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THE BOOK ARTS AS A COMMUNITY OF PRACTICE ... I

- In this paper, I explore selected aspects of a critical recent
international study conducted by Sarah Bodman and Tom Sowden
of the Centre for Fine Print Research at the University of the West of
England, Bristol, United Kingdom. Titled A Manifesto for the Book,
what will be the canon for the artist’s book in the 21st century?,
the study consciously places practice at the centre of its research.
As a means of contextualising the consequences of a lack of an
all-embracing definition of artist’s book practice, the focus of this
article is placed on the Artist’s Book Tree (ABTREE) - an interactive
classification diagram of the field of artist’s book production and
publishing. The diagram attempts to establish a basic starting
point for a debate designed to encourage additions, alterations,
reconfigurations and new linkages between the disparate elements
of broad book arts practice. In this way, practitioners in the field
of artist’s book production, as a community of practice, could lead,
guide and redirect attention to any element within the field which
seems absent, incorrectly positioned or in need of linkages to any
other aspect of production or publication. Thus the complexities of
current artist’s book discourse, with a focus on digital and publishing

practices in mind, can be better understood and described.
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Introduction

Perhaps the most conspicuous characteristic of
international artists’ books as a discourse and field
of practice is its lack of definition. In fact, scholars,
artists and publishers alike have gone out of their
way to avoid defining the field. So the thorny question
of ‘what exactly is an artist’s book’ continues to take
centre stage for the participants who work within
the field. Due to this lack of definition and indeed as a
direct result of this avoidance, the field abounds with
examples of work that challenge every aspect of the
convention of the book as a codex form. Performance,
sculpture and, of course, digital and screen-based
forms of the book such as the Kindle and iBook applica-
tion proliferate and, due to scholars’, artists’ and
publishers’ avoidance of defined characteristics, make
bold claims to ‘bookness’ by slipping conveniently
between modes of artistic practice, undefined fields
and lack of categorical boundaries.

This seeming chaos at the heart of the field of artist’s
book production, however, continues to generate
remarkable objects, stimulate relevant and interdis-
ciplinary debate and helps reconfigure academic
programmes around the history and production of
the artist’s book. Perhaps because of this state of
flux, no single group can lay claim to the intellec-
tual property of the field, to its definition, and to
its censuring. Thus, more than ever, international
and local exhibitions of artist’s books are curated
around themes rather than media, and are acceptant
of a vast array of objects which seem to have tenuous
claims to the conventions of the book, especially in
codex form. What this flux also encourages is academic
scrutiny of all aspects of artist’s book production
and publishing. A critical recent international study
that has consciously placed practice at its centre is
the two-year Arts and Humanities Research Council
(AHRC)! -funded research project A Manifesto for the
Book, what will be the canon for the artist’s book in
the 21st century?, conceived and led by Sarah Bodman
and Tom Sowden at the Centre for Fine Print Research
(CFPR), University of the West of England (UWE),
Bristol, United Kingdom (UK).

Bodman and Sowden explore the question of what
will constitute the contexts of artists’ publishing in
the future, given a field that now includes both digital
and traditional artists’ books. From 2008 onwards,
discussion groups, interviews and workshops were
held (see Appendix 1) in order to open debate with

ON MAKING

an international community of artists, educators,
researchers, students, presses, publishers, librarians,
curators, dealers, collectors and others involved in
the field.

In this paper, I explore selected aspects of Bodman’s

and Sowden’s research project as a means of contex-
tualising the consequence of ‘lack of definition’ within

the field of artist’s book producers. The focus, however,
is placed upon the Artist’s Book Tree (ABTREE) — an

interactive classification diagram of the field of artist’s

book production and publishing which attempts to

establish a basic starting point for the debate and

which is designed to encourage additions, alterations,
reconfigurations and new linkages to any other aspect
of production or publication. In this way, practition-
ers in the field of artist’s book production can lead,
guide and redirect attention to any element within the

field which seems absent, incorrectly positioned or in

need of linkages to any other aspect of production or
publication.

