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ABSTRACT

This research project aims to reconsider the relevance of art’s objecthood and the sense
of practice by exploring the case of contemporary artists’ books. What does it mean in today’s
art world and economy for practice given art’s practice turn within the post-medium condition
to be presented in tangible forms, such as artists’ books? What does it mean for practice to be
condensed into objects—to be represented, materialized and translated into tangible things?

To address these questions, I integrate critical literature exploring what values practice-
based art proposes (Grant, Bourriaud, Lippard), how those values are valorized, evaluated
and transmitted as value (Bourdieu, Vatin, Hutter), what art objects are capable of within this
context of valuation (Krauss, Graw, Latour, Harman) and how contemporary artists’ books
function as such art objects (Drucker, Ludovico, Carrién). The theoretical inquiry is echoed
and amplified by an empirical inquiry of biographing contemporary artists’ books in actual
situations of production, distribution, commodification and collection. Interviewing various
stakeholders of artistic publishing to understand the objecthood of contemporary artists’ books,
interpreting the collected accounts through situational and thematic analyses and weaving them
with my first-hand observations of artists’ books, I construct a written object biography and
diagrams schematizing the findings.

Through this practice-based theoretical research, I conceptualize the expanded agency
of contemporary artists’ books as translational objects and draw general principles of their
operation. I explore the ways artists’ books, as synecdochic and metonymic rematerializations
of practice, translate the immaterial elements of artmaking into objectified forms and anchor
the impalpable value of art practice. Indicating such an agency, this project highlights
the renewed potential of art objects in facilitating distribution-focused art consumption,
prioritizing art’s accessibility and, furthermore, problematizing the reductive notions of value

prevalent in current society.
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1. INTRODUCTION
1.1. Research Question & Design

Artists’ books—this self-explanatory yet slippery term has been claiming its presence
in the art world since the latter half of the 20th century. As the term itself gives away, artists’
books are books produced by artists as works of art (Bury, 2015). However, their implications
are not as straightforward as the surficial definition. Artists’ books are expanded things that
can hold multiple layers of status. Being objects, they are also projects, an art form, a medium
and readily tradeable commodities. They are concrete yet permeable, constantly evolving and
circulating. Rather than being isolated objects to be displayed in museum vitrines, they are an
objecthood, a “state of mind” (Lucy Lippard in Lyons, 1985, p.56) and artifacts of “process-
driven ethos” (Temporary Services et al., 2018, p.18) that can be held and experienced. This
research focuses on such an intersectional (Phillpot, 2013) identity to learn what the resulting
agency of artists’ books achieves in the contemporary art world.

More specifically, this research explores the agency to prove that artists’ books play a
notable role in representing artistic practice and anchoring its value in socioeconomic terms.
Artists’ books came to a rise in conjunction with the neo-avant-garde and conceptual art from
the 1950s to 1970s, carving out a distinctive space for self-expression beyond the institutional
systems of valuation (Lyons, 1985; Yonemura et al., 2021). Being printed matter—multiple,
portable and distributable—artists’ books quickly charted a new domain of communicating art
that was unprecedentedly decentralized and far-reaching (Bury, 2015). Moreover, operating
as independent initiatives, the production of artists’ books has evolved into a genre of self-
publishing (White, 2012), where individual artists or small collaborative groups autonomously
assume multifaceted roles as “author-editor-artist-designer-printer-publisher” (Temporary
Services et al., 2018, p.4), erasing the traditional border between authorship and valuation.
Witnessing this, artists have begun to view publishing as an artistic practice (Gilbert, 2016),
which entails not only an indie project of bookmaking but a durational “act of gathering a
public” or “collective moments of engaging” (Temporary Services et al., 2018, p.14), during
which they “prioritize process over product” Romberger et al., 2021, p.13). In other words,
artists’ books in today’s art world have come to signify a new way of doing art and an alternative
scheme of valuating it.

In addition to the contemporary significance of artists’ books, today’s overarching
context where all our systems—social, political, economic, cultural, communicative,
intellectual, etc.—have become dematerialized adds weight to this research project. The
accelerating technological development drives today’s world to operate at an incredible speed
(Virilio, 2010), which causes bodies to fragment, and art to lose its physical sites to occupy.
Now, “the body exists everywhere, but at the same time, nowhere™ (JY. Kim, 2024, para.25).

Along with this irresistible stream of change, art has taken its practice turn (Schatzki et al.,

1 Translation from Korean by the author. The original text is: “22|2| =2 O{C|0j|Lt AZ| 2+ O{C|Of| = It



2001), or “the shift away from the artwork or medium, and toward open-ended actions,

series, processes and projects” (Boon and Levine, 2018, p.12), redefining its ontological tie to
material conditions. This has led the value of art to reside significantly less in the immediate
materiality of the object, especially within the current system of consumption that relies heavily
on knowledge-based, intangible transactions, erasing the relevance between the objective

status of things and their value (Kaufmann, 2011; Zein, 2019). Thus, this makes us wonder
even more whether artists’ books, which are most often physical objects, are a viable and
successful format for embodying artistic practice. Considering all the above, what does it mean
in today’s art world for practice to be presented in a bodily form, such as artists’ books? What
does it mean for practice to be condensed into an object—to be represented, materialized

and translated into a tangible thing? To answer these questions, I investigate artists’ books as

a unique cultural intersection where constant negotiations between the books’ intersectional
identity and the swinging materiality of art occur. Doing so, I attempt to propose a renewed
relationship between the objecthood of art and the contemporary sense of practice, considering
rematerialization of dematerialized practices an economic task to claim their value.

Various research within the fields of art history and cultural studies have explored
artists’ books, but the existing scholarship primarily focuses on their historical evaluation
within the development of Fluxus and conceptual art (1960s-80s), their formal analyses as
art objects, categorizing artists’ books within library or archive collections, and debates on
the fate of printed publications in the post-digital era (Drucker, 1995; Klima, 1998; Chappell,
2003; McDermott and Dunigan, 2013; Phillpot, 2013; Morrison, 2018; Hildebrand-Schat et
al., 2021). Very few have paid attention to the contemporary presence of artists’ books since
the 2000s and their significance in terms of their position within the economy of cultural
production and consumption.

Existing studies on art valuation are also expanded through this research. Many
researchers have tackled the issue of measuring and expressing the value of artworks for
transaction, but most of them view the issue from purely economic and philosophical
standpoints, isolated from the social realities of the art world (Throsby, 2001; Boltanski and
Thévenot, 2006; Beech, 2015; Duran, 2016). Moreover, when approaching the issue of art’s
valuation by analyzing the cases of specific art forms, studies have focused heavily on paintings
or other traditional forms of visual arts (Velthuis, 2003; Hutter and Throsby eds., 2008; Rubiao,
2018; Radermecker, 2020), which signals a strong need to diversify the subject of such studies
to reflect today’s art scene that encompasses interdisciplinary and post-medium (Krauss, 1999)
practice-based works.

Departing from these limitations, I take a materialist approach informed by various
cultural and social theories to empirically test the idea of capturing the value of practice
by translating them into the specific objecthood and form of artists’ books. First, I review
theoretical discourses of art history, material culture studies, sociology, cultural economics

and art valuation to solidify the concept of artistic practice and explore the implication of its



object representation to the economy of art, specifically regarding the case of contemporary
artists’ books. I integrate critical literature exploring what values practice-based art proposes,
how those values are valorized, evaluated and transmitted as value, what art objects are capable
of within this context of valuation and how contemporary artists’ books function as such art
objects.

The theoretical inquiry is echoed and amplified by an empirical inquiry of biographing
contemporary artists’ books in actual situations of production, distribution, commodification
and collection. Interviewing various stakeholders of artistic publishing—artists, designers,
curators, editors, publishers, distributors, retailers, collectors, archivists and librarians—
to understand the objecthood of contemporary artists’ books negotiated throughout their
ontological operations from conception to consumption, interpreting the collected accounts
through thematic and situational analyses, and weaving them with my first-hand observations
of artists’ books, I construct a written object biography and diagrams schematizing the findings.
Doing so, I closely observe the books’ journey through real sites and situations, and inquire
into the contemporary conditions of artistic publishing and the position of artists’ books in
art’s transaction. I define this practice-like element to be a form of practice-based knowledge
production driven by the methodology of object biography, which views objects as social
actants with their own life trajectories and interactions with the human world (Kopytoft, 1986;

Gosden and Marshall, 1999; Joy, 2009; Hodge, 2017; Wisher and Needham, 2021).

To recapitulate, this research project addresses the following central question:
RQ: What relationship do artists’ books establish between the objecthood of art and the

contemporary sense of practice, particularly in the socioeconomic situation of art valuation?

To answer the question, I have taken the following steps to generate, analyze and
present data:
OB1-1: Analyze discourses from the fields of art history and aesthetics to understand what the
practice turn in contemporary art implies in terms of art’s objecthood and materiality.
OB1-2: Define what makes artistic practice valuable—namely process, labor and generation of

meaning—to understand what valuating artistic practice involves.

OB2-1: Analyze discourses on art valuation to understand how it is philosophically, socially
and economically facilitated, and what it suggests for practice-based art.

OB2-2: Analyze discourses on the idea of art object to understand what its agency achieves,
particularly within situations of art’s valuation and transactions.

OB2-3: Analyze relevant conceptual cases that speak for what rematerializing artistic practice

into an object entails and implies.

OB3-1: Analyze discourses on books as cultural objects to understand the core of the agency

10



artists’ books hold.

OB3-2: Analyze discourses on the modern history of artistic publishing and the repercussions
artists’ books have had in the art world.

OB3-3: Visit the De Appel Archive to study primary sources on Ulises Carridn, an exemplary
artist who produced numerous artists’ books and theorized artistic publishing during the 1970s
and 80s.

OB3-4: Analyze discourses on the contemporary status of artistic publishing and artists’ books

to understand their position after the practice turn of art.

OB4-1: Conduct interviews with stakeholders of artistic publishing to gain empirical insight
into the subject.
OB4-2: Transcribe, translate (when necessary) and edit the collected accounts.

OB4-3: Analyze the accounts using thematic analysis and situational analysis methods.
OB5-1: Construct an object biography of contemporary artists’ books based on the voices
collected from the interviews and my own experience throughout this research project to
highlight the books’ agency as translational objects.

OB5-2: Schematize the narrative of object biography in original diagrams.

OB6: Elicit key findings from all steps and recapitulate.
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1.2. Definition of Terms
This chapter outlines the operational definitions of major terms used and interrogated

throughout the dissertation to scope their conceptual boundaries.

1.2.1. Practice

The idea of practice can be pluralist and “can lead beyond the boundaries of art”
(Boon and Levine, 2018, p.13) into science, politics, religion, sports, self-care, etc. However,
the discussion of practice most relevant to this research is within modern and contemporary
art, which tends to blend the term’s meaning in all aforementioned disciplines—political
transformation, professional activity, to discipline, rehearse or train—and signify “the shift
away from the artwork or medium, and toward open-ended actions, series, processes, and
projects” (Ibid, p.12). Practice is and is what results from this recent state of art where the
distinctions between making and doing, art and life, are blurred, and where art resorts to the
idea, creative process, contextualized meanings and artistic effects to claim its status (Koren,
2018; Sansi, 2020; Irvin, 2022). On such a note, practice redefines art’s ontological tie to
material conditions, making the immaterial intentions behind the formal qualities have as loud
a voice as object-based outcomes in telling the work’s significance (Morris, 1969; Krauss, 1999;
Grant, 2017; Park, 2019). This research zooms in on this moment of departure to interrogate
what art’s practice turn means for the art objects—their permanent devaluation or renewal of

agency.

