclopedia to every person on
the planet. This means a lot more than just building a
cool website; we’re interested in all the issues of the
digital divide, poverty worldwide, empowering people
everywhere to have the information that they need to
make good decisions.”

It is a great irony that our field, which pivots so 
vigorously on the communicative powers of
publication, seems to have responded so tepidly to 
the medium that defines our age. It’s time more of us
weighed in, enabling others around the world to access
and understand what I think we would all agree is one
of the most important forms in art, communication,
and society at large.

I love the idea of wikipedia: a collaboratively edited corpus of
knowledge. Let’s keep working on it! - Clifton Meador

Emily Artinian makes artists’ books, film, and other 
language-based work with a focus on narrative 
structures, reader reception theory, and the fictional
imagination. She is a Senior Lecturer at Chelsea
College of Art and at Byam Shaw / Central Saint
Martins. 

She is currently developing www.thestreamingbook.com
a website with video interviews and talks by people
working in the book form. 
www.emilyartinian.com
info@emilyartinian.com

Notes
1. Generous thanks to all who responded: 
Charles Alexander, Mette-Sofie D. Ambeck, Sarah
Bodman, Karen Bleitz, Isabell Buenz, Stephen Bury,
Terry Caroll, Gail Carson, Lin Charlston, Jane
Charlton, Steve Clay, Dyana Curreri-Ermatinger,
Jan Fairbairn-Edwards, Nikki de Gruchi, Silke

Dettmers, Helen Douglas, Johanna Drucker, Danny
Flynn, Emily Glancy, Jenny Hughes, Peter Koch, 
Linda Landers, Tobias Lange, Sue Maberry, Colin
MacWhirter, Clifton Meador, Richard Minsky, Sarah
Mitchell, Michael Nicholson, Leah Oates, Daphne
Plessner, Richard Price, Muriel Prince, Jane Rolo,
Helen Shaddock, Simon Woolham, Julia Rossi, 
Julian Rota, Lucy May Schofield, Jen Smith, 
Thomas Sowden, Tony Trehy, and three 
anonymous contributors.

2. This article refers to the Wikipedia entry at the time
of writing, January 2008. By the time of publication
this will likely - hopefully - have added developments. 

3. This refers to the English language version of
Wikipedia. See part three of this article for a comment
on definitions of artists books in other languages. 

4. Note that some contributors wished to remain
anonymous - some comments are thus attributed, 
while others are not.

5. In the idiolect that has sprung up around Wikipedia,
those who specialise in corrections to style, typos, 
broken links etc. are known - pleasingly - as
WikiGnomes.

6. I have personally contributed to the entry a number
of times, by fixing simple errors, by making some 
structural changes, and also adding more analytical
considerations to the definition. For the purposes of
writing this article, I have been content to lurk for
some months, and am resisting making many of the
good changes that have been suggested by survey
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respondents. This is because (a) I am interested to see
how the state of the page changes, if at all, in response
to this writing; and (b) I hope respondents, and you,
dear reader, will make those contributions yourselves!

7. This is not the only work to be done. Because of
criticisms of the unruliness of entries, and anonymity
of contributions, Wikipedia recently set up the ‘fork'’ of
Citizendium, which is based on the Wikipedia model,
but is peer reviewed. As yet there is no entry here for
the artists’ books, and no group set up to create one. 
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Personalising Design Through Book Arts

Tennille Shuster

“Copy these as close as you can without getting us
sued,” directed the Merchandising Manager as he
dropped a pile of store-bought stationery on my 
desk. I had only been working as an illustrator for 
the Florida-based consumer products company for 
two months, and this was only my second job out 
of college. But even with my lack of real-world 
experience, I knew this was not good. 

I had been so excited by the prospect of being able 
to not only design the occasional packaging piece, 
but to actually be paid a salary to design the 
dinnerware, stationery and clothing items that came 
in those packages. The top of my desk was decked 
out with boxes of quality pastels, coloured pencils,
expensive paints and papers, a top-of-the-line computer
with all the latest software and printers galore. These
tools would be used to create what sounds like very fun 
projects. I would spend hours painting beautiful floral
designs for dinnerware patterns. I would take weeks
developing sketches of characters for the holidays,
which I would later apply to a variety of seasonal
home goods and apparel such as table-top décor, 
boxer shorts and ties, and Christmas cards. The ‘Back
to School’ season would find me creating covers for
notebooks and fabric patterns for backpacks. I had
finally made it, or so I thought. 