The lack of definition and its implications

Book artist, writer and academic Johanna Drucker
(1995:1) states that:

Asingle definition of the... term ‘an artist’s book’ contin-
ues to be highly elusive in spite of its general currency
and the proliferation of work which goes by this name.
Its increased popularity can probably be attributed to
the flexibility and variation of the book form, rather
than to any single aesthetic or material factor. ... Itis a
zone made at the space at the intersection of a number
of different disciplines, fields, and ideas - rather than
at their limits.

Drucker (1995:9) goes on to describe a “desire to
engage with the elusive character of what constitutes
a book ... to seek critical terms on which to examine
a book’s bookness, its identity as a set of aesthetic
functions, cultural operations, formal conceptions,
and metaphysical spaces”. Yet even after the publica-
tion of Drucker’s groundbreaking theoretical and
critical work, writer, artist and editor Stefan Klima
(1998:7) notes that,

Three issues dominated the debate: definition; the book
considered an object and its challenge to a new kind of
reading — the debate’s implicit political act; and, the
desire to challenge an art establishment - the debate’s
explicit political act. Of the three, the work to establish
an acceptable definition consumed the greatest effort.
If it is deemed necessary, it has yet to be established.



And by 2003 Jae Jennifer Rossman, Special Collections
Librarian for the Arts Library, Yale University (2003:1)
states that,

The term ‘artists' books’ is difficult to define. The debate
over the 'true' definition of the term has lasted for almost
25 years. The general consensus is that there is no one
definition. Many other terms are also used to suggest
the same concept: book art, book as artwork, bookwork,
artists’ bookworks, book objects, artists books (no
apostrophe) and there are likely more. While none of
the terms is incorrect (as there is no one definition for
any of them either), the term artists’ books seems to
predominate.

Given this space of flux, which practitioners and
theorists within the book arts have created, another set
of complicating issues is now emerging. Digital forms
of book production and consumption, which include
cellular phones, Multimedia Messaging Services
(MMS) and text messages as well as the iPod® (and
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other MP4-capable) media players, have complexified
the field of data and information publication, transfer,
ownership, copyrightand consumption. Added to this
is the ever-growing field of printed, published and
distributed ephemera which lays claim to ‘bookness’
such as zines, badges, stickers, bookmarks and packs
of cards. Notwithstanding Alexandra Anderson-
Spivy’s (cited by Eaton 1991:xxiv) description of artists’
books’ lack of definition and general open-endedness
as “..its magic”, the field seems in danger of imploding
as the porous boundaries of the existing discipline
further crumble under the ‘new’ threat of digital and
ephemeral cross-border raids.

The ABTREE project

It is into this space of flux and growing uncertainty
that Bodman and Sowden insert their research project,
atthe centre of which are the voices and experiences of
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Fig.1. ABTREE diagram for A Manifesto for the Book. In an arena that now includes both digital and traditionally
produced artists’ books, what will constitute the concepts of artists’ publishing in the future? Courtesy of Sarah Bodman

& Tom Sowdon.
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abroad range of practitioners within the field. It seems
clear that the project responds to particular areas
of uncertainty that forge the fault lines within the
discourse of artist’s book production. These include
but are not limited to:

the untenable classificatory vagueness of the field
of artist’s book production due to a lack of defini-
tion and agreed-to characteristics

how to acknowledge the role of digital technolo-
gies, which themselves have the ability to widen
the fault lines

acknowledgment of ephemeral activities and
objects as well as works that are predominantly
literary-based (an example being Polish-based
book artist Radoslaw Nowakowski’s Liberature)
but which have undeniable visual and aesthetic
elements that concern the book arts

whether artists’ publications rather than the term
artists’ books might not be a more appropriate
title for the field.

The research project was predicated upon Ulises
Carrién’s The new art of making books (1975:[sp])
which begins: “A book is a sequence of spaces”.
Bodman and Sowden (2010a:5) state that,

One of the key points of this project was to try and
include all the book related activity that artists engage
with. To include work that was being produced on, and
exclusively for, digital technologies within the book
arts field, and not leave it floundering uncomfortably
on the edge.