1.2.2. Object & Objecthood

Object is another ambiguous term used and discussed in various fields, but in this
research, it refers specifically to the art object or a thing to which a specific action or feeling
is directed; a tangible thing that can be observed or experienced by a human subject; a
manifestation of abstract ideas and intention, specifically within the context of art (Hudek,
2014; Harman, 2018; Han, 2022). In particular, this research project focuses on “the object’s
impact on the subject” (Hudek, 2014, p.16), or what an object can achieve in its interaction
with human subjects through its agency as a nonhuman actant in socioeconomic situations
(Latour, 1994, 1996; Reckwitz, 2002; Clarke et al., 2017), especially regarding the case of
contemporary artists’ books. I consider that such an agency originates from the object’s
objecthood—the state of being an object—which encompasses its dialogue with the diverse

aesthetic, cultural, historical and intellectual significance.

1.2.3. Valuation

Valuation in this research refers to “any social practice where the value or values of
something are established, assessed, negotiated, provoked, maintained, constructed and/or
contested” (Doganova et al., 2014, p.87). In a sense, it is a concept that combines valorization
and evaluation. Valorization is the act of producing and ascribing value, while evaluation is the

assessment of value (Vatin, 2013).
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1.2.4. Translation

Translation in this research refers to the particular agency of objects or the operation
that rematerializes and objectifies dematerialized practice in observable terms to reify its
value. Thus, translational object refers to the object that performs the translation, and object
translation refers to the translation facilitated by the object. This research suggests that this

translation can occur in various modes that develop within the object’s objecthood.

1.2.5. Artistic Publishing & Artists’ Books

Artistic publishing is an umbrella term that refers to any artistic practice that uses
publishing as the medium or conceptual site. The format of produced publications may vary—
book, magazine, zine, pamphlet, catalog, etc.—and is not a parameter of defining artistic
publishing. The practice of artistic publishing reflects and embodies the artist’s intention in the
act and product of publication. When publishing, the artist can have various collaborators—
designer, printing technician, editor, curator, distributor, retailer, etc.—who play roles along the
value chain of publication from production to distribution.

Artists’ books are books published through the practice of artistic publishing. The
first use of the term is often traced to 1973 when curator Diane Perry Vanderlip organized an
exhibition of books made by artists entitled ‘Artists Books’ at Moore College, Philadelphia
(Yonemura et al., 2021). Ever since, the term has been a topic of debate between artists,
curators, scholars and librarians who attempted to pin down its categorical definition. For this
research, I have chosen to refer to the definition by Stephen Bury, a former librarian of Chelsea
School of Art (now Chelsea College of Arts, University of the Arts London) and current Chief
Librarian of the Frick Art Reference Library in New York. According to Bury, artists’ books are
books produced through the artistic practice of publishing, “over the final appearance of which
an artist has had a high degree of control; where the book is intended as a work of art in itself”
(Bury, 2015). In other words, artists’ books are publications produced through autonomous
initiatives led by artists as part of their artistic practice. Among artists’ books, this research
focuses on contemporary publications produced after the 2000s. Furthermore, although this
research is more closely concerned with artists’ books as physical objects or printed matter,

they can also be published in digital formats such as e-books and downloadable PDFs.
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i socioeconomic situation of art valuation?

ST T T T T ~
N

o < ' ! Process & Labor
Dematerialization 1~~--____-- -TNaL Pt

Literature Review

Art’s Objecthood ’:Agerwy of Objecj_\l_ > (e tar -~~.
& Valuation O~ e AN Value Reflectio 1

{_Artistic Publishing,>=~ """ "= ~P . s
S ’ ublishing as Practice
S - -1 Artists’ Books ' >~ s -

Book as Art Objects

. Semi-Structured Interviews
Practice
Object Biography ~ ,_____________]
1

Artistic practice is rematerialized through object translation.
Contemporary artists' books offer four modes of object translation.

Discussion P ’
Contemporary artists' books in economic situations reveal value inflections. }
Contemporary artists' books set new paradigms through value reflection.
C Summary of Findings )

Conclusion

( Notes for Future Studies )

[Fig.1] Research structure diagram.

Chapter 1 focuses on situating the research project within its historical, contemporary

and theoretical contexts. I deduced the central research question and defined key terms that

will be conceptually interrogated throughout the dissertation.

Chapter 2 consists of four sub-chapters that present theoretical explorations hinged to

one another. Chapter 2.1. Art as Practice discusses the nature and transdisciplinary impact of

practice turn on the contemporary pursuit for knowledge (2.1.1. Defining Practice Turn [p.18]),

how the practice turn unfolded for art (2.1.2. Art’s Practice Turn: From Dematerialization

to Participation [p.22]) and what makes art since the practice turn valuable (2.1.3. The (Im)

materiality of Practice: Process & Labor [p.33]). Chapter 2.2. Valuation of Artistic Practice

dives into the conceptual definition of valuation and how it is operated as a social system (2.2.1.
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The Social System [p.41]). It then moves on to the issues that add complexity to valuating

art in practice form. The slippery nature of pricing art, how some artists have resisted the
commodification of art and the possible discrepancy between proposed value (production) and
perceived value (consumption) are discussed (2.2.2. The Economic Trouble [p.44]). Chapter
2.3. Art’s Objecthood & Valuation suggests that although art has taken its practice turn and

the art object is largely dematerialized, it may still be necessary to reconsider what offering art
in object form can achieve, especially within the context of valuation (2.3.1. Rethinking the
Object: Object’s Agency [p.49]). I then suggest how the dematerialized art can be rematerialized
into objecthood, exploring relevant mechanisms such as documentation, art conservation

and intermedia translation. The chapter culminates in the proposal of an original concept—
object translation, which is when artistic practice undergoes metonymic and/or synecdochic
rematerialization into object form (2.3.2. Rematerialization of the Dematerialized: Object
Translation [p.52]). Chapter 2.4. The Book as Art Object zooms into the potential of books—
artists’ books, in particular—to be translational objects. The chapter begins by exploring the
objecthood of books as artifacts, tapping into major characteristics of books as a universal
cultural form (2.4.1. The Objecthood of Books [p.63]). I then trace a short history of how artists
have utilized and interpreted such objecthood of books (2.4.2. A History of Artistic Publishing
& Artists’ Books: 1900s-1990s [p.69]). Lastly, I analyze artistic publishing in today’s context and
show how it has evolved in parallel to the overarching practice turn into pursuits for democratic
and postcapitalist ideals (2.4.3. Publishing as Artistic Practice [p.84]).

Chapter 3 turns to the design and operation of the practice. Chapter 3.1. Introduction:
Practice-based Knowledge Production [p.91] explains the motivation and justification for
including a practice-based element in this project and introduces myself as the practitioner-
researcher (3.1.1. Positionality Statement [p.94]). Chapter 3.2. Data Collection: Interviews
[p.97] walks the reader through the process of preparing for and conducting semi-structured
interviews with various agents of contemporary artistic publishing. Brief introduction to the
participants follow (3.2.1. The Interviewees [p.103]). In Chapters 3.3. Data Analysis 1: Thematic
Analysis [p.109] and 3.4. Data Analysis 2: Situational Analysis [p.142], I analyze the field texts
collected through interviews and deduce major themes and paradigms that delineate the
topography of contemporary artistic publishing. Lastly, Chapter 3.5. Object Biography [p.146]
includes a methodological introduction and both the written (3.5.1 [p.150]) and visualized
(3.5.2 [p.173]) versions of the narrative of contemporary artists’ books in the real social world at
moments of valuation.

Chapter 4 [p.178] is a comprehensive discussion in reply to the central research
question that invites all analytical and empirical findings to the floor. For the convenience of the
reader, major points of discussion are highlighted as sub-chapter headings.

Chapter 5 closes the dissertation with a brief recapitulation of findings by chapter (5.1.
Summary of Findings [p.193]) and reflective suggestions for any future studies that may refer to
this project (5.2. Notes for Future Studies [p.200]).
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2. THEORETICAL FOUNDATIONS
For this project, I bridge various fields of literature to solidify the theoretical

foundations, particularly positioning myself between the domains of cultural studies and
socioeconomics. Primarily, I explore cultural theories on artists’ books and artistic publishing
largely in conjunction with print culture studies. I survey the evolution of the art object and its
agency in parallel to major artistic movements since the 20th century until present. As one of
the major contextual factors to these movements, I examine art’s practice turn, which is deeply
connected with the ideas of artistic process and labor. Lastly, to understand how art as practice
can be valuated in object form, I look into theories on valuation, commodification, art field and
market, and art’s value.

The diagram on the following page visualizes my focus area across these fields by
mapping out thematic keywords and major thinkers. I created the diagram in April 2023,
during my second year into this project. The style of the diagram was largely inspired by the
project ‘Dynamic Literature Mapping: Typography in Screen-Based Media’ (Joyce S. R. Yee,
2003).

16



_ -
—~
-
-~
—
-~
- (z007) pnewinog «
-~
- ,S2119Y3say |euolie|ay,
-
-
Ve

- (1Z07) Aenny «
s (6107) UaPSIE 73 BPIOON +
4 107) 031r0pn «

(6007) seydns «

ERTIBIE N [=IbTe]S

(Z107) sannbg 7 Aewinyy .
(z861) uorureq -

(1202) (5P2) 1€ 32 JeLps-pueiIqapy 1IN2J1) UOIIEDIUNWIWOD,

(6107) Aung -

(£107) UEBIUNG B HOWICPW «
(6002) seyding «

(£661) 12pnig

,|enbia 'sajuld,,

(£102) 42104 «
weiBeiq e seyoog,

(0107) uewpog -
(8007) uoydn -

| T

(L661) pnuq «
(5£61) uoused sasin «

JSHAomyoog,

(6661) 1sInybung 3 [addey «
(£861) Uoswel «
#3141 [elisnpul,

(1207) 08yz «

(£107) 2BpoH «

(6661) lleYsieW B Uopsoo «

(9661) owkdoy «

(1207) po0D 7 einwaUoL +

‘wreIderp aInjeIdIy 2100 [¢81]

(7102) 2pIepm -
,UonuaNe JO UonezZIjiqow paseq-133(0id,

(£107) vewpog «
(1102) e1onBIRH «

(5102) e 12€)2) «
(5£61) uouIe) S3si|N «

JAB33ens [einynd,

07) 1IN - /

(£107) s23eg - (€200) (5P3) 3 wir
(Z102) uopaapm « / (2202) 2141
(1207) 9po0D 73 BINUIRUOA
JUNIPSN-BIBIN, / po) e 19 JoBIaquioy
/
/ (€102) upsefsaq «
(6102) king - / 3DN3S3dd
(8107) 0>1h0pn «
oz reiog - / AdVHOdWILNOD
(£661) 125pniq -

wio4 xapod ay |

Il syoog sisiy

(9661) noteT «

(€102)
Sunsefqosey, | /

| AdOLSIH

(0107) UapMOs 3 UBWIPOg

(5107) hing +
(7102) 1M +
(€102) 30d|j1yd -

“|@ 32 oUW +
S661) 12pniq -
(5861) suoky -

(¥102) "[e 3@ eAoueboq «

(£107) uneA «

(£107) esaluny pue uossaboH +
(pE61 'EL61) Aomaq «

AN
AN
AN

\ uoienjep

(5107) 1232 [3uy Ui sonng « \
(1107) ‘1032 1seney «
(6002) Hrels - \

uonejsuel] anjep, \

uonenjep 1y

(£102-9261) 196233 Aeysno -
(£102) (p2) 1261
(6007) uos|im-uekig «

Sijomuy, |

-~
-~
~
~
(7102) 2piem + ~
(€107) wiypsunez « ~
~
LAN[eA Jo Annidafgns, ~
~
\ ~
(€107) unep « ~
(£007) SINWIA + ~
(2661) 00M - N
LWISIUBYIIA 91id,
4UOREZI[BI>0S DROIWRS, <€—
(6107) 1ou2pay «
(£107) PAOIT B pieYenII] «
(£100) 1232 pite -
49NO[ JO JoqgeT,
07) 42299 - A/
07) e «
(6002) uosi-uekig - (1107) uuewyney .
(6007) uosm-uekig «
JogeT d1siiy ,10GeT [en}d3||33ul,
(9007) 10U2A3YL 7 Pfsuelfog -
007) 1K
(€66 1) Na1pInog «
o liacl (1207) KajpeH «
(£661) naipinog «
(6107°2102) Y22 + PHOM/PRIH LY g