Besides the questionable ethics at work in the company,
I was growing tired of having my own ideas for 
illustrations and designs tossed aside in lieu of the latest
trends. I knew I could create something more enduring
than cheap knock-offs and more compelling than 
hackneyed redesigns. Of course, at this company, I was
discouraged from using such candid terminology and
instead was encouraged to call our creations “parallel
developments.” 

No politically correct term could mask what was 
really happening in this “Creative Design” department.
We were instructed by merchandisers and the sales
force, to ‘create’ by mimicking best-sellers in the 
marketplace. If a dinnerware pattern appeared to be 
a poinsettia painted with watercolour, I was handed 
the dinnerware and asked to create a poinsettia in
watercolour. Attempts to create original designs were
met with resistance, and inspired images were often
bounced back to our department as “too nice for the
lowest common denominator,” as they referred to 
our target customer. There was no room for creative

freedom, no reward for personal expression, and not
surprisingly, a number of copyright infringement 
lawsuits facing my employers. 

We were sent around the country to travel to numerous
trade shows, but not in an effort to purchase product 
to sell in our four floors of showrooms. We were 
there simply to steal design ideas so we could “parallel
develop” them before they hit the shelves. We were
even given fake business cards to use at these shows,
with fake names, company names and phone numbers
to avoid being thrown out, as the company’s reputation
from years of this sort of unseemly activity had 
apparently preceded our arrival. For a new product
conference weekend in Atlanta, I wasn’t Tennille Davis,
BFA and professional Graphic Designer/Illustrator - 
I was Tina Dawson, Consumer Products Buyer for 
a small South Florida retail establishment. 

It didn’t take long before I quit this job with pleasure.
Although I gladly left the job, I felt I had learned a
hard lesson about being a commercial graphic 
designer. Despite my formal education and true love
for art and design, I faced some serious issues in the
real world. Would my chosen career path limit me to
designing what I was directed by salespeople to design?
Would my livelihood depend on my willingness to
design only what would sell to the masses? Moreover,
were design and true artistic authorship mutually
exclusive? 

Worried that being a designer would require me to
deny my own creative impulses and to abandon any
serious pursuit of artistic expression, I remembered a
pivotal moment as an undergraduate student when I
was instructed to create a book for an assignment. 
I created a basic, codex-bound children’s bedtime 
storybook. The experience of creating a book was very
satisfying for me, and even after I graduated and joined
the corporate workforce, I continued to create the
occasional book as a gift for loved ones. I enjoyed the
process of writing the content, making collages or
drawing the images, and binding the structure. 
I was using type and image integration, as I would
when doing graphic design for clients, yet the content
was completely personal. Sometimes so personal that
only the person I made it for might understand it.
When I would come home from a day of designing 
at the office, I found it especially liberating to create
something so personal.

These books still communicated a message, but were
not concerned with commercial considerations or 
outside direction. I, alone, decided what would appear
in the book, what message would be passed on to the
viewer. I was exercising full authority over my work.
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Years later as a first-year graduate student, I took a
Handmade Books class and was introduced to the 
field of Artists’ Books. I didn’t realise this genre of art
and design even existed before enrolling in this class. 
I learned numerous binding and printing techniques,
gained an understanding for bookmaking materials,
and began creating work that challenged what might
traditionally define a book form. 

Inspired by my experience designing in the corporate
world and my love for bookmaking, I have been
intrigued with exploring the unique graphic authorship
that designers can realise through the creation of
artists’ books. Indeed, by recognising the restraints 
of commercial design and exploring the discipline 
of artists’ books, designers can then achieve true 
autonomy through the creation of books that 
communicate their own personal experiences.

“Artists’ books - using words, images, structure 
and material to tell a story or invoke an emotion - 
may be the purest form of graphic authorship.”
- Michael Rock 1

Graphic designers are trained in the art of
communication, charged with the task of visually 
articulating another’s message, be it art director or
client. When working commercially, it becomes 
necessary to do so with these forces in mind, allowing
these stakeholders to ultimately shape the expressive
nature of the piece. As designers, we possess the tools
and skill sets to create and communicate for others, 
but we rarely utilise our abilities to communicate 
our own personal messages. After years of designing
professionally for commercial, political or social 
agendas, many designers turn to outside disciplines -
painting, drawing, sculpting - creating objects that
reflect an innate need to express themselves 
independently of outside influence. While these 
outlets provide a much-needed forum for personal
articulation, designers need not stray so far from the
discipline of graphic design to visually articulate 
personal experiences. 