In order to get the research process rolling, Bodman
and Sowden developed an initial classification
diagram of the field, which they termed the ABTREE
(Fig. 1) designed to position and ‘see’ the discipline
thatis generally termed artists’ books within a larger,
more complex and sometimes more ephemeral set of
practices.

This, Bodman and Sowden (2010a:5) hoped, would “be
able to encompass some of those disciplines that relate
to books or hang around on the periphery, perhaps
straddling more than one discipline”. They (2010a:5)
continue that,

we felt thata more inclusive term was needed. Inevitably
the classification was drawn up based on process and
working practice, rather than content. We tried to think
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of atitle that was loose enough to encompass the artists
producing multiples, screen-based work and audio
books, as well as finepress, livres d’artistes [sic] and just
plain old books. In the end we plumped for a Term that
was initially proposed via the online forumii ‘Artists’
Publishing’.

What was soon clear was that participants were dissat-
isfied with the term artists’ publishing as it was not

the inclusive term hoped for. Implying the production

and distribution of multiples, this is not what many
artists do as it seemed to exclude small edition, unique

and one-of-a-kind objects. The term also removes the

word ‘book’ — something participants and respond-
ents are usually unwilling to relinquish. It became

apparent that the most inclusive term was book arts

as it identifies a realm of practice and is a “... more

generous title through the sum of ‘arts’ + ‘book’”,
notwithstanding the connotation many have with the

term which often implies an object “... produced from a

background of little historical knowledge, wrapped up

in the craft of producing a book with scant attention

paid to content” (Bodman & Sowden 2010a:6). Thus

the project concludes that the term book arts has

the potential to be more inclusive of work in “many
guises” as well as possess the capacity to be “... open,
interdisciplinary and flexible enough to allow all who

wish to join a place [with] process ... of secondary
importance” (Bodman & Sowden 2010a:9).

Perhaps the most importantaspect of the study is the
participation of such a broad set of respondents who
activated the practice-led element of the research
project. As the research project unfolded this wide
participation flagged and unpacked further critical
concerns, issues and problems related to ‘seeing’
and ordering the various aspects of the diverse book
arts field of production, publishing and its related
discourses. After discussions around the terms
artists’ books, book arts and artist’s publishing were
resolved, another early concern involved the terms
and structure of the initial ABTREE diagram. Bodman
and Sowden (2010a:5) comment:

What became apparent to us later was that the diagram

was already wrong. As a tree diagram it was too rigid

and too concerned with process. There couldn’t be the

cross-pollination that is often required as an artist —
when you allow the content to drive the process, rather

than the other way around. The diagram was missing

the links between areas that would inevitably be needed

to describe the working practice of many who produce

books. Many who altered the diagram did just that,
adding in connectors across, up and down to bring

seemingly disparate disciplines together.
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Fig. 2. ABTREE diagrams on display at the CFPR, UWE, Bristol during the research project 2008-2009 (Bodman &
Sowden 2010b:182). Courtesy of Sarah Bodman & Tom Sowdon.

While Bodman & Sowden facilitated the multiple
aspects of the research project (see Appendix1)iii over
the course of the two years, participants in various
forums and at various stages in the research project
completed their own ABTREEs — many of which have
been on display at the CFPR (Fig. 2) — in an attempt to
identify and appropriately link the various aspects
of the diverse book arts field of production and
publishing.

Aproblem with the initial ABTREE was that it conflated
very different concepts and terms. An example of this
is the ‘flattening out’ of, and equal weighting given to,
such diverse aspects of artist’s book production as
‘text’ (meaning a book employing text as its major or
only scripto-visual element) and ‘print-on-demand’

(which acknowledges a critical economic aspect of
artist’s book production, publishing and marketing).
Another conflation that needed to be teased out was
the inclusion of the sub-category ‘Flip’ books, which
prioritises a structural device (and where no other
structures such as ‘codex’, or ‘concertina bindings’are
included) as equally weighted with the conceptually
unrelated sub-category, ‘Concrete Poetry’.