(9107) ueing -

,JogeT1oensqy,

,SBLIBIPALLIDIUY [eIn)jnD,,

(21
\ (5102 "£007) Aing - ﬂﬁw@_ﬂww i | (2002) unze -
—— AydeiBoig 198[q0, (8661) ewy - P (5002) %_%&wmﬂﬁuﬂhx :
\ NOILLINI43d D — (6002) uosiu-uekig - / Joqe| Jo uor m:w_.
\ 1VYDIHOD31VYD ppulichemdy 5592014, / «A0qe] eusl|y, 00D UBIE -
\ (1002) "I 12 DHZIRYDS / (6661) ouopy «
(2007) ZIMNP3Y « (9861) smpe - LMY Jo >Eo:ou:<=
,A3[q0 dljoquiAs, ,uany dndeld, /
uonnqguasig 1y (8107) yal -
(5102) 1832 e2D U eyelg -
® _wMomMBMN (€661) (p2) uma1-biaquia)y « (z002) Buiqqy -
(5102) AN YWOW - (#102) 4oPNH « 2) _“_.U m;& se H‘_< LUSUIUSIRINDQ, LAwouods ayy Jo |e1usq,
(9007) uoseay « (8661 1129 +
(2002 '9661 ¥661) 1no3eT -
uolejuswndo
(6102) fe 32 uosme1 « HOREY dn Ll et \ (4102 ZL07) UM +
(€107) ozees « ” >u:wm<= \ (1202) (sp2) ‘[ 32 12biaquioy « (5861) SUOKT (0707 '9107) UaLIEH «
(£107) vosuaine (6100) uoZ « (1002) ing
Lsaidnnpy onesdowsq,
Somuy Buibueyd, N oroapen - 4 1SRN a LSoldniniy sisiy,
(e£61) preddy N LUOReZIeLReWY,
(9107) UaleH « (8961) 42jpueyd pue pieddiy. N
(9107) ueing -
(9961) SBBIH IO - (€961) s2unpew « (8107) Us10Y - (5002) uabiagsurg - (z207) Memais «
N LIpaWIai|, <———— ,snxnj4, (e261) preddy + uonezielsjewssg (£007) SR « (zzot) sepeL -
N (6961) SHIOW « (9861) teinpeddy « (¢002) hing - P
~ (500Z-€€61) UUBUISAZS PleleH « LSO¥S1ME, P 3IAIT, P
~
N (6661) ssnex - \ uonedyipowwon -
~ LUOIPUOD WNIP3N-1SOd, <—— P
S o P
- ~
- ~
= ~ -~ - =~ - -
~
~ - s3lanls 1viniind _ - ~ SJIWONOD3I0ID0S -
- — . _ -

Y3¥VY SND04 AYVANOD3IS

V3¥Y SND0d4 A¥YVYIWIYd

Y3¥Y SND04 AYVANOD3S




2.1. Art as Practice

According to Dieter Roelstraete, current curator at the Neubauer Collegium for Culture
and Society at the University of Chicago and former curator of Documenta 14, when we discuss
art today, instead of artwork as an absolute or singular entity, we think of “a hazy nebula named
‘practice’” (Roelstraete, 2010 quoted in Boon and Levine, 2018, p.13). Now, when we look at,
for instance, painted canvases, stone sculptures, carved wood, framed prints or woven textiles
displayed in exhibitions, we are also made aware of what is not physically there: the artist’s
positionality, the process of making or the holistic situation that led to what has been put in
front of us. In other words, the horizon of art has moved on from the ontological adhesion
between it and its material objects to self-defined groupings of activities and information under
the umbrella of art. This paradigm shift can be condensed into the concept of practice turn. The
current chapter digs deeper into what art’s practice turn entails and attempts to understand its

fundamental impact on our idea of art and its value.

2.1.1. Defining Practice Turn

First and foremost, it is important to recognize that practice turn does not pertain
solely to art—rather, it is a transdisciplinary phenomenon that has been challenging traditional
approaches to knowledge production since the 1980s (Schatzki et al., 2001). Theodore R.
Schatzki, Professor of Philosophy and Sociology at the University of Kentucky, writes in his
introduction to The Practice Turn in Contemporary Theory (2001) that “[v]aried references to
practices await the contemporary academician in diverse disciplines, from philosophy, cultural
theory, and history to sociology, anthropology and science and technology studies” (p.10).
Schatzki goes on to emphasize the breadth of issues the “practice approach” (Ibid, p.11), or
the mode of research that interprets the world through the lens of practice, is concerned with.
He writes that practice theorists from a wide array of backgrounds are united by the belief that
human phenomena such as knowledge, meaning, action, art, science, power, language, social
institutions and historical transformations are embedded with practice and its ethos. Simply
put, practice constitutes a total nexus of fundamental human activities.

What it means to take the practice approach, then, would be to understand these
human phenomena as praxis. The idea of practice can be traced all the way back to the
philosophy of Aristotle, for whom praxis (the Greek word for practice) means “an action that
is valuable in itself” (Boon and Levine, 2018, p.13). Rooted in Aristotle’s ethical and political
philosophy, praxis refers to a “self-shaping” (Ibid) action accompanied by the person’s moral
deliberation and the value-conscious making of decisions (Markus, 1986). Praxis is also
distinguished from different types of actions, among which poiesis, most closely translated
as ‘production); is the most prevalently discussed opposition. Unlike praxis which claims its
self-sufficiency as pure action, poiesis is more focused on a specific end goal of making things for
pragmatic reasons (Ibid). According to Giorgio Agamben, Professor of Philosophy at the Accademia
di Architettura di Mendrisio, various attempts in the modern and contemporary era to recognize

human phenomena “have remained anchored to this interpretation of praxis as [human] will and
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vital impulse” finding its immediate expression in an act in contrast to the idea of poiesis as a mode
of action validated by its products (Agamben, 1999, pp.70-71). Such a juxtaposition between poiesis
and praxis is perhaps the aptest for capturing the difference between art before and after the practice
turn—before, art was to produce things to be called art; now, the practicing of art serves itself as
purposeful actions representing human judgment and pursuit of value(s).

This basis of practice that it is a social activity by human subjects built upon the reference
to both oneself and the surroundings may explain why we focus so much on various conditions of
contemporary art when discussing it—the process of making, the artist’s background, the work’s
contexts, presentational settings, etc. Art is no longer in a vacuum of pure aesthetics or praising the
singular genius; art of the practice turn is in constant interaction or negotiation with the external. As
the philosopher and political theorist Louis Althusser asserts, practice points “to an active relationship
to the real” (Althusser, 2017, p.79). Now, instead of the production of artworks through skilled
repetition, “continuous processes” carried out through “self-generated rules and protocols” wear the
hat of art (Boon and Levine, 2018, p.16).

These protocols of art since the practice turn point to the possibility that the art critic and
curator Nicolas Bourriaud has defined as ‘relational art’ In his seminal volume Relational Aesthetics
(2002), Bourriaud concisely captures the active relationship between art and its sociological
surroundings. He writes that within relational art, “[t]he role of artworks is no longer to form
imaginary and utopian realities, but to actually be ways of living and models of action within the
existing real, whatever the scale chosen by the artist” (Bourriaud, 2002, p.13). Then, referring to how
Marx’s theory of human nature, Bourriaud adds that relational aesthetics is founded in the belief that
“the essence of humankind is purely trans-individual” (Ibid, p.18), made up of sets of social relations
that link individuals together. Although the omission of private and individual spheres from the
constitution of human phenomena may be an extreme claim, Bourriaud’s stance highlights one of the
major purposes of art since its practice turn: to use the structural mechanism—the form (Ibid, p.19)—
of art or to construct situations of art to reveal and even problematize various relational dynamics
of reality. Rather than art being viewers’ appreciation of physical works or pursuits of subjective
aesthetics, now, art as practice mediates encounters between people and the evolving reality, where

“new forms of aesthetic collectivity” are enacted (Boon and Levine, 2018, p.15).
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[Fig.3] ‘All’ (2007), Maurizio Cattelan, on view at the artist’s solo exhibition “WE’ (2023), Leeum Museum
of Art, Seoul (Photo: Hyun Joo Cho). Cattelan’s work is representative of Nicholas Bourriaud’s idea
of Relational Aesthetics in that the artist considers the encounter between his works and the audience

itself as art. He sees exhibitions as sites for such meeting, and hence is known for asking not to install
prohibitive lines or alarmed sensors around his works that may disturb the encounter. Bourriaud invited
Cattelan to the exhibition ‘Traffic’ (1996) that he curated at Musée d’art Contemporain de Bordeaux.
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Thus, art now is understood as “a state of encounter” (Bourriaud, 2002, p.18).
However, this state can also be seen as overpowered by vagueness and lack of materiality or
logical organization—almost like a state of entropy. Art as practice can be diffuse—not only
because it takes place “diffused throughout the social body” (Boon and Levine, 2018, p.16), but
also because it is driven by the impulse (Agamben, 1999) of human life. For instance, Gerhard
Richter, a German visual artist widely revered for his deliberate lack of commitment to a single
stylistic direction and for conceptual experiments with art, writes the following in his notes
from 1966:

“I pursue no objectives, no system, no tendency. I have no program, no
style, no direction. I have no time for specialized concerns, working themes,
or variations that lead to mastery. I steer clear of definitions. I don’t know
what I want. I am inconsistent, non-committal, passive. I like the indefinite,
the boundless. I like continual uncertainty” (Richter, 1995, p.58)

Such a persistent reference to the artistic freedom that the sense of uncertainty and
“indefinability” (Almeida, 2015, p.160) grants has been a standing attribute of art after the
practice turn. Although there is immense value implied in practice-based art that lies in its
ability to enrich lives, stimulate curiosity and diversify the aesthetics of art (Ingold, 2021), this
chaotic, even irresponsible spirit of experimentation deeply embedded in the idea of practice
makes it often untamable, unanalyzable and untranslatable into more concrete, valorizable
terms. In other words, without additional effort to distill the practice into something more
objectively cognizable and graspable, its value can easily become lost in the artist’s subjective
world, illegible to others.

This pitfall of practice raises the question of its embodiment—can the practice be
represented in a way that makes it more apparent and articulate and still uphold its ethos?
The apparent answer to this question is yes. Going back to Schatzki, he writes that practice
theorists conceive practices as “embodied, materially mediated arrays of human activity”
(Schatzki et al., 2001, p.11). For these theorists, practice is largely concerned with not just
activities but also bodily properties crucial to social interaction, such as surficial presentations,
physical structures and bodily experiences. Furthermore, Schatzki recognizes the materialist
influence on practice theory, which emphasizes the involvement of “nonhuman entities” (Ibid,
p.12)—such as objects—in the social matrix. Because human activities are situated within
the milieus of nonhumans, understanding specific practices “always involves apprehending
[their] material configurations” (Ibid, pp.12-13). Alan Warde, Professor of Sociology at the
University of Manchester, also supports this resurgence of materialistic observation of practice.
In his article on the practice turn of consumer culture, Warde points out that discussing
practice requires “special emphasis on the roles of embodiment and equipment” (Warde, 2014,
p.293), because of their considerable influence on directing our attention to practical aspects
of everyday life. Here, equipment is his umbrella term for things—objects, tools, material

artifacts and infrastructures—involved in the embodiment of practice (Warde, 2014, p.294).
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This may strike one as ironic, but by advocating pure action and resisting its reduction to
materials and objects to follow the protocols of doing, not making, artistic practice has become
more deeply entangled with the issue of materiality. This research project sits precisely on this
surface of tension, trying to elucidate how art as practice lives on in material forms. I revisit
the complexity surrounding the embodiment of practice in Chapter 2.3. Art’s Objecthood &
Valuation [p.49].