Artists’ books have been defined loosely as books as 
art, not books of art. They represent an incomparable
opportunity for designers to assume complete authority
over their own work, expressing something in a way
that is not bound by expectation or compensation.
Artists’ books can serve as records of experience and
information, allowing for a range of visual experiments
not commonly explored through graphic design. 

Personally, I have explored the issues of authorship 
as a graphic designer by creating a number of
self-referential book forms to communicate my own 

experience, without fulfilling any commercial tasks.
Through the creation of self-referential works, 
I believe I have been able to show how, in the words of
Michael Rock, “the amplification of the personal voice 
legitimises design as equal to more traditionally 
privileged forms of authorship.” 1

Historically speaking, it is my opinion that the division
of labour brought about by the Industrial Revolution
served as a major factor leading to the loss of authority
in commercial graphic design. Indeed, relinquishing
control over the printing and binding process limits 
the designer’s authority in the creative process. 
How often do we as designers find ourselves handing
over a disc of files and hoping for the best when our
printed piece comes out of the bindery? It would be
impractical to think of designing, printing and binding
10,000 newsletters, but it is not impractical (although
time consuming and labour intensive) to turn to our
roots as designers to create limited-run, creatively 
challenging and personal works of art that combine 
all of the skills learned throughout our education. 

By re-establishing control over labour, the book artist
will not only conceptualise content and form, but may
run a printing press, execute technically complex folds
and binding techniques, and even distribute their own
work. Not just the content, but the process also deals
with issues of authority. I do not believe we are 
exercising full authority as designers if we employ 
personal content for a piece, then hand it off to 
someone else to dictate the nuances of production.

Although it cannot be found in popular culture as
readily as its commercial counterpart, self-referential
work has been created by graphic designers for a 
number of years. Many designers, including April
Greiman, Sheila de Bretteville and Ellen Lupton create
work that “validates personal content and gesture.” 2

As an educator, de Bretteville “gives projects in which
design serves only as a formal language for expressing
personal values,” encouraging self-reflective subject
matter which connects the student to the content, 
and the content to the form. 2 

Book artists often document personal experiences as
content for their book structures, an example being
Emily Martin’s My Twelve Steps, wherein the case
bound, accordion-folded book opens out to form her
revised version of Alcoholics Anonymous’ twelve
steps... the steps she must take to bear life with an 
alcoholic. Another example is Minsky in Bed, by
Richard Minsky, a contemporary book artist known 
for innovations in connecting form to content. In this
graphic memoir, Minsky reveals the misadventures of
his love life, bound in his own bed sheets. 
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The text and commentary are highlighted by the
author/designer with illustrations and illuminated 
and inhabited initial letters. 3

In the opinion of Peter D. Verheyen (Special
Collections Research Center Librarian, Syracuse
University Library) the craft of fine book production 
is getting lost in the creative interpretations of what
defines a book. I disagree that artists’ books will lead 
us to poor craft and less skilled artists. In fact, I believe
that book artists are not only concerned with master
craftsmanship, but often display exceedingly advanced
craft through the use of innovative techniques and
materials and through the conceptual quality of their
work. That said, I do find it important for a renewed
emphasis to be made on maintaining traditional 
techniques.  

Currently, some book artists will design, hand set type,
run the press and bind their own works, having a hand
in every step of the process. Richard Minsky stated at
the Guild of Bookworkers Centennial Symposium in
2006 that, “artists’ books combine the craft of the
bookworker with the conceptual skills of the artist.”
Personally, I strive to show how artists’ books can serve
as a creative, artistic forum for personal expression,
allowing for authority in graphic design, but also make
efforts to do so with an emphasis on vintage technology
including handset type and letterpress printing.

I have explored a variety of book forms, ranging from
installation pieces to scrolls, to the more traditional
codex-bound book. My book forms focus on the 
documentation of personal experiences ranging 
from dreams I have recorded to singular events that
have shaped my life. These book forms communicate 
events in my life to an audience, with no regard to
commercial concerns. My goal was to show how 
the form of artists’ books elevates graphic design 
to a higher, less transient status than traditional 
commercial-based design through the use of
personal content and the creation of limited 
editions, as opposed to mass-produced design 
that communicates a promotional message. 