What s clearly intended from the outset is the separa-
tion of artists’ books as a field of production from
‘digital’ forms of artists’ publishing. The research
project specifically opens up ‘the digital’ - in all
its manifestations — in order to understand where
software such as MP3 & 4 applications on iPods®
and other hardware might intersect with the artist’s
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Fig. 3. ABTREE diagram revised by Karen Hanmer in which separations are made into three sub-categories: Content,
Methods of Production and Format, and where Ephemeral practices are clearly included as part of artist’s book
practice (Bodman & Sowden 2010b:159). Courtesy of Sarah Bodman & Tom Sowdon.

book and whether and how digital forms might be
accepted as books. Far from any denial of digital
forms in the production of artists’ books (there is a
sub-category for ‘Digitally Printed’ artists’ books), one
of the specific aims of the research project as a whole
is to unpack, in clearly critical terms, how artists use
digital technologies and where spaces can be opened
up for their meaningful inclusion in both practice and
the discourses of artists’ books.

One of the most valuable contributions that the
ABTREE aspect of the research project provides for
the discourses on the book arts is an ability to ‘see’ the
complexities and contradictions in the field so as to
separate, for example, concepts from formal practices
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and production and publishing concerns from the
artist’s construction of content (Fig. 3). Perhaps for
the first time, both an academically rigorous as well
as an artist/practitioner/publisher-centred project,
which places practice at the centre of a set of complex
research questions, has been undertaken.

The research project facilitates deeper discussions
on the relationship between formal concerns such
as binding decisions and their impact on the produc-
tion of meaning, for example, a flip book binding
that facilitates filmic aspects of sequencing and
timing. Yet in order to understand this relationship,
separate categories for ‘bindings’ and ‘strategies for
content development’ first need positioning on the
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Fig. 4. ABTREE diagram revised by members of the Joan Flasch Artists’ Books Collection, School of the Art Institute
of Chicago, in which particular separations are made into two sub-categories: Physical Objects and Digital Objects
(Bodman & Sowden 2010b:107). Courtesy of Sarah Bodman & Tom Sowdon.

ABTREE, whereafter links and relationships between
these categories can be established and unpacked in
discussion. In this instance, in which certain specific
temporal sequencing structures may invoke filmic
traditions, a link on the ABTREE may be made to
certain modes of filmic presentation that digital
technologies may facilitate, without losing reference
to what is generally cited as a critical experience
of ‘bookness’. In this example, this bookness could
be achieved by manually “flipping’ the digital pages
(whether images or texts or both) on a touch-screen
cellular phone or iPod® to which an interactive artist’s
book has been sent or uploaded from a website (Fig. 4).

Digital impacts

Having established appropriate terminology,
highlighted concerns of weighting (which help to
separate concepts and physical forms from one
another so as to minimise conflation and repositioning
categories of practice), some fundamental questions
around the function of books become apparent. I
briefly discuss two of the more important debates that
seem to have arisen from the research project.

The first is ‘the digital’s’ impact on a new way of
reading. The book as a physical object — and this seems
especially so when handling a codex — underscores
sequence as a critical element of structure and
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meaning. However, when Drucker (2003:[sp]) asks
her readers to consider ‘how’ a book performs its
particular actions, rather than ‘what’ a book ‘is’ she
proposes that with artists’ books “the idea is to mark
the shift from the conception of books as artefacts,
or documents as vehicles for delivery of content, and
instead demonstrate the living, dynamic nature of
works as produced by interpretive acts”. Drucker
(2003:[sp]) develops this idea with reference to digital
forms of the book by stating:

The mechanical efficiency of bringing a text or document

onto ascreen space isn’t merely an act of technologized

communication, but is able to be seen and marked as

an interpretive act. The dynamic action encoded in

a codex’s program of text and paratext isn’t merely a

means of interconnecting static elements. That interpre-
tive act, the creation of the phenomenal, virtual ‘e-space’
ofthe codex, produces a work in each iteration. Making

thatfact evident requires vivid, graphic demonstration

of whatsuch avirtual e-space is as an emergent work, as

the effect of interpretation. The capacity of electronic

media to record and display reception histories, to

produce them as an ongoing feature of a document,
may prove to be the single most significant feature

distinguishing e-books from their print precedent.
An interface that creates a platform for interpretive

acts to be noticed as such, called to our attention as

performance.

Bodman’s and Sowden’s findings seems to have a found
aparallel with Drucker’s ‘interpretive acts’. Sequence,
as a defining concept of ‘bookness’, seems bound up
with the practicalities of delivering content in codex
form: it has to be physically as well as economically
manageable and navigable. It seems therefore not
unusual that, since the invention of writing, the
singular tablet, the scroll and the codex have been
the only forms of physical presentation. For artists,
‘bookness’ always seems to imply ‘sequence’ but, with
some interrogation, this seems merely a practical
and historically physical consideration, not one of
meaning, performance or interpretive acts. Bodman
and Sowden (2010a:50) find, in conversation with
the artist Lisa Vandegrift Davala, who uses an iPod®
and digital projection in her book work, that her
relationship with the book is rarely based upon the
mundane notion of sequence but more on “portabil-
ity, immersive experience ... personal transmission
between ‘realms’ and manifesting them with the help
of technology”. Davala (cited by Bodman & Sowden
2010a:52) continues:

Moving to digitally-produced work has perhaps
been most welcomed and accepted in my book work.
I think this has much to do with the acceptance of
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experimentation within the book arts and the constant
re-invention of the medium itself. The concept and very
definition of the book has expanded because we now
have the technology to manifest new visions. ... I didn’t
go into this space thinking that I would use this or that
technology to make a book, but rather that I would do
whatever I had to do to make certain ideas manifest.

This notion of the transference of ideas being more
important than the form in which this transference
takes place has been facilitated by the use of digital
technologies and has liberated book artists from
questions of similarity or fidelity to a sequential
or physical experience of the codex when working
digitally. German artist and academic Ulrike Stolz
(cited by Bodman & Sowden 2010a:29) states:

What I think is very important is that to work with
the computer ... everybody can read everything I send
through the web by email. If Tlook atitin a political way,
the book still has this potential of being out of control.
... I think the fundamental structure is transporting an
ideafrom one place to another ... maybe the way in which
we transport the ideas become different.

For the many respondents and participants in the
research project who feel it necessary for any digital
or technology-enhanced book work to retain some
originary link to the physical book — whether it is
through sequence, temporal/spatial relationships or
through bindings, the immersive act of engaging with
abook’s ‘bookness’ seems paramount. Yet as Bodman
and Sowden (2010a:9, emphasis in the original) state:
“To paraphrase Ulrike Stoltz: The discussion about
artists’ books might end up with a question that Sartre
used to ask Simone de Beauvoir when she started
writing: What do you have to say?”.

The second debate that the project highlights is the
notion of ‘future proofing’ digital data. The Polish
writer and artist Radoslaw Nawakowski (cited by
Bodman & Sowden 2010a:11), who writes Libarature
and hypertext novels on the internet, draws attention
to the rapid change associated with digital technolo-
gies. Those technologies thatare ubiquitous in the late
years of the twentieth-century, such as the CD-ROM
and DVD-ROM, might soon be as obsolete as the floppy
discand VHS cassette and artists need to be mindful of
how their work, both in terms of its coded data as well
as its physical reception, will need to be considered in
the future. Nawakowski (cited by Bodman & Sowden
2010a:19), in response to a question as to whether
updates and transference of data to newer soft and
hardware ruins the original format, context or experi-
ence of how they should be viewed or heard states:



It would be nice to store them somewhere ... to be able
to look at them in 50 or 100 years. So I imagine, in the
case of hypertexts in the New York Public Library, a
room with old computers, and for [my] hypertext novel,
written in 1995, there is a machine from 1995, with the
software from 1995.