2.1.2. Art’s Practice Turn: From Dematerialization to Participation

The practice turn has informed many of the “key tropes of contemporary art,
from relational aesthetics to participation, to site specificity, to institutional critique, to
interdisciplinarity as such” (Boon and Levine, 2018, p.13). This section explores how these
tropes have been established throughout the recent history of art to understand what art as
practice entails not only in philosophical terms but also in real cases of manifestation. I discuss
here how the practice turn of art has unfolded through major movements since the mid-20th
century to the present—namely the dematerialization of the art object, the emergence of the
post-medium condition and the shift from the medium to social practice.

The 1960s was a pivotal chapter in redefining the constitution of art. One of the
triggers was when George Maciunas, a Lithuanian American artist and a founding member of
Fluxus, published the ‘Fluxus Manifesto’ in 1963, launching a neo-avant-garde movement that
aimed to “[p]romote living art, anti-art” that reflects the “non-art reality” (Maciunas, 1963,
p.1). Two years after the first manifesto, Maciunas produced another titled ‘Manifesto on Art /
Fluxus Art Amusement’, where he further emphasized the motive of Fluxus to “establish artists
nonprofessional, nonparasitic, nonelite status in society,” by liquidating the specialized sense
of authorship in art and deskilling creative practice (Maciunas, 1965, p.1). Hence, the Fluxus
artists attempted to show “that anything can substitute [for] art and anyone can do it” through
their works (Ibid). Grounded in the principle of the ready-made, Fluxus art aspired to lower the
value charged in the materiality of art object by making it unlimited, mass-produced, “simple,
amusing [and] concerned with insignificances” (Ibid). Anything, even the most mundane goods

could become art as long as it carried the ethos of practice (Harren, 2020).
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Manifesto:

2. To affect, or bring to a certain state, by subjecting to,
or treating with, a flux. * Flured into another world.” South.
3. Med. To cause a discharge from, as in purging.

flux (Aiks), n. [OF., fr. L. luzus, fr. fluere, flurum, to
flow.. -See ¥LUENT; cf. FLUSH, n. (of cards). 1. Med.
a A flowing or fluid discharge from the bowels or other
‘" part: esp.. an excessive and morbid

discharge: as, the = bloody fluz, oF

: ’ dysentery. -b The matter thus discharged.
furge the world of bourgeors  sickies s
“intellectual . professional % commercia/ized
culture, PURGE  lhe world of dead S
art , imitation , arlificral art, apstract art,
iflosionistic art, ma thematical art, 53
PURGE THE WOELD OF "EUROFANISM

>

2 Act of flowing: ~ @ continuous moving

on or passing by, - as of a flowing stream;

a continuing succession of changes.

3 10US /s . outflow.

. A stream; COpIOUS ﬂo'w, flood; ou : ; s
2 'I‘}:c setting in of the tide toward the shn;g. (,.}é':irr:u X
5'. State of being liquid through heat; fusion. :

PROMOTE A REVOLVTIONARY FlLooP

p TIDE IMN AR T3,
f’ﬁlomofe living art, anli-art pramofe
NON AR T A PEALIETY vifo ibe
foty grasped by all peoples , not on/7
critics, dileffantes and professionals.

7. Chem. & Metal. a Any substance or mixture used to
promote fusion, esp. the fusion of metals or minerals.
Common metallurgical fluxes are silica and silicates (acidic),
lime and limestone (basic), and fluorite (neutraly: b Any
substance applied to surfaces to be joined.by soldering or
welding, just prior.to or during the operation, to clean and
free them from oxide, thus promoting:their union, as rosin.

FusE the cadres of cultural,

socral L. po//'fl‘ca/ revelutionaries
inte  vnited front & oaction,

sonderdruck fluxus 2-3-1'63 maciunas manifest

[Fig.4] ‘Fluxus Manifesto’ (1963), George Maciunas (Image source: The Museum of Modern Art).
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Soon after in 1966, Dick Higgins, an American artist, composer, art theorist, poet,
publisher, printmaker and co-founder of Fluxus, proposed another monumental paradigm
shift. In the first dispatch of his Something Else Newsletter (February 1966), Higgins coined
the term intermedia, denying the functional boundaries between art disciplines. He argues
that “[m]uch of the best work being produced today seems to fall between media,” by which
he breaks from the formalist tradition of art medium—"that a painting is made of paint on
canvas or that a sculpture should not be painted” (Higgins, 1966 included in D. Higgins and
H. Higgins, 2001, p.49) or the idea that what matters most in an artwork is its articulation of
the medium, more particularly, its finessing of the terms of the material medium (Greenberg,
1961). Higgins points out that such a conception was constructed in the Renaissance era
following the division of society into classes and occupational groups, and then problematizes
this sense of division by saying how “the social problems that characterize our time...no
longer allow a compartmentalized approach” (D. Higgins and H. Higgins, 2001, p.49). In
short, Higgins claims that art has stopped “conform[ing] to the pure medium” or to social
preconceptions (Ibid, p.49). This liberation of art from the predestination of medium specificity
signaled the full-fledged beginning of art’s practice turn, in which the immaterial imaginations
and spirit of doing governed over the rules of materiality. Ever since, what form art takes has

become a matter of methodological choice of the artist, not a predetermined parameter.

[Fig.5] ‘Intermedia Chart], published by Dick Higgins in 1995 (Image source: UbuWeb).
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The trend of questioning the absoluteness of media and their assigned materiality was
soon defined as the ethos of dematerialization. The term was coined by Lucy Lippard, an art
critic, activist and curator in her 1968 essay co-authored with John Chandler. In the essay,
Lippard argues that art might be entering a phase of utter intellectualism by presenting a list
“randomly selected from a horde of examples of widely varied kinds of ultra-conceptual or
dematerialized art” (Lippard and Chandler, 1968 included in Lippard, 1971, p.32). The list
includes: Robert Rauschenberg’s erasure of a de Kooning drawing then exhibited as ‘Erased de
Kooning by Robert Rauschenberg’ (1953); Christo and Jeanne-Claude’s site-specific projects of
temporarily packaging architectural monuments; Robert Morris’s attempt to call jets of steam
as sculpture that were refused by the New York City sculpture exhibition (1967); Sol Lewitt’s
exhibition at the Konrad Fischer Gallery in Diisseldorf on conceptual logic and visual illogic
(1968); On Kawara’s date paintings, which are a canvas a day with dates painted on them; Hans
Haacke’s condensation sculpture and kinetic sculpture where the “motion” is provided by grass

growing on a plexiglass cube, and many more.

[Fig.6] ‘Erased de Kooning’ (1953), Robert Rauschenberg (Image source: SF MoMA).
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[Fig.7] ‘Wrapped Fountain, Spoleto, Italy’ (1968), Christo and Jeanne-Claude (Photo: Carlo Bavagnoli).
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[Fig.9] Konrad Fischer in front of Sol LeWitt’s ‘Cubes with Hidden Cubes’ (1968), Konrad Fischer Gallery,
Diisseldorf, 1968 (Image source: Frieze).
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[Fig.10] A postcard On Kawara sent to Lucy Lippard as part of ‘T got up’ series (1969). Here, the day-to-
day practice of posting the card itself is presented as the artwork. According to Lippard (1968), the role
this material evidence of stamped postcard plays in the artwork can be seen as subsidiary—aiding the
presentation and reminder of the practice (Image source: The New Yorker).

[Fig.11] ‘Condensation Cube’ (1963-1968), Hans Haacke. Here, the artist focuses on art in the sense of
process and physical system. (Image source: Museu dArt Contemporani de Barcelona).
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Pointing to how these artists challenge the traditional notion of art as producing and
appreciating tangible objects and prioritize the engagement with conceptual devices in practice,
Lippard suggests that the new wave of art may prove the physicality of artworks irrelevant and
render object-based art obsolete (Lippard and Chandler, 1968). In her later monograph Six
Years: The Dematerialization of the Art Object from 1966 to 1972 (1973), Lippard bolsters this
speculation once again with further exemplification of artists moving away from the traditional
use of materials toward the introduction of immaterial elements such as time, space, language,
movement, situation, process, etc. as means of practice. In short, the focal point of art started to
shift from the production of physical objects towards their dematerialization—the intellectual
and interpretation-driven mode of art.

Curator Harald Szeemann’s exhibition, ‘Live In Your Head: When Attitudes Become
Form’ (1969, Kunsthalle Bern) is another prime demonstration of art’s dematerialization and
practice turn. As hinted in its title, this innovative show challenged artistic conventions that
adored material objects, claiming that art stems from the artist’s mindset, and what is visible
in front of us as an art object is a manifestation of the artist’s attitude. Artists including Joseph
Beuys, Bruce Naumann, Richard Serra, Lawrence Weiner and Hans Haacke among many
others presented a wide spectrum of interdisciplinary works that truly resisted categorical
definition (Park, 2019). For instance, one of Joseph Beuys’s works at the exhibition, ‘Fettecke
(Fat Corner)’ (1969), was an abstract installation using animal fat and margarine. From around
1963, Beuys had been using wedges of fat or felt to mark the boundaries of a space where he
would perform or present his other works (Ibid). The work was simultaneously a ritualistic
activity, a quizzical object within the exhibition space and a conceptual statement by the artist
in preparation for a stage for practice. Szeemann’s exhibition turned out to be a monumental
statement on the heated issue of what is the new constitution of art and the interplay between

the material, the immaterial, the object and the practice within such discussion (Irvin, 2022).
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[Fig.12] Joseph Beuys installing his work ‘Fettecke (Fat Corner)’ for the exhibition ‘Live in Your Head:
When Attitudes Become Form, 1969 (Image source: New Minds Eye).

Reflecting on how art has evolved throughout the latter half of the 20th century, art
theorist and critic Rosalind Krauss captures what she witnessed in the term post-medium
condition (Krauss, 1999). In her book A Voyage on the North Sea (1999), subtitled ‘Art in the
Age of the Post-Medium Condition;, Krauss identifies three things that brought this new regime
of art: the post-minimalist dematerialization of the art object, the conceptualist emphasis on
the verbal definition of the art object and the worldwide success of Duchamp’s readymade.
Inferring from the dynamics of these three things, Krauss argues in her later anthology of essays
Under Blue Cup (2011) that artists must now perpetually deconstruct, reenact and invent new
uses of “technical support™ (p.16) to survive the post-medium condition. Krauss’s argument
points to the new situation in art where artists move away from the traditional notion of
medium specificity and modernist ways of constituting art. Now, artists take or are given the
creative license to utilize any means to configure formats of art, regardless of their materiality,

precedented use or disciplinary boundaries, engaging in continual reinvention of the art object.

2 This is a term used by Krauss in Under Blue Cup to refer to any material, technical equipment or subject matter
adopted by artists in post-medium condition. The term is used in contrast to traditional supports, which represent
modernist and materialist devices of art. “The car, the slide tape, the animated film are not traditional supports for
artistic practice the way oil on canvas, line on paper, or plaster on armatures are. They are ‘technical supports...”
(Krauss, 2011, p.16).
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The spectrum of technical support artists explore today has expanded to include
audience participation. Pablo Helguera, a Mexican artist, author, educator and former director
of adult and academic programs at the Museum of Modern Art in New York City, writes in his
book Education for Socially Engaged Art (2011) that artists now incorporate “practical social
act” (p.28) in their agenda to convey ideas in exchange with society on community-level,
stepping further from purely aesthetic expressions. This “exchange” Helguera refers to (2011,
p-13) means the situation where the audience becomes an active member of the artwork and
forms a collaborative relationship with the artist through participation. Here, this immaterial
bond between the participants and the artist becomes the subject matter of the artwork, which

enables the audience to have an enhanced, more deeply engaging artistic experience.