47 Dreams is a unique book installation that 
communicates 47 different dreams that I recorded 
over a three-month period of time. The piece is 
created from a variety of handmade papers, adhered
together to create a paper quilt, displayed on a twin
bed frame with a pillow that functions as a dream
index. Each of the 47 quilt squares function as pockets,
enclosing a booklet that can be removed for reading by
the viewer. Each booklet consists of four panels, in an
accordion-folded format. The four panels consist of

1) notes from what I can remember of my dream, 
2) analysis of that dream, 3) illustrations of some
aspects of the dream and 4) my interpretation of the
analysis. The cover of each booklet has been letterpress
printed with a number corresponding to a dream index
which appears on the pillow, so the viewer can pick by
title the dream(s) they wish to learn more about. 
47 Dreams explores issues of authority in graphic design
by functioning as an interactive, self-referential book
form, which communicates my own experiences 
without fulfilling any commercial tasks. By inviting
audience participation, this work encourages 
personal interaction, which serves to reinforce the 
personal content of the booklets. 

Hold My Place is a book made up of sixty inkjet printed
bookmarks, bound simply with one two-inch loose-leaf
binder ring. The content is based on the idea that life 
is a series of defining moments. While I am not sure
why I remember some of the seemingly insignificant
bits and pieces of my past that appear on the pages of
this book, I understand that they create a unique story
- that they “Hold my Place” in history. Creating a book
of bookmarks allowed me to utilise a metaphorical
form; the book can be easily released from its binding
so that a viewer may use a page/bookmark to hold
their place in a book, while holding my place in time. 

The easy-release binding of a single, simple knot also
allows this book to be displayed in a variety of ways,
such as the horizontal, timeline format that was utilised
in the solo exhibit “An Open Book”. The book was
also displayed in its original bound form in a custom-
made book cloth covered box so that the audience may
interact with the piece personally by opening the box,
holding the book and flipping through the pages. 
The personal content strengthens the concept and
allows the viewer a comic reprieve, making the 
viewing process more engaging. 

Another example of work that investigates non-
commercial design in the form of an artist’s book is
Close to Tears. This piece functions only as a display
book, but could easily be pulled from behind the 
plexi-glass protective casing for handling. 
The pages of the book are inkjet printed tissues, and
due to the fragile nature of the material, I thought it
was important to protect the work from being handled
by the viewer. 

In addition to the fragile materials the book is created
from, the casing also protects me from exposing too
many personal details to the viewer. The content of
the book deals with a very emotionally trying time in
my life, and I feel too vulnerable to divulge this 
personal information to my audience. Twenty inkjet
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Above and right:
Hold My Place
Tennille Shuster
Book installation made 
of sixty, individual inkjet
printed bookmarks

Right:
Close to Tears
Tennille Shuster
Book installation



printed tissues dealing with teenage pregnancy are
printed in triplicate and folded into the book cloth-
covered tissue box. The pages can be pulled from the
box sequentially, but because they are essentially loose,
unbound pages, it is not required that they are read in
a sequential manner. The handwritten pages were
manipulated by using an eyedropper to sprinkle water
on them, simulating real tears. The pages were then
scanned in and laid out digitally. The handwritten 
text contrasts the factual type-set information that
appears in the lower, left-hand corner of each page.
The question and answer factoids, acquired from the
Alan Guttmacher Institute, set a generic background 
to the related personal experiences that are detailed 
in my own handwriting on the same tissue. The box 
is titled in the lower right-hand corner, which was 
executed by printing on a tissue and then mounting 
the title on the box with a cloth-covered frame. 

The very personal content of this artist’s book brings
up interesting questions in the realm of graphic
authorship. By not self-censoring, I put myself in a 
vulnerable position, and felt it necessary to restrict the
viewer’s access to the piece, only offering them as much
information as I was comfortable with. In an effort to
walk this fine line, I decided to display the content of
this book behind glass, but reveal bits and pieces of
the information by having one tissue displayed ready
for use, and a number of other printed tissues 
displayed as if discarded around the box, revealing
enough of the content for the viewer to understand 
the concept. To avoid masking the box from view, 
a plexi-glass platform was crafted for the box to 
sit on, while the discarded tissues are displayed 
around and underneath it.

Books, such as the three personal examples above
which document personal experiences and articulate
private feelings and thoughts, expose the creative 
freedom available to contemporary designers in this
ancient, yet flourishing field. Graphic design, as it 
pertains to book design, has existed primarily for 
commercial, educational and/or religious purposes
throughout the ages. But my personal experience 
working in the field of commercial design illustrates
that there is a substantial need for the creative people
working as designers to produce projects that are not
bound by expectation or compensation. This need 
for self-expression within graphic design finds a 
much-needed outlet in the field of book arts.