Yet it is not only the potential obsolescence of hard
and software of which artist’s bookmakers need to be
aware. Abookwork that explores the issues of internet
instability is Sarah Jacobs’s (2007) Deciphering human
chromosome16: Wereport here.lY This e-book contains
links to approximately 250 websites and its contents
change over time as the websites change, migrate
or disappear. Another example of the instability of
internetapplications in the face of constantly evolving
technology, state Bodman and Sowden (2010a:8), and
one that reminds practitioners of the need to continue
producing physical, tangible work in book form, is the
Domesday Book project, which was

conceived in 1983 as ‘a modern-day equivalent of
the Domesday Book that would harness some of the
potential of multimedia and provide a detailed snapshot
or time capsule of British life in the mid-1980s’. Material
was collected, including 200,000 photographs, 24,000
maps, 8,000 data sets, and 60 minutes of moving
pictures, all to be viewed on a specially developed
videodisc Domesday player, which is now virtually
obsolete. The original Domesday Book (1086) of two
million hand-written words, still survives.

Conclusion

The research project A Manifesto for the Book, explores
the question of what will constitute the context of
artists’ publishing in the future, given a field that now
includes both digital and traditional artists’ books.
The project responds to particular areas of uncertainty
that forge the fault lines within the discourse of artist’s
book production, including a lack of definition and
agreed-to characteristics of what an artist’s book is.
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It also acknowledges the role of digital technologies,
which themselves have the ability to widen the fault
lines, as well as ephemeral activities and literary-
based work; it asks whether the term artists’ publica-
tions rather than artists’ books might not be a more
appropriate term.

This article focused upon the Artist’s Book Tree
(ABTREE) interactive classification diagram of the
field of artist’s book production and publishing and
unpacked the latter as a basic starting point for
the debate that encourages additions, alterations,
reconfigurations and new linkages to any other aspect
of production or publication. Perhaps for the first time,
anacademically rigorous, practitioner-centred project
into artist’s book production has been undertaken.

One of the key points of this project was to try and
include all the book related activity with which artists
engage, especially digital work or work which exploits
digital technologies within the book arts field, so as
not leave it floundering uncomfortably on the edge of
conventional book-making, or excluded altogether.

Inthis paperIexplored ways in which the project facili-
tated ‘seeing’ the diverse and complex field of artist’s
book production and publishing through alterations
and additions to the initial ABTREE diagram by
specific participants. I also unpacked some ways in
which international book artists are engaging with
digital technologies and how these are associated with
immersive and interpretive acts as well as the transfer-
ence of content which may transcend one’s experiences
of conventional codex structures. As a result of the
interventions of a community of practice, Bodman’s
and Sowden’s A Manifesto for the Book, proves to be
one of the most comprehensive positioning statements
regarding contemporary international book arts
practice and which successfully acknowledges digital

i. Established in April 2005, the AHRC is a non-departmental public body in the United Kingdom that evolved from the Arts
and Humanities Research Board, which was founded in 1998.

ii. The online forum is facilitated by Sowden (2010) and accesses the views of 93 group members who discuss and
contextualise traditional publishing formats for artists’ books and also quantify how artists use new technologies as

publishing tools.

iii. The multiple aspects of the research project are available online as downloads for private printing (see Bodman & Sowden

2010¢).

iv. Deciphering human chromosome 16: We report here (Jacobs 2007) uses text in a visual way to document the ethical,
economic, political and philosophical polemics associated with mapping the human genome. This is an e-book which
contains links to approximately 250 websites which cite, quote from or refer to the original article, The sequence
and analysis of duplication-rich human chromosome 16, published in the journal Nature (2004). The e-book was first
published by information as material, as a free download (see Jacobs 2007)
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technologies, with both its advantages and

Appendix 1

disadvantages, as central to the field and its
discourses.