-4-"-=~“‘='q_§h-—-.__‘:v-.-'~_z_(.._1‘ :

THE EXTERIEN cp
Digital techrolegi v

>

G
§92

g 0 ALy
A
7

[Fig.13] ruangrupa’s diagram of the system that generates their art through participation and sharing
displayed during documenta 15, 2022 (Photo: Nicolas Wefers).

One example that demonstrates such use of participation as an artistic device is
documenta 15 which took place in 2022. Directed by ruangrupa, an artist initiative established
in 2000 by a group of artists based in Jakarta, Indonesia, documenta 15 was the first documenta
in history to be led by a collective, not an individual. ruangrupa’s method and practice are
based on an alternative, community-oriented model of social, ecological and economic
sustainability (Kliefoth, 2022). Not everything was ideal, however—ruangrupa’s model of
sociability clashed with political and institutional contexts. Only a few days into the event,
Indonesian collective Taring Padi, one of the participating artists, was harshly criticized by
the local media for their use of antisemitic tropes® in their banner work ‘People’s Justice’ As a

result, the work was dismantled, and the Head of documenta 15, Sabine Schormann, resigned

3 In the center of the artwork, one could see a figure that appears to be an Orthodox Jew with an “SS” on his hat, as
well as a pig wearing a helmet with “Mossad” written on it.
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to take responsibility. Many see this issue as a side effect of the curatorial stance ruangrupa
took—the deliberate lack of authority in their curatorship or their liberal approach to inviting
artists and their works through organic networks without any preliminary censorship.
Regardless, the significance of ruangrupa’s attempt should not be undermined—the invited
artists and the audience participated together in practicing some of the most experimental

and beautiful ways of life. When I visited Kassel in June 2022, everything was based on

open participation, humor, generosity and “local anchoring” (Kliefoth, 2022, p.7), not about
idealized superstructures. Meals cooked in communal kitchens were being served*, people were
attending film screenings in plein air theaters® and kiosks run by artists to lend an ear to anyone
wanting to tell something were bustling with visitors®. Even though it was accompanied by
exhausting dissonance, ruangrupa’s documenta suggests a brave attempt at a new system of art
that generatively resolves the “contradiction between art’s claim to aesthetic autonomy and its
ambitions for social relevance” through participatory practice (Nadja Rottner, 2002 quoted in
Enwezor, 2007, p.245).

[Fig.14] ‘Hearing Service Bureau’ kiosk installed by the collective Bureau for Listening at documenta 15,
2022 (Photo: Hyun Joo Cho).

4 Project by Britto Arts Trust (founded in 2002). The collective invited people to join their cooking and
sharing at PAKGHOR-the social kitchen (20-22 June 2022).

5 Project by Cinema Caravan, a collective based in Zushi City, Kanagawa Prefecture, Japan (founded in 2010).
6 Project by Bureau for Listening, a transdisciplinary and nomadic collective (founded in 2021).
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Analyzing the practice turn of art, we arrive at the following points of discovery: 1)
Throughout the movement toward conceptualism, artists broke away from the tradition of
materiality and medium specificity to place art’s value in the act of doing; 2) Now, in many
cases, the art object is largely dematerialized and functions as a means of practice or is evidence
that reminds one that the practice happened, not the primary form of art; 3) Within this
context, when concerning the immateriality of the practice, the materiality of the object gains

renewed significance as its embodiment.

2.1.3. The (Im)materiality of Practice: Process & Labor

Thus, for the most part, practice-based art results in largely intangible works of
art. Then, how can we comprehend practice or judge its value? What is its (im)materiality
constituted of—what is its substance? To answer these questions, I have focused most closely on
two core elements that I believe drive and construct artistic practices: process and labor. It could
be argued that these are universal ingredients of any artwork regardless of its era, discipline
or (im)materiality, but I would like to argue through the following paragraphs that they are

particularly noteworthy when discussing art since the practice turn.

Process

Artists have shifted away from “producing isolated object[s]” to “elevating artistic
process over production” (Grant, 2017, p.1). As a praxeological element, process is one of the
cornerstones of practice-based art. According to Kim Grant, Professor of Art History at the
University of Southern Maine with a longstanding interest in capturing the elusive concept of
process, it has been a prevalent trend in recent decades where artists refer to their process more
than the material outcomes or the art object in making artistic statements. She points out that
this “ubiquity of the cliché” (Ibid, p.1) goes beyond mere descriptive statements, indicating a
deeper connection between artistic process and contemporary art. Grant argues that artists’
devotion to process reflects their shared assumption about the meaning and purpose of art that

has taken its practice turn, making the embrace of process a “value claim” (Ibid, p.1).
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[Fig.15] ‘Costner Complex (Perfect Process)’ (2001), Jason Rhoades, 400 one-gallon pickled vegetable
jars and wall shelving, installed at Portikus, Frankfurt, Germany. The project was to operate this on-site
installation as a mundane salad dressing production factory. Grant mentions this work as an example of

practices where the process itself is the central focus and purpose. Rhoades described his work as “not
meant to be viewed as an object, a performance or even a goal-oriented activity, but simply as a perfect

process” (Rhoades quoted in Grant, 2017, p.2) (Image source: David Zwirner).

Process is as slippery and malleable a concept as practice is. It is hard to pinpoint what
it exactly entails. The concept of process, when confined to physical or temporal processes
of craft, risks oversimplification (Grant, 2017), while its expansive nature poses the risk of
becoming too broad for meaningful discussion. To balance between such risks, I have boiled
down the idea of process to the following points that could be useful as conceptual pivots:

1) Process is an “intentional state” (Boon and Levine, 2018, p.13) or “an energy”
(Morris, 1969, p.68) that produces momentum of practice. It is an unregulated dimension of
practice that may not presuppose a clearly outlined plan of action, which is what sets it apart
from similar concepts such as ‘project’ (Sansi, 2020).

2) One quality process most definitely owns is temporality. It is an accumulation of the
artist’s time spent on the practice and idea (Sansi, 2020).

3) Process in contemporary art often extends beyond the artist’s workshop as open-
ended activity, encompassing a variety of approaches, connections and relations that artists
engage with, emphasizing the broader social and cultural significance of their work (Grant,

2017). Works of art created through such process are refined and intensified forms of the artist’s
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positionality gained through experience (Dewey, 1934).

4) Artists and artistic practices that refer to process is largely self-referential —they are
discussing the procedures of their own construction (Bryan-Wilson, 2009).

Most crucially for this research, by thinking about process, I give credit to the
immateriality of practice, such as the lives and values of the artists projected onto their art
(Koren, 2018), which are often alienated from the artwork in contexts of valuation. In fact,
the practice turn and the subsequent rise of the immaterial constitution of art such as process
have shaken the topography of art’s valuation. The traditional mode of valuation that centered
around the final, material outcomes of art has lost its dictatorial authority—it is now established
that “[t]he immaterial has value, too” (Graw, 2017, p.134). This shift challenges earlier formalist
approaches rooted in Kantian notions of beauty and disinterested evaluation and instead argues
for a reevaluation of art, situating it within the practical dimension of process (Grant, 2017).

Roger Sansi’s” interpretation of the project ‘The Artist and the Stone’ (idea conceived
in 2014, project carried out in 2015) by artists Matteo Guidi and Giuliana Racco is an
exemplary demonstration of this shift in valuation. The following is the description of the

project by the artists excerpted from their website®:

“The Artist and the Stone is concerned with the ways people can bypass
restrictions and limitations in their daily life, managing to move through
systems imposed on them, creating their own paths, languages and forms of
expression driven by desire.

Directed by Giuliana Racco and Matteo Guidi, this a process-based

work which literally negotiates the twofold movement of a subject (a
performance artist-refugee) and an object (a 22-ton block of stone) from
Palestine to Spain. [...]

From its very conception, ‘The Artist and the Stone” has catalyzed

exhibitions, workshops, round tables and pedagogical activities.”

Here, the artists show their commitment to the artistic process as an ethos and a socially
engaged activity contingent upon the contexts of reality, which signifies the dynamic and
evolving nature of process-driven and practice-based art. In discussing the project, Sansi
highlights this very aspect—how the realistic parameters during the process, such as funding,
legal permissions and physical constraints contribute to the intricate web of irreducible
interdependencies between the elements of practice, which, holistically, becomes integral to the

comprehension of art and its valuation (Sansi, 2020).

7 Professor of Anthropology at the University of Barcelona, Spain.
8 https://theartistandthestone.net/about-2/ (Last accessed: 27 April 2024).
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[Fig.16-17] The stone in transit for “The Artist and the Stone’ project (2015). Part of the process was
documented in video (Image source: angels Barcelona).
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Labor

While process highlights the praxeological side of practice, labor makes us ponder
on its socioeconomic aspect. Sansi hints that the two concepts are interrelated like two faces
of one coin when he writes: “‘[p]rocess’ brings to focus artistic labor: a form of work that
resists completion, alienation, the finished product” (Sansi, 2020, p.710). Artistic labor can
also be defined as the “work of the artist and many other [cultural] laborers..who contribute
to the manufacture of the object of art or, in some cases, the moment of art” (Stockholder and
Scanlan, 2005, p.50).

As laborers, artists arrive at a quizzical juncture. Artists Joe Scanlan and Jessica
Stockholder comments on this reality: When “[w]orking with [their] hands, [artists] are
laborers. And yet, by expending a great amount of time and materials creating ostensibly useless
objects, [they] are wastrels, dilettantes, connoisseurs” (Stockholder and Scanlan, 2005, p.50).
This reveals that there is a preconception about the true or legitimate labor in play, more closely
associated with producing things of use. With the advent of the industrial age in the late 18th
century, the concept of labor was increasingly hierarchized by new capitalist standards such as
economic productivity, which sought material production that garners use and exchange value
(Sigler, 2017). To such a perspective, artistic labor was an “ontological paradox” (Ibid, p.16)—
artists were thought that they “wandered about, observing, debating, thinking, drinking,
sleeping...and idling” (Ibid, p.16) until at an ambiguous moment in time in some mysterious
way, they came up with new works of art. Less comprehensible, graspable and thus less
quantifiable in its amount and value, artistic labor has been marginalized as the illegitimate, or
the “unproductive” kind of labor following the Marxist definition of productivity (Dimitrakaki
and Lloyd, 2017).

However, being unproductive does not necessarily equate to being not valuable.

The isolation of artistic labor demanded “an overhaul of artistic strategies” (Sigler, 2017,
p.16) to defend the value it claims. One such overhaul is recounted by art historian Julia
Bryan-Wilson in her book Art Workers: Radical Practice in the Vietnam War Era (2009).
According to her, in the spirit of social movements such as the anti-Vietnam War protests and
the professionalization of art in the late 1960s and 1970s, groups of artists began to identify
themselves as art workers and called for the dissociation of art from capitalism. As art workers,
artists criticized how they were being marginalized and undervalued within the capitalist
context, especially when they did not produce “marketable art” (Bryan-Wilson, 2009, p.36),
which commonly referred to traditional object-based artworks alienable from the artists.

Art workers set up alliances modeled on trade unions and stood up collectively against the
exploitive and alienating mechanisms of large art institutions. Advocating for better working
conditions, they even called for strikes’, taking the connection between their practice and
socioeconomic conditions to an extreme (Sigler, 2017). Doing so, artists propagandistically

legitimized artistic practice and all immaterial activities such as performing, participating,

9 For instance, Robert Morris and Poppy Johnson co-chaired The Art Strike on the steps of the Metropolitan
Museum of Art in New York on 22 May 1970. Also in 1974, Gustav Metzger, based in London, urged his peer
artists to join him in a three-year art strike between 1977 and 1980.
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writing, curating and even viewing art derived from practice as a form of value-producing
labor. Sociologists Luc Boltanski and Eve Chiapello identify this—the artists’ critique on the
dominance of markets, the factory, homogenization in a mass society and the transformation of
all things into commodities—as the origin of immaterial work and the new spirit of capitalism
(Boltanski and Chiapello, 2018), which challenges traditional notions of work, erasing the

distinction between utilitarian and non-utilitarian activities within artmaking.
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[Fig.18] Open Hearing (1969), a compilation of handouts and flyers self-published and circulated by Art
Workers Coalition (Image source: Primary Information).
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[Fig.19] The Art Strike on the steps of the Metropolitan Museum of Art, 1970 (Photo: Jan van Raay).