While mass-produced commercial design garners
attention in its own right, artists’ books find an 
increasing number of venues for public appreciation,
from galleries and museums to collections and 

competitions. Wonderful facilities, such as the Center
for Book Arts in New York, have been developed for
the purpose of educating book artists and to further
bring artists’ books into the public eye. 

The resurgence of the book arts field is still going
strong today, making this an exciting time to be 
contributing to this discipline.

Tennille Shuster’s artists’ books and installations have
been presented in solo and group shows throughout
the United States, including the Bienes Museum of the
Modern Book, Fort Lauderdale; Center for Book Arts,
New York; Utah Museum of Fine Arts; and the Rare
Books and Manuscripts Collection, Yale Center for
British Art, Connecticut. Her work has also been
shown internationally at Knjizevni klub Booksa,
Croatia; Hokkaido College of Art and Design, Japan;
Massolit Books, Poland; and UWE Bristol School of
Creative Arts, England.

Shuster is the recipient of several awards, including
the 2005 Florida Artists Book Prize. Her work has 
been featured in numerous publications, including
American Craft magazine and Time Out New York. 
Shuster earned her BFA at James Madison University
in Harrisonburg, Virginia, and her MFA at Florida
Atlantic University in Fort Lauderdale, Florida. 
In addition to being a book artist, Shuster is also an
educator and an award-winning illustrator and graphic
designer.

Notes
1. Rock, Michael The Designer as Author, 
Looking Closer 4: Critical Writings on Graphic Design.
Ed. Michael Beirut, Sharon Heller and William
Drenttel, New York, Allworth Press, 2002 

2. Makela, Laurie Haycock and Lupton, Ellen
Underground Matriarchy in Graphic Design
Eye magazine, Autumn, 1994

3. Minsky, Richard The Book Art Movement from the 
1970’s Forward and The Book Art of Richard Minsky
http:// minsky.com

51



52



chimaerae verae

Emma Moxey

chimaerae verae: Review Prologue

chimaerae verae is full of contrasts. 

It is layered and multi dimensional. 

It reaches us in a variety of forms, photographic,
filmic, textual, musical and lyrical. 

It presents to us in a variety of styles, liminal, 
sentimental, analytical and methodological, and it
engages with us through a variety of mechanisms.

Most notably, these contrasts enable a variety of
readings, and we are free to oscillate between them,
interweaving a response at both conscious and 
subconscious levels. Herein lies its strength.

To a reviewer, however, it presents a problem:

How should one approach the consideration of such 
a work?
Should it be broken down for analysis, separated 
out into its constituent parts, subjected like a body in
post mortem? Or should we be allowed to dwell in its
liminality, allowing sentiment free rein? 

In the end the problem is solved for us. The potency of
the work is such that we are driven to be multi-faceted
in our response, and so, in a movement toward honesty
and in a bid to balance the poetic and the academic,
this review employs a twofold approach.

chimaerae verae: A Review (1)

chimaerae verae is a precious thing.

Pivoting on its central axis, it spirals us into a liminal,
mythologically textured space: A world laden with
metaphor and defined by dream. Yet, there is a taste 
of melancholy in the stirrings of this dormant world.
Perhaps a longing for that which is buried deep
beneath the soil of our daily existence. 

Contained and concealed; in a box, on a film, within
photographs, in a book, inside a museum, in the past,
behind glass, within sleep, under our consciousness; 
we know immediately the boundary which lies
between, that separates us.

Iain Biggs writes directly of this boundary through the
observation of a child, in Wild Things: At Play:  

“[He] has been granted a glimpse of another world
from which he is now forever excluded. He feels his
chest tighten and his eyes well with tears.”

Opening the box, we are granted this glimpse. 
We see into a shared childhood, a cultural memory, 
an innocence and an imagination.

We take in our hand three small black and white 
photographs, which serve as an introduction, an 
invitation perhaps? Yet they also reaffirm the boundary.
Their scale (suggestive of old family albums), form, and
lack of colour immediately speak of memory and loss.
The photographs picture four figures, none of which
engage the viewer. All are disguised, masked, and 
shadowy, caught in their own worlds, while we the
viewer peer in.

Neither does the film bring us any closer. 
We are made to assume the role of voyeurs, watching
from our rationalised space as we attend the narrative.
Somehow, in our imaginations, we make the link.

The film is set in the ‘mammals’ section of the
Manchester Museum, and we spectators are positioned
at a crossroads. Around us, animals, mythological
beasts, lost or endangered in our contemporary world,
gaze out at us from their displays. Their glazed eyes
take our measure. 