The following information (Bodman & Sowden 2010a) details the scope and extent of the two-year
AHRC-funded research project, A Manifesto for the Book, conducted and led by Sarah Bodman
and Tom Sowden of the CFPR at the University of the West of England, Bristol, UK.

- Artists’ Books Seminar 1 (08/05/08)

How are artists using and investigating new
media for publishing? Where are we going
with this? Where will the books end up?

+ Focus on Artists’ Books, Poland (June 2008)
An interview with Radoslaw Nowakowski
about his writing and books.

- 21st Century Book Group (ongoing)

Created at Artist Books 3.0 in 2008 for

this project by Sowden (2010). The forum

intended to run until July 2009, but as more

members continue to join, it will continue.

The group currently has 87 members, and

has discussed topics such as Artists’ books

or artists’ publications; Defining the book;

Theorising the artist’s book and Phone

books.

Awaiting Transmission text book

(November 2008)

As part of the project, the CFPR invited E.

F. Stevens, in the United States of America

(USA), to produce a phone-based book, as

a series of short, text pieces to create an

artist’s book in six instalments which was

texted to whoever signed up for the free
bookwork. Stevens has allowed uploading
of the texts for viewing as part of the
project archive, Awaiting Transmission.

Focus on Artists’ Books in the USA

(November 2008)

Interviews with artists, educators,

researchers, students, publishers and

librarians, including John Risseeuw who

has been involved in book arts since 1967; a

case study of a model book art centre with

Jeff Rathermel at Minnesota Center for Book

Arts (MCBA) Minneapolis; an interview

with Doro Bohme, Ramon Cartwright,

Andrew Blackley and Elissa Papendick at

the Joan Flasch Artists’ Books Collection at
The School of the Art Institute of Chicago;
an interview with Sally Alatalo — Sara
Ranchouse Publishing; an interview with
Clifton Meador at The Center for Book
& Paper Arts (CBPA), Columbia College,
Chicago.
Investigating the Artist’s Book (ongoing)
Essays and interviews with artists, curators,
academics and collectors including Maria
Fusco (artist and academic, UK), Lisa
Vandergriff Davala (artist, Ireland), Dimitry
Sayenko (artist and publisher, Germany),
Dr Paulo Silveira (publisher) and Dr.
Maria Lucia Cattani (artist and academic,
both Brazil), Victoria Bianchetti (artist,
Argentina), Eriko Hirashima (founder of
La Libreria artists’ bookshop and space
in Singapore), Monica Langwe (artist and
bookbinder, Sweden), Maria White (chief
cataloguer at Tate Britain, UK), Kyoko
Tachibana (artist, Japan), Ulrike Stoltz
(artist and academic, Germany) and Rosa
Tarruella (part of the Barcelona-based
artists’ books group 13L, Spain).
Artists’ Books Seminar 2 (20/03/09)
A report back on the project’s findings
to date, and the series of interviews with
artists working with books. Guest speakers
Barrie Tullett (Caseroom Press, Lincoln)
and Guy Begbie (Hereford College of Arts)
offered their views on publishing artists’
books and teaching book arts.
Artists’ Publishing Part I. Exhibition at
Bower Ashton Library, University of the
West of England, Bristol, UK (01/05/09-
14/06/09)
The first selection of books which formed
part of the New Wave exhibition of artists’
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publishing, shown at the Impact printmak-
ing conference, September 2009. Bristol:
University of the West of England, UK.