Another camp of thought that attests the legitimacy of artistic labor and its value is
the social reproduction theorists. First conceptualized by French economist Frangois Quesnay
(1694-1774) and other Enlightenment-era Physiocrats, the idea of social reproduction
originated in the context of bourgeois economics to refer to processes concerning the
replenishment of labor power as well as the maintenance of human life traditionally performed
by women at home for free (Federici, 2019). Today, the idea has expanded to integrate a wider
account of social reproduction—one that is capable of passing beyond the domestic sphere to
incorporate public services and the (re)production of social values (Dimitrakaki and Lloyd,
2017). Moreover, the idea has evolved into a collective, non-reductionist critique of the ways
modern economic theories overlook various types of labor as not ‘productive’ in the capitalist
sense. One of the thorists, feminist political economist Alessandra Mezzadri acknowledges:
“given ‘the expanding informal and informalized labor relations, it would be...completely
misleading to distinguish between value-producing and non-value producing activities and
realms, strictly based on tasks and/or payments™ (Mezzadri quoted in Federici, 2019). Voices
from within the art field echo such a discussion. Barbara Formis, Senior Lecturer in Aesthetics
and Philosophy of Art at the Pantheon-Sorbonne University, France, and an advocate of live
arts and their relationship to everyday practices, criticized the capitalist hierarchy of labors
as “violent” during her keynote presentation at the 2023 Arts in Society Conference held at
Jagiellonian University, Krakéw. According to Formis, the preoccupation with productive labor
demeans the value of artistic practice simply because of its lack of materialistic productivity,

even when the artists are “serving ‘life’ not an ‘enterprise’” with their art (Formis, 2023, 5 July).
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With such ensemble of arguments, the status of artistic labor is changing. Since
the 1970s, the economic paradigm shifted from the industrial sector to the service sector,
especially in Western industrialized states that provided the political and economic backdrop
to the hierarchization of labor. The objective of labor was reassigned to “turning in the perfect
performance,” which required “communications skills, flexibility, autonomy and creativity”
(Sigler, 2017, p.14). This, together with the growth of the creative industries that became
particularly noticeable since the 2010s', led to the sudden admiration of the artist as a
symbolic figure of the era of immaterial labor or “the model of a new class of hyper-workers”
(Ibid, p.14), against the traditional hierarchy of labors. Therese Kaufmann, interdisciplinary
researcher in art history, literature and cultural studies, writes that the traditional hierarchy
that favored material and manual labor has been overthrown by the new order of cognitive
capitalism, “where value is created through intellectual, communicative, relational, and

affective activities” of immaterial labor (Kaufmann, 2011, p.1).

This chapter has surveyed how artists, since the second half of the twentieth century,
have consistently explored the limits of what could be conceived as art—and, by extension,
whether practice-based art could be considered a legitimate form of labor. The artists did
so largely by turning away from the traditional mode of art based on object production and
from art forms constricted by the fine lines of categorized media such as painting, sculpture
and prints, finding them too static, too commodifiable and too emblematic of the capitalist
economy. Within such a context, I discover the specificity of contemporary art that lies
precisely in its shift of focus from the creation of objects to the mechanisms of production. In
the new mode of art, which could also be referred to as art of the practice turn, artists highlight
the social conditions, artistic process and strategies of creation, and thus “work within and in
the making of art” (Sigler, 2017, p.16). In doing so, artists cultivate new methods of value claim

that propose the ethos of open-ended doing.

10 There is a 2023 report by Newcastle University and the Royal Society of Arts that the creative indus-
tries grew at double the rate of the UK economy as a whole between 2011 and 2019 (Report available here:
https://creative-pec.files.svdcdn.com/production/assets/publications/Final-23.02.23-GWR-release-1.pdf#as-

set:59232@1:url).
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2.2. Valuation of Artistic Practice

The investigation into art’s practice turn revealed that such a shift can also be seen
as that of art’s value claim. As a paradigm shift, art’s practice turn signals the need for a new
scheme of valuation to fully recognize and register art’s value. To explore the parameters of
such a claim, in this chapter, I analyze the conceptual framework of valuation and how it
functions as a social system. I then address the complexities that arise in valuating practice-
based art within the given system, including the elusive nature of pricing artworks, traditional
resistance to art’s commodification and the potential gap between the value proposed during
production and the value perceived during consumption. It is often thought that “[t]o consider
a work of art in economic terms is to invite accusations of pragmatic instrumentality and crass
materialism” (Degen, 2013, p.13). Yet, to exclude economics from this discussion would be “to

obscure the dynamics of value” (Ibid, p.13), which is precisely what I am venturing to undo.

2.2.1. The Social System

The biggest premise of this discussion is that art does not naturally enter the world—art
is purposefully produced, evaluated and consumed. George Dickie, an American philosopher
known for his influential theorization of art defines an artwork as “an evaluable artifact of a
kind created to be presented to an art world public” (Dickie, 2001, p.55). According to him, art
is our collective invention where we inscribe our values in its value. This largely resonates with
what the claims of practice theorists highlighted—that (artistic) practice is a social entity that
mirrors our contemporary values and concept of value.

The philosophical discussion on art’s value and where it originates has transitioned as
much as the art itself Within the modernist tradition of thought, which is generally considered
to have expanded from the late 19th century to the first half of the 20th century, the value of
an artwork lies in the framework of absolutism or the intrinsic qualities of aesthetic, artistic
and broader cultural worth that it possesses (Throsby, 2001). Such a perspective focuses on
the universal, transcendental and unconditional characteristics of culture and cultural objects
and argues that a value exists in preconstructed or even predestined harmony and regularity
(Hutter and Throsby, 2008). However, the postmodernist turn that gained dominance since
the mid-20th century—closely preceding the practice turn—extended the idea of value into
heterogeneous interpretations based on the central assumption that value is a dynamically
and socially constructed idea (Throsby, 2001). According to our contemporary thinkers, value
exists because people think it does—it is an outcome of social work and various activities
ranging from “production, combination to circulation, assessment”™—and practice—that aims
at “making things valuable” (Helgesson and Muniesa, 2013, p.6). Now, thinkers reject the claim
that things simply have some inherent value reducible to an essence of sort, or that the value is
merely given to things. Instead, they argue that value is actively made and performed (Antal et
al., 2015).

Based on this definition, what is more important now than having a structured concept

of value are the dynamic processes that construct the value—valuation. This new stance
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defines valuation as “any social practice where the value or values of something are established,
assessed, negotiated, provoked, maintained, constructed and/or contested” (Doganova et

al., 2014, p.87). In such a sense, valuation is a concept that entails both valorization—the act
of producing and ascribing value—and evaluation—the assessment of value (Vatin, 2013).
Francois Vatin, a sociologist specializing in labor and economic sociology and the history of
thought, highlights this compartmentalization between valorization and evaluation, which he
claims to be blurred by the umbrella term ‘valuation’ He refers to this distinction to explain
how the two processes should be separately recognized within valuation, not to argue that they
are independent of each other but to emphasize the need to investigate the matter of valuation
holistically from both sides of the economic chain—the production and consumption of value.
Vatin goes on to make another point regarding the sociality of valuation. Sympathizing with the
conventionalist economists who show that any form of market exchange of products is based
on “common measures,” he highlights the “social conditions” of valuation (Ibid, p.35). These
conditions are decided by various parameters which are essentially the “ensemble of social
relations” between relevant stakeholders who share the cognition of value (Ibid, p.34).

All these arguments imply that “[t]here must be an exterior to value in order for value
to exist” (Endnotes, 2013, para.18). When discussing the idea of external social relations that
inform art’s valuation, it is hard to not tread on the intellectual territory of Pierre Bourdieu.
Throughout his career, Bourdieu repeatedly attempted to grasp society’s structural dynamics
and underlying principles, especially regarding the field of art, which he considers a distinctive
social structure within the broader realm of cultural production (Webb et al., 2002). The
core tenet of his field theory posits the following: 1) Society is an interwoven dimension
of numerous ‘fields’ that mutually influence one another. These fields, with each of its own
internal logic—ranging from politics and power to economics and culture—construct the
societal landscape similar to how galaxies constitute the universe. 2) ‘Capital’ is distributed
within each of these fields. Capital, taking diverse forms such as tangible goods, information,
experience, reputation and human networks, not only shapes the field’s topography but also
serves as the force that propels it forward. 3) An individual’s ‘position’ in the field is contingent
upon their ability to occupy and utilize capital. 4) The individual’s behaviors are largely
determined by this position that takes effect as the ‘situation’ From such a standpoint, Bourdieu
defines artworks as social artifacts intricately tied to the field of art, meaning that they reflect
their creators’ respective positions or situations within the field (Bourdieu, 1993; Webb et al.,
2002). In essence, the value of all artworks are shaped by various social conditions to which the
members of the field are attached.

However, many of Bourdieu’s critics argue that his field theory is overly deterministic,
suggesting that individuals’ actions and outcomes are heavily constrained by their positions
within the field and the capital they possess. For instance, Jeftfrey C. Alexander, an American
sociologist and one of the founding figures in the school of cultural sociology, has been a
leading voice in the critical evaluation of Bourdieu’s theory. He writes in the chapter titled
‘The Reality of Reduction: The Failed Synthesis of Pierre Bourdieu’ of his 1995 monograph

that Bourdieu misleadingly reduces cultural processes to strategic actions largely embedded in
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sociopolitical power struggles. Furthermore, Alexander criticizes Bourdieu’s failure to recognize
culture as a self-generative phenomenon that can make its own value claims, by which he
underplays the role of individual agency and the potential for innovation or resistance within
fields. Such a criticism, complementing Bourdieu’s perspective, is strongly relevant to this
research that aims to explore how this very agency of individual artists, their practice and art
objects can facilitate art’s representation and valuation in socioeconomic contexts. Bourdieu’s
perspective dispels the mystical notion that art is created by solitary artists each in introspective
isolation and underscores the tight connection between art and society. It would signify more

if it could attest to the potential of a reciprocal dynamic where, just as society influences artists
and their art, art exerts a profound influence and proposes new social dynamics.

Another idea that captures the social condition for art is the idea of art world, proposed
by Howard S. Becker, an American sociologist known for his influential sociological readings of
art and its production. Becker posits that various individuals and their organic interconnections
constitute the art world (Becker, 1982), which differentiates from Bourdieu’s later focus on
the structure and features of the field as a system that impacts its actors. According to Becker,
the art world is an extendable and dynamic space where art is produced and valuated through
collective activities involving both the artists and those who can be defined as cultural
intermediaries (Hadley, 2021). These intermediaries—curators, critics, editors, publishers,
distributors, other institutional entities, etc.— occupying the conceptual space between the
creation and consumption of art, play a crucial role in forming the social condition of art’s
valuation through their interactions and negotiations (Becker et al., 2006).