The camera slowly turns, and we are carried 
anti-clockwise, reversing, re-birthing, into the liminal
world. Illuminated doorways, passageways, stairways,
lead out to the four directions. Yet we remain fixed in
the shadowy space, haunted but not alone. At our feet,
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around us, yet just out of shot, lie bodies, children,
each still and cocooned under the covers of sleep. 
As the camera pans, we anticipate an awakening, yet
these bodies do not move. Their stillness accentuates 
a dormancy, their disconnection, and again we are
drawn to think of borders; borders between sleep 
and wakefulness, borders between the conscious 
and the unconscious, borders between the known 
and the not known. Perhaps the bodies represent us; 
our potential, our spirit?

Slowly the film unwinds, it comes to us, unfolding
before us. Dreamtime memory filters in, first crawling
into the shadows and over the architectural structure,
then sweeping into and flooding over the display cases,
recasting their members, reciting and remembering,
until the dreams break free and fill the space. 

The film is delicately edited and layered. Sun-bleached
and mythological scenes, woods, standing stones
(obscured in their white light and dark shadows),
appear and disappear. Masked figures approach, 
commune, scratch out at us then turn back toward 
the film, pick their way through the liminal spaces,
stand silhouetted against the dim sky.

Then the children awake. They too are wearing animal
masks, but the masks do not act as disguises. Instead
they are worn as appendages, suggesting that an
exchange has taken place. The children leave their
cocoons, shed their dormancy, and crawl, scrabble, 
flitter, in and out of shot. At first it seems that they
mimic their animal characters, yet they are not ‘wild
things’, this is not play. Their actions are self-conscious
and restrained, indicating a coming of age, hinting at
the division between child- and adulthood. They are at
the border, in their ‘bearhood’. 

Again we see the boundary; a division far more 
significant than the glass of the display case. 
Instead of wildness, the role-play draws on the 
separated, urbanised representation of animals. 
There is no totemic empathy here. The accompanying
text, Wild Things, considers this in ‘Five Voices: 
A Conversation Concerning Animals’. In this text
today’s children are described as being subjected to
“the dominant forms of a global, Euro-American 
culture that has trivialised, sentimentalised and 
otherwise stereotyped animals”. The text goes on to
question how anyone living in today’s “hyper-
urbanised culture” can empathically relate to the 
animal. The considerations of this text are also picked
up on in the film's soundtrack, which having previously
taken a haunting, strained, melancholic tone, now
resorts to a repetitive whisper in which metaphoric 
animal references are recited. Through this we are 

led to consider the modern animal as a metaphoric,
symbolic and stereotyped beast, submerged and sunk
deep into our common language.

Through the soundtrack, the sound of bird song can
be heard, restoring a gentle calmness to the film. 
The barely audible lyrics resist comprehension.
Instead, like the dreamscape imagery, they exist in 
the liminal world and we relax in our subconscious
knowledge of them. As we settle back the liminal takes
hold. The scene is flooded: A dreamlike woodland 
fills the screen, and in the distance the bear, a female
figure, picks her way, then disappears. Voices whisper
and all is black.

Balancing such atmospheric imagery, Iain Biggs’ text
provides us with a set of ruminations on a theme.
Through these we understand, and can contextualise,
our knowledge, yet they do not outline, frame, or guide
us. Instead, they allow our mind to wander back to 
the film, into the text, into our adjoining and personal
memories, our collective subconsciousness, then back
again to a world of intellectual realism, balancing 
ourselves on the border of several actualities. This
openness allows for ambiguity, and through this the
work references its potentiality; not just of what it may
be, but of what we may become by entering into it. 

How we position ourselves alongside the work is up 
to us. As in the film, some figures lie sleeping, while 
others awake. There is always potential; there are
always borders. 
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chimaerae verae: A Review (2)

Go on,
Go under,
Place yourself in it.

Touch it erotic,
Inhabit and hold it,
Wrap yourself cold,
Then fold and unfold in it.

Masked morphosis,
Crawl on your knees,
Hang for nine in the darkness from suicide trees.

Cloaken, unclothed,
Be captured by sound.
See yourself - 
Wilderness,
Sink under ground.

Go on
Go under, 
Weave open the boxes.

Savage, fantastic,
The Wild Things shall breathe.

Emma Moxey is an artist and arts lecturer. She teaches 
at FE and degree level, specialising in visual language,
visual communication, painting and drawing, and
works with students from a variety of art and design
disciplines, such as 3D design, graphics, photography,
multi-media, and fine art.