Artists’ Publishing Part II. Exhibition at
Bower Ashton Library, University of the
West of England, Bristol, UK(15/06/09-
28/07/09)

The second selection of books which formed
part of the New Wave exhibition of artists’
publishing, shown at the Impact printmak-
ing conference, September 2009. Bristol:
University of the West of England, UK.
Traditional and emerging formats of
artists’ books: Where do we go from
here? (09/07/09-10/07/09)

A two-day conference from 9-10 July.
Bristol: University of the West of England,
School of Creative Arts. Speakers included:
Emily Artinian, Kenneth Butler, Katarzyna
Bazarnik, Paul Clarke, Richard Cox, Bibiana
Crespo, Zenon Fajfer, Angela Gardner,
Andi McGarry, Clare Thornton, Kathleen
Walkup and Julian Warren. Presentations
were made by Francis Elliott of Dark Globe
Enclosed Systems, Baysan Yiiksel’s artists’
books, Angela Gardner of light-trap press
and Katarzyna Bazarnik and Zenon Fajfer
of Liberature publications. All initial
ABTREE diagrams were presented on the
display wall.

Case-studies

The case studies range from simple one-page Q&A mini case-studies to more in-depth interviews
conducted in situ, or over afew months by email during 2008-2009. The project aims for a range
of case-studies with artists, publishers, presses, dealers, collectors, lecturers and students. Where
the subjects produced an altered ABTREE diagram, these have been included in their case studies.

Case-studies include:

Antic-Ham, artist, South Korea

Baysan Yiiksel, Turkey

John Bently, artist, UK

Bernd Reichert, artist, Belgium

Caren Florance, press/publisher, Australia
Wilber ‘Chip’ Schilling, artist/publisher,
USA (as the 2010 Minnesota Book Artist

New Wave - Artists’ Books in the 21st
Century. Exhibition at Impact printmak-
ing conference, September 2009. Bristol:
University of the West of England, UK.
This exhibition of 100 artists’ books forms
part of the project, and was specially

curated for the conference. The exhibition
is archived with an online gallery. The
ABTREE diagrams were also shown as part
of the New Wave exhibition.

Book Arts directory (ongoing)

This directory was compiled as part of

the project. Entries include: Artist’s Book
Galleries & Centres, Public and Private
Collections & Collectors, Publishers

& Presses, Bookshops and Dealers,
Educational & Professional Organisations,
Artists, Artist’s Book Fair Organisers.
Bibliography / further reading

A PDF contains a reference booklist; links
to some online essays; links to examples of
virtual, download, e-books and online book
projects; links to examples of hypertext
works; some useful websites for informa-
tion, societies, artists, creating books and
zines, and POD - Print on Demand publish-
ing is available (see Bodman & Sowden
2010b&c).

of the Year in the prestigious annual
Minnesota Book Awards)

Cathryn Miller, artist, Canada

David Paton, artist and academic, South
Africa

Andrew Eason, artist, UK

Fernanda Fedi and Gino Gini, artists, Italy
Imi Maufe, artist, Norway
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+ Jane Hyslop, artist and academic,
Edinburgh College of Art, Scotland

- John Janssen, collector, UK

- Judy Barrass, artist, Australia

- Karen Hanmer, artist and designer
bookbinder, USA

- Leslie Wilson-Rutterford, artist, UK

- Louise Levergneux, artist, USA

- Lina Hakim, artist, Lebanon

« Lilla Duignan, art student, UK

- Lin Charlston, artist and academic, UK

- Lorelei Clark, artist, Australia

- Malcolm James Enright, artist, Australia

- Melanie Bush, artist, curator/collector, UK

- Mette-Sofie D. Ambeck, artist, Denmark

+ Nancy Campbell, dealer, UK

- Mike Nicholson, artist, UK

- Richard Price, artist and poet, UK

Simon Ryder, collector, UK

Stephen Spurrier, artist, Australia
Amanda Watson-Will, artist, Australia
Wojciech Wegrzynski, artist, Poland
Tim Mosely, artist, Australia

Horst Weierstall, artist, Cyprus
Marian Amies, academic, USA

Longer case studies expanded on core
questions with specific focus on the area the
artist worked in, for example, Case Study

I - an interview with Antic Ham (Seoul)

on Korean artists, Case Study VIII - an
interview on South African artists’ books
with David Paton (Johannesburg), and Case
Study XXXII with Tim Mosely (Lismore) on
Australian artists’ books.
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