Thus, it can be summarized from this part of the inquiry that art, having been
intentionally produced, valuated and consumed by individuals of agency, reflects contemporary
values and concept of value that are dynamically and socially constructed. Value, especially the
value of art, is actively created through social processes. One way of formulating this process
is the idea of valuation, which is a holistic operation of establishing, assessing, negotiating and
maintaining value. Various theorists attempting to define and describe how this mechanism
functions reveal two directionally opposing yet simultaneously valid points to take away: 1) the
value of art is decided by its positional and situational coordinates within the society; 2) the
value of art is produced by relevant stakeholders and proposed to the society. The following
section further examines how this apparent tension surrounding the valuation of art together

with other dissonant factors concerns the claiming of value for practice-based art.
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2.2.2. The Economic Trouble

When an artwork is valuated, it is also given the socioeconomic status of a commodity
(Mazzucato, 2019) that can be transacted in the art market, or the “network of interdependent
actors and institutions that produce, circulate and consume art” (Degen, 2013, p.12).
However, certain trouble hatches at this conceptual juncture between a valuated artwork and a
commodity, which is the commodification of art itself

Arjun Appadurai, Indian-American anthropologist who devoted his career to
studies on globalization and cultural economy, defines this transition from the cultural into
the socioeconomic domain as entering the “commodity situation” (Appadurai, 1986, p.13).
According to him, commodities are “things in a certain situation” during their social lives
where their “exchangeability” becomes a relevant feature (Ibid, p.13). Appadurai disaggregates
this situation into three aspects of a thing’s commodity-hood: 1) the commodity phase of the
social life of the thing—the temporal definition, 2) the commodity candidacy of the thing—the
conceptual definition and 3) the commodity context in which the thing may be placed—the
social definition of commodity-hood. Then, following these definitions, when does an artwork
meet its phase as a commodity? What or who grants it the candidacy? In what context does it
become a commodity? It may be reducibly said that an artwork’s commodity phase starts when
its producers—the artist and relevant cultural intermediaries—decide to make it available on
the market; the commodity candidacy is given when the artwork is valuated and given a price
tag; and the commodity context, then, would be the art market—whether it be in a gallery,
an auction house or an art fair setting. However, it must also be noted here that answering
these questions and meeting the commodity criteria can be far more complicated when it
comes to artworks than other things, as they are “culturally valued singularities” of extremely
idiosyncratic features and significance (Ibid, p.17). In other words, artworks require much
more situational attention or agreement between the producer and consumer to function as
commodities'’.

Functioning as commodities would mean being successfully transacted in the market
(Mazzucato, 2019), which, as Appadurai mentions, denotes exchangeability. Zooming into
this issue of exchanging art in the market brings to the foreground another critical issue:
the ambiguity of its exchange value or price. Explaining art’s price—how it should be priced
or why it is priced in such ways—has been an unresolvable topic to countless researchers in
various fields encompassing economics, sociology, philosophy and art. Galleries, auctions,
art fairs, museums, individual collectors, their connoisseurship and global trends have
been repeatedly examined (Throsby, 2001; Ginsburgh, 2003; Velthuis, 2003; Adam, 2014;
Radermecker, 2020; Wickham et al., 2020; Gerlis, 2021). Among them, Olav Velthuis, a

specialist in economic sociology and sociology of the arts, provides a meaningful observation

11 Recently, the ideas of ‘asset’ and ‘assetization’ have been introduced to this discussion. In their book Asseti-
zation (2020), Birch and Muniesa argue that “the dominant form that technoscientific capitalism affords is not
the commodity but the asset, and that the financial contours it entails are not those of market speculation but
of capital investment” (pp.1-2). According to Birch and Muniesa, the ‘asset’ is “anything that can be controlled,
traded, and capitalized as a revenue stream” (p.2), and ‘assetization’ is the process of constructing such assets
to earn return (pp.3-4). For this research, I remain focused on commodity and commodification to access the
thicker strata of discussions tied to the terms.
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of the discourse on price mechanism. Arguing on one hand that the price mechanism of art is
a comprehensive “symbolic system” (Velthuis, 2003, p.181) in which different actors express

a range of cognitive and cultural meanings, Velthuis points out how both economics and
humanities have dichotomized the discussion of pricing within the art market in their own
ways. While economic theorists have argued that (cultural and aesthetic) value of art is just
another form of economic value’, researchers of humanities have considered that the value of
art is “trivialized” or “homogenized” when pricing it (Ibid, p.183) or that art’s value is centered
around “the notion of autonomy,” which should be “elevated” into “a separate sphere” from
other models of thought, including economics (Ibid, p.189)". Highlighting such an ideological
opposition, Velthuis eventually calls attention to the persisting “radical uncertainty about the
value of contemporary art” due to the lack of objective criteria to evaluate an artwork (Ibid,
p.193).

Perhaps the most important point to take away from the debate surrounding art’s
pricing is this sheer dissonance of the topic. Luc Boltanski and Laurent Thévenot, both French
sociologists who take political, moral and cultural approaches to their field, collaboratively
describe this as an issue that occurs due to the friction between the industrial world and market
world or between the industrial worth and market worth (Boltanski and Thévenot, 2006). They
explain that it is tricky to agree on a fair price for art because we do not know how to precisely
translate the unique costs of artistic labor into the universal terms of numbers, or quantify the
qualitative resources—inspiration, creativity, the cultural capital of the artist, etc.—put into the
making of art. In other words, as a society, we accept that art has value, but we cannot find a
common principle to explain why one artwork has more market value than another.

One of the most sought-after explanations for this lack of translational measures
between the cultural value and socioeconomic value of art is that art is just not “destined” to
be commodified (Boltanski and Thévenot, 2006, p.162), as it originally belongs to the world
of inspiration that denounces the market world for commercializing the artistic endeavors.
There has been an elongated discussion around this tension between artistic and commercial
imperatives, as briefly revealed above in analyzing Velthuis’s observation. This chronic “denial
of the economy” (Abbing, 2002, p.48) has been a prevalent stance amongst the artists and
their collaborators or any cultural intermediaries who may benefit from generating a more
idealized sense of art’s value by supporting its aloofness towards money. Siding with the world

of inspiration, they criticize the increasing “hegemony of the corporate model associated with

12 The book Pricing the Priceless: Art, Artists and Economics (1989) by William Grampp, an American econ-
omist, represents this line of thought very well. Throughout the book, Grampp critiques the segregation of
art from economics and describes price as a reliable metric that captures an artwork’s value as a distillation
of all other kinds of value: intrinsic, aesthetic and symbolic. Grampp also argues that “[t]here is considerable
evidence that the market in art is reasonably well informed, meaning by ‘reasonable’ that the people who buy
and sell spend time and money to inform themselves to the extent that the expenditure is worthwhile” (1989,
p-29), which largely—and rather dangerously—assumes that the consumers of art are rational and hence art’s
price a reliable indicator of value.

13 Regarding the humanities’ side of the discourse, Velthuis labels the first perspective as the ‘contamination
model; grounding it in a Marxist conception of value upheld by the Frankfurt School (Velthuis, 2003, p.187),
and the second perspective as the ‘independent spheres model’ from the Formalist tradition of art theory
(Ibid, p.189).
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the growth of managerialism in the subsidizing arts” (Hadley, 2021, p.208), or how the market
capitalizes on artists’ pure pursuit of creativity, aesthetics, social justice or any headline of their
values.

One of the points that the denialists are particularly alarmed about is the systematic
exploitation of artistic labor. In their conversation between an art historian, a curator and an
artist, Danielle Child, Helena Reckitt and Jenny Richards highlight the precarious conditions
of contemporary cultural labor (Child et al., 2017). They claim that in today’s neoliberal and
capitalist circumstances, cultural labor, which includes artistic labor as its major strand, is
largely assumed to be labor of love, meaning that cultural workers are expected to be motivated
by love and passion—rather than material gain—when engaging in labor. Referring to how the
term ‘labor of love’ was coined in 1975 to “call out the mechanism for the exploitation of social
reproduction” (Jenny Richards in Ibid, p.151), the discussants argue that cultural and artistic
labor is following the same course of implicit victimization. Gregory Sholette, a New-York
based artist, writer, educator and activist, also warns about this invisibility of artistic labor by
calling it the “dark matter” that sustains the contemporary art world (Sholette, 2011 quoted in
Dimitrakaki and Lloyd, 2017, p.7). Under such imposition, being passionate workers, artists
are seen as working for their own pleasure or willingly making sacrifices in devotion to art that
do not need to be externally compensated, as the rewards for labor of love are automatically
granted through emotional, self-expressive or spiritual means, rather than financial means
(Child et al., 2017). It appears to me that this precarity is particularly damaging in the case of
practice-based art, considering its fundamental connection to the idea of immaterial labor as
established in the previous chapter. The interchangeability between the artists’ lived actions and
their artwork that lies at the core of art as praxis can lead to further perils of “over-identifying
with work” (Ibid, p.156), which only perpetuates the cycle of exploitation.

Paradoxically, though, artworks and artistic labor do need to be reduced to prices
and traded as commodities because they are “loaded with life” of the artists and cultural
intermediaries (Graw, 2017, p.130). For the livelihood of the artmakers and the sustenance of
art itself, art needs to have economic significance and be sold. José Maria Duran, a researcher
in cultural studies and Marxist theories, focuses on how this inevitable commodification of art
occurs. He points out that unlike most wageworkers who provide labor for corporate bodies
and hence sell their labor power, artists sell the products of their labor—the artworks. The
process of selling the products of labor entails “alienating the product” from the producer
by transforming it into “a social form” —the commodity form—that can be circulated in the
market (Duran, 2016, p.227), which implies that there has to be an ontological separation
between the artist and the artwork for it to be functional as a commodity. Georg Simmel, a
German sociologist, Neo-Kantian philosopher and cultural critic, resonates with this idea from
more than a century ago that the distance between the human subject and the object establishes
value. In his book The Philosophy of Money (1900), Simmel argues that value is produced
through “a state of appreciation distinct from a utilitarian satisfaction of needs” (Simmel quoted
in Degen, 2013, p.13), which is achieved by allowing the subject to keep a distance from the

object so they can find value not in the object itself but in the way it stimulates their faculties.
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Simmel’s perspective does not entirely overlap with Duran’s since it is skewed to the concept
of aesthetic valuation and illuminates not the artist’s but the audience’s end of the process.
However, his argument together with Durdn’s still adds to this research that 1) a valuable art
object has its own agency that allows it to affect a human subject as a separate entity, and 2)
that value accounts for not only the production but also the consumption.

Then, how should the commodification of practice-based art be facilitated, when the
artistic labor—the subject’s praxis—is allegedly inseparable from the artwork—the object?
Isabelle Graw, an art critic and art historian with a strong interest in the art of the post-medium
condition and its economy, points out that practice-based art is no exception to this imperative
of alienation as long as it is governed by the same market principle (Graw, 2017). In addition,
she hints at the need for an extra process for the commodification of practice-based art to be
viable. She argues that despite the movement towards dematerialization, contemporary art
practices “have a penchant for realization in the physical object as well, usually producing
material evidence in the form of certificates, props, relics, or documentary materials” and that
the “introduction of such an anchor is beneficial” (Ibid, p.134). In such a light, art’s commodity
form is “metonymic” (Ibid, p.136) of the original artistic practice by rendering the value
previously immaterial and unattached into more concrete and distributable outcomes.