Her own work is focused on the exploration of
drawing; its potential in combination with a variety 
of media, and its inherent processes. She draws 
inspiration from the direct experience of ‘place’, 
as well as her wider interests in cultural studies, 
history and comparative religion.

As an active practitioner, Emma has exhibited widely
and has been involved with curatorial projects, such as
the Bath Visual Arts Festival. She is also a member of
Waywords and A Good Black, both artists’ collectives.

chimaerae verae (2003-2006)

This limited edition DVD, box and booklet is a project
which evolved into a collaborative work between 
Iain Biggs and Ruth Jones. Both artists share an 
interest in liminal states and in human-animal border 
subjectivities. Josh Biggs re-edited the museum footage
collected by Ruth Jones to include Super8 material and
photographs shot by Ruth in Pembrokeshire, creating 
a multi-layered film work in which the boundary
between real and imaginary spaces is blurred. 
A hand made box contains the DVD, a booklet of text
by Iain Biggs and three photographs by Ruth Jones.
£35.00
www.wildconversations.isophia.co.uk
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ARTIST’S PAGE CONTRIBUTORS

David Abbott: (Bear Me Away, Page 59) was born in
Hertfordshire, England, but grew up in the suburbs of
Northern Virginia, near Washington DC, in the USA. 
He started printmaking during his undergraduate 
studies in Virginia and hasn’t stopped. Currently living
in Bristol (England) he is a founding Director of Snap
Studio, a gallery, studio and printmaking facility in the
city centre, and chief of operations at Hackleys. 
His work references his eight years in America 
(and subsequent visits) as well as language, signs and
symbols, and the side-salads of everyday life. David’s
influences include signage, road-detritus, modern
American novels, country music and his friends. 
He describes his work as both amusing and serious.

http://www.hackleys.com
studio@hackleys.com

Clinton Cahill: (Take the River, Page 35) is a member
of the Righton Press research group. Much of my
work arises, in one way or another, from a fascination
with how we move from text to image and how this
process reveals something about the condition of both. 
I am interested in illustration as an effect that can
occur between word and picture, and in relation to
drawing, for instance, as an active mode of reading. 

What happens as we embark on a reading? 
What yields, what flows, what resists - in ourselves and
in the text? Where are we? How have we arrived?
Ambiguous spaces and vertiginous thresholds appear
both sides of the page, also boundaries and constraints.
Barriers and open terrain. What holds, what gives? 
We are restrained and released, rooted and suspended
by turns.

c.cahill@mmu.ac.uk

Jane Hyslop: (collection XV.I.MMVIII, Opposite page) 
Hyslop’s work is concerned with her surroundings, 
the natural and the man made, the built environment
and the landscape examining where these two worlds
meet and overlap. She explores industrial history and
documents the evolution of post-industrial sites as wild
plants invade and give these places new life.
The artist’s book offers her a perfect space into which
collections, sequences and narratives can be placed and
she has worked within this area for some time 
producing one off pieces, limited edition printed books

and more lately a mass produced publication.
Jane Hyslop lectures at Edinburgh College of Art 
in the School of Drawing and Painting with specific
responsibilities for artists’ books and printmaking.

j.hyslop@eca.ac.uk
www.janehyslop.com

Bertie Knutzen: (Sail Me To The Moon, Page 4) is a
London-based artist, currently in the final stage of
a Graphic Design degree at Camberwell College of
Arts where she is in the process of producing a new
arts magazine entitled Charm Offensive, due to be
launched in Summer 2008.

In her spare time Bertie enjoys making small artists’
books, watching John Hughes films and running a
thriving jewellery business, Alice and Bert Jewellery,
with close friend Alice Davies.

www.charmoffensivemag.com
www.aliceandbertjewellery.com
Coming Soon!

J P Willis: (Flowers Of Romance, Page 45) created this
page for The Blue Notebook, based around a recent
series of images and a book called The Flowers Of
Romance. In this sequence he has created multi-coloured
mandala type forms realised from weaponry: guns,
planes and knives etc. All mandalas are constructed
from an initial image used in varying sizes and angles. 

These works are part of an ongoing interest in 
armaments coupled with contradictory feelings and
ideas about love, beauty and romance. A variation of
the ‘Romance’ images will be part of a collaborative
show which includes the artist Julian Schnabel, to be
exhibited in New York this summer.

J P Willis is based in New South Wales, Australia. 

willisuwe@hotmail.com
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Maria Fusco is a Belfast-born writer, critic and 
editor. She is Director of Art Writing at Goldsmiths
College in London. Her research interests centre
around the distributive, networks of association and
ensuing cultural seepage that inform and invigorate
contemporary art writing, with a particular interest in
self/independent visual arts publishing. 

She regularly contributes to international visual arts
magazines and journals, edited Put About: A Critical
Anthology on Independent Publishing, also convening an
accompanying conference at Tate Modern. She is the
editor of The Happy Hypocrite a new journal for and
about experimental writing.
www.thehappyhypocrite.org

Susan Johanknecht is an artist and writer working
under the imprint of Gefn Press. She is interested in
the book as a site for poetic and collaborative practice.
Her recent project Cunning Chapters co-curated with
Katharine Meynell, is a series of artists’ chapters 
thematically linked by ideological concerns of ‘well
madeness’, loss and conservation in the production of
art work, using a combination of technologies. It was
launched at the British Library in October 2007. 

A retrospective of the Gefn Press was recently held at
the Bailey/Howe Library, University of Vermont and
this will tour to Louisiana State University, Baton
Rouge, in Autumn 2008. Susan Johanknecht is Subject
Leader of MA Book Arts at Camberwell College of
Arts, University of the Arts London.

Dr Paulo Silveira (b.1958) lives in Porto Alegre,
Brazil. He has degrees in; Fine Art (drawing and 
painting) and Communications, and a PhD in Visual
Arts - History, Theory and Criticism, from the
Universidade Federal do Rio Grande do Sul (UFRGS). 

Paulo is the co-ordinator of the publishing section of
Editora da UFRGS, the author of A página violada,
2001, and regularly writes articles on contemporary 
art and the artist’s book. He is a member (heading the
artists’ books section) of the research group 
Veículos da Arte  - Vehicles of Art.

Buzz Spector is an artist and critical writer. His work
makes frequent use of the book, both as subject and
object, and is concerned with relationships between
public history, individual memory, and perception. 
He has exhibited nationally and internationally, and
has written numerous critical essays and reviews.

Spector was a co-founder of WhiteWalls, a magazine of
writings by artists, in Chicago in 1978, and served as
the publication’s editor until 1987. Since then he has
written extensively on topics in contemporary art and
culture, and has contributed reviews and essays to a
number of publications, including American Craft,
Artforum, Art Issues, Dialogue, Exposure, New Art Examiner,
and Visions. He is the author of The Book Maker’s Desire,
critical essays on topics in contemporary art and artists’ books
(Umbrella Editions, 1995), and numerous exhibition
catalogue essays, including Ann Hamilton: Sao Paulo -
Seattle (University of Washington Press, 1992), and
Dieter Roth (University of Iowa Museum of Art, 1999). 

Buzz Spector is based at the Department of Art at
Cornell University, USA. 

Tom Trusky teaches Book Arts at Boise State
University and is Director of The Idaho Center for the
Book, an affiliate of the Library of Congress Center
for the Book. 

His latest work is michael b- a f inding (Painted Smiles
Press, 2007).

Ulrike Stoltz is an artist who lives and works in
Germany and Italy. Her focus is on books, typography,
texts, drawings, and installations. 

Ulrike is the Professor for Typography and Book Art
and Design at the Hochschule für Bildende Künste
Braunschweig, Germany (University of Art and
Design, Braunschweig). Her current academic 
research project is on non-linear reading in books.

Co-founder and member of Unica T (“a ficticious 
person making real books”) for15 years, until the 
group split in 2001. She has continued in artistic 
collaboration for 20 years with Uta Schneider as usus.
www.boatbook.de

Trans-lation: Dem Möglichkeitssinn Fläche, Raum und Stimme
geben/Lending surface, space and voice to the sense of possibility
a major exhibition of new works by usus: Uta
Schneider and Ulrike Stoltz, was shown at the
Klingspor Museum, Offenbach am Main, Germany,
August 2007. A bilingual catalogue (German/English)
is available, for more info email: usus@boatbook.de





Volume 3 No.1 comes out in October 2008
and includes essays by: 

Linda Newington on John Dilnot 
Tate Shaw  
Sarah Jacobs 
Robyn Sassen on South African artists’ books
Jonathan Carson
Danny Flynn

To subscribe, please visit:
www.bookarts.uwe.ac.uk/bookpub.htm
or email: Sarah.Bodman@uwe.ac.uk 
for a subscription form.

The annual subscription includes: two printed
issues, access to the online colour version, 
an artist’s badge specially commissioned for
The Blue Notebook and some lovely stickers.
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