Finally, after such commodification and departure from the realm of production,
art is in the eye of the beholder or the realm of consumption, where its value continues to be
contested and shaped. It is true that in the arts and cultural sector, “production pre-empts
demand” (Hadley, 2021, p.205)—most often, artists willingly produce artworks, not in reaction
to a pre-existing demand but for their own motivation. However, as long as an artwork aspires
to be presented, appreciated and consumed, “[t]he final authority is actually the recipient,”
like how the value of money “has nothing to do with [its] origin; it results from the trust and
confidence of their users” (Zaunschirm, 2013, p.39). As shown in earlier reference to Simmel’s
theory of appreciation and in Vatin’s compartmentalization of valuation into valorization and
evaluation [p.42], it is crucial to recognize that value may be proposed through production and
labor, but is realized “not where it is produced” (Federici, 2019, p.56). Hints that operations in
the sphere of consumption are as significant as those within production for value creation are
ample—from the classic Marxist concept of value form, or the “appearance of value...[when]

a commodity enters into the exchange relations with others” (Marx quoted in Arthur, 2015)

to the critique of neoliberalist exploitation of labor by social reproduction theorists that the
market increasingly valorizes but does not put value in socially reproductive work (Child et al.,
2017)™,

Above all, value creation is not only a social process but also a personal one in that
it depends on the behavior of individual consumers (Thaler, 2015). Even when an artwork’s

value is endorsed on a societal level, there is still the individual consumer’s taste and “consumer

14 As an elaboration on this point, Jenny Richards refers to feminist sociologist Emma Dowling: “Dowling makes
a distinction between the valorisation of labour and the valuation of labour. Valorisation denotes capital’s methods
of valuing labour, which we see through the wage; while valuation relates to how we as human beings conceptually
struggle to value for ourselves the activity that we engage in. As the financialisation of work intensifies, it is increas-
ingly difficult for people to see and qualify work that is not represented by monetary value” (Child et al., 2017,
p.152).
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capital” at play, which encompasses their knowledge, experience, skills, interests, propensities
or any other irregular detail that uniquely contextualizes the consumption (Woo, 1992, p.107).
These signify two things: 1) the fact that multiple social groups and their dynamics are involved
in establishing art’s value makes it politically complicated yet powerful and engaging; 2) the gap
of value creation between the parties of production and consumption—between the proposal
and recognition of value—has the potential to be the pitfall where misperception, lack of

recognition, exploitation or any perversion of value may occur.

Thus far, I have examined the intricate system and economic complexities of valuating
art. Reflecting on the unique characteristics of art after the practice turn I have analyzed
in Chapter 2.1—namely, its emphasis on process, labor and dematerialized forms of art in
proposing its value—the question arises: can its cultural value be adequately converted into
socioeconomic value through the conventional valuation systems and methods discussed thus
far? This remains a debatable issue. To resolve it,  wonder what can serve as its “anchor”
(Graw, 2017, p.134) in valuation, a means that better captures the nuanced value of practice-
based art, ensuring that its significance is not lost in translation to economic and marketable
terms. Here, I turn to what art has seemingly left behind—its objects and their agency amongst

human subjects.
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2.3. Art’s Objecthood & Valuation

Given the practice turn, art now extends into the dematerialized and conceptual
realm of praxis by process, no longer circumscribed by the necessity of material realization or
production of physical objects. Lucy Lippard, for instance, even foretold in her observation
of art’s dematerialization that the physical art objects would eventually disappear altogether
(Lippard and Chandler, 1968). However, Lippard’s prediction has proven to have been rather
stretched—artists still produce works using materials, and their exhibitions are still largely
based on displays of objects. Art’s objecthood remains relevant to contemporary art. What
has changed, though, is that the objecthood and consequent materiality of the artwork bear
renewed significance, no longer as art’s natural matter, but as an art form artists choose.

As one of the starting points to consider this claim, I have inquired into the relationship
between the ‘material’ and ‘immaterial’ Although the two terms are antonyms to one another,
they are, in fact, conceptually interdependent and function like two sides of the same coin.

In art, the literal interpretation of ‘immaterial’ commonly denotes “physically imperceptible,”
and the term can be used “to describe elements that need to go through different processes

to be perceived” (Grammatikopoulou, 2012, para.22). This alludes to the idea that
immateriality requires additional apparatus or material evidence to render itself substantial

and comprehensible, similar to our reliance on a mirror to perceive ourselves. Immateriality
does not inherently imply an absolute absence of materiality. Rather, it necessitates material
efforts for acknowledgment. Thus, in discussing the valuation of dematerialized practices

in contemporary art, I speak not for the denial of art’s objecthood and materiality but for a
reconsideration—to recalibrate our notion of the object as a strategic format of art for enhanced

tangibility of practice.

2.3.1. Rethinking the Object: Object’s Agency

To think of what art objects signify to contemporary art, what objects mean to us today
and are capable of achieving should be considered first. As discussed earlier in Chapter 1.2.2
[p.12], I define object in this research as a tangible entity that can be perceived or experienced
by a human subject, representing abstract ideas and intentions. According to Boltanski and
Thévenot, objects, as external things to people, substantiate worth by making us “rise to the
occasion” and valorize them (Boltanski and Thévenot, 2006, p.131). Variable in their form,
objects serve as trappings of worth that indicate how we perceive ourselves and our values.
Along a similar vein, Michael Hutter, an economist specializing in cultural economics and
value theories, writes on the idea of value translation that conceptualizes how the value of
artistic sources is established through dynamic processes involving objects. Grounding his
idea on Latour’s ‘actor-network theory’ that highlights the participation of nonhuman actors
in social relations (Latour, 1996; 2007), Hutter describes value translation as “a displacement
or delegation of power within networks” where objects function as carriers of value (Hutter
in Antal et al., 2015, p.61). Hutter further explains value translation as the transmission of

value from artistic sources to objects that function as “symbolic products” (Ibid, p.61). This
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involves an “authoring phase” of creating the object and a “reading phase” of interpreting
and experiencing it (Ibid, p.61). Such a model of valuation demonstrates that objects are
intermediaries of value(s) that play a pivotal role by facilitating the interpretive interaction
between human actors.

As shown by Hutter, the idea of the agency of nonhuman entities stems from the thick
branch of post-structural approaches to “the theoretical importance of things” (Clarke et al.,
2017, p.54). As early as 1969, Theodor W. Adorno commented on the matter of recognizing
the significance of objects by claiming that “[a]ctually, everything that is in the subject can be
attributed to the object... Object, though attenuated, also is not without subject. If the object
itself lacked subject as a moment, then its objectivity would become nonsense” (Adorno, 2005,
p.257). Here, Adorno criticizes “the pure subjective form of traditional epistemology” or the
“epistemological ego” that refuses to reflect on the validity of objects as capable subjective
entities in social activities (Ibid, p.256).

From a more scientific perspective, Bruno Latour, French philosopher, anthropologist
and sociologist known for his work in science and technology studies, develops a viewpoint
best represented by his idea of interobjectivity that acknowledges the status of objects as
“complete social actor[s]” rather than passive “means” of our social interactions (Latour, 1996,
p.236). He also equates objects to human subjects in terms of their agency and level of social
impact by saying: “..objects are not means, but rather mediators—just as all other actants
are” (Ibid, p.240). According to Latour, the material world must be understood as “artifacts
or things that necessarily participate in social practices just as human beings do” (Reckwitz,
2002, p.208). Arguing that humans need to recognize the fact that “we are exceeded by what we
create” (Latour, 1996, p.273), Latour emphasizes the importance of committing to a symmetry
between the scientific weight we put on ourselves as subjects and the objects we produce. One
year prior to publishing his article on interobjectivity, Latour, in his conversation with the
philosopher Michel Serres, said: “I agree with you that the social sciences remain obsessed by
subjects alone, by people interacting among themselves, and never speak of objects per se... [T]
he collectivity is produced by this double circulation of objects that create social relations and
social relations that create objects” (Latour, 1995 in Hudek, 2014, pp.37-38). Here, Latour is
bringing objects to the center of researchers’ attention by highlighting their role in generating
one of the core values of our society—collectivity. According to Latour, objects are “social facts”
(Latour, 1996, p.240), which we must take into account to learn about ourselves and our social
systems.

Andreas Reckwitz, another social scientist and cultural theorist, recapitulates Latour’s
perspective as “symmetric anthropology” (Reckwitz, 2002, p.196) and situates it within the
broader stream of social practice theories, which are cultural theories that pursue a more
practical understanding of the relationship between the human and the nonhuman. According
to Reckwitz, Latour’s approach can be seen as the third phase of the development of cultural
theories that differ in their conceptualization of the material and object. The first phase is the
classical sociology of knowledge such as the work of Mannheim, Scheler and Durkheim that

understands the material as ‘social structures’ that provide foundation for orders of knowledge;
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the second phase, high-modern culturalism redefines the material as ‘objects of knowledge’

or ‘symbolic objects’ that become visible only in the context of systems of meaning such as
categorization, discourses and communicative action; the third phase represented by Latour
can be understood “as a critique of a reduction of social order to dematerialized symbolic
orders” that enables the researcher to grasp the objects as “artifacts,” which are “constitutive,
effective” components of social networks and practices (Ibid, p.196). Reckwitz goes on to claim
that artifacts hold significance not only because of their interpretations but also in their being
materially “handled,” “applied” and “used” (Ibid, p.208).

From the field of metaphysics, Graham Harman, American philosopher and leading
figure in the field of speculative realism", presents ‘object-oriented ontology (OOO)’ as the
contemporary framework for understanding reality (Harman, 2018). Through OOO, Harman
attempts to see our world through the lens of object interactions. He reminds us that all objects,
“whether they be human, nonhuman, natural, cultural, real or fictional” (Ibid, p.9), must be
given equal attention when discussing their influence on the world. Unlike aforementioned
theorists who tend to first make a distinction between human subjects and nonhuman objects
to equate their status in the world, Harman chooses to consider both entities as objects that can
autonomously interact with one another, advocating the agency of nonhumans from a slightly
different angle. Borrowing his perspective, this agency or the ontological speculation that
objects can interact with each other and influence human perception and experience would be
an expandable network that constitutes the fabric of reality.

Alfred Gell, British anthropologist most well-known for his anthropological
interpretation of art, also comments on how objects—specifically art objects—influence the
social fabric of reality. Gell argues that art objects can “mediate social agency” of humans as
active participants in social processes and communication (Gell, 1998, p.5). He writes that
as much as the art objects should not be reduced to mere “visual codes” for communication,
“the innumerable shades of social/emotional responses to artifacts (of terror, desire; awe,
fascination, etc.)” human subjects display upon their interactions with the objects prove their
substantial and practical power as vehicles of meaning (Ibid, p.6). In discussing this, Gell also
emphasizes that the aesthetic properties of art objects should not be abstracted from their
“social settings” (Ibid, p.6) because their nature is “a function of the social-relational matrix”
(Ibid, p.7), hinting that objects define and are defined by the human system surrounding them.

Such reflexivity of objects is also revealed in Graw’s idea of value reflection (Graw,
2021). Referring to the ontological split of commodity objects between ‘symbolic’ and ‘market’
values (Bourdieu, 1993), Graw argues that when it comes to art objects, this division is less
absolute than what many scholars have claimed and that it has room for renegotiation through
the process of value reflection. Graw defines value reflection as an artistic operation that results
from manifold procedures, often suggesting that the “artistic labour expended for artworks
can be found in them” (Graw, 2021, p.8). She acknowledges that art objects are unlike human

subjects who can reflect on their values independently, but as objects, they can generate “value-

15 An international movement in contemporary philosophy known for their resistance to philosophies of human
finitude and transcendental idealism inspired by the Kantian traditions of the field (Harman, 2018).
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reflective statements” (Ibid, p.10), as long as a viewer or an interpreter is willing to read into
them. Thus, as much as that value reflection is not an objective property to be naturally found
in artworks, it can be argued that art objects have the “epistemological potential” to charge the
viewer with their value claim (Ibid, p.10).

In summary, it becomes clear that objects are active actants that operate among us,
between us and for us. Objects, as external entities to people, gain significance by challenging
us to appreciate and valuate them. Their diverse forms act as symbols of worth, reflecting our
self-perceptions and values. Objects serve as intermediaries of value, facilitating meaningful
interactions between people. They are active participants in social dynamics, not merely passive
tools, and are social facts that reveal insights about ourselves and our social structures. Objects
interact with one another and shape human perception and experience but are also shaped
by the human systems around them. Their importance lies not only in their interpretations
but also in their practical use and handling, which is why their qualities should be understood
within their social contexts and relations. Among objects, art objects possess a particular
potential to convey their value to viewers, generating reflective statements as long as there is
an observer willing to engage with them. However, considering all these general abilities of
objects, how may they intervene specifically in the matter of representing practice in tangible
terms to claim value? What is the actual operation that occurs when the objects deliver
practice? I now speculate further on the agency of art objects within the context of valuating

dematerialized practices.

2.3.2. Rematerialization of the Dematerialized: Object Translation

Affirming the agency of objects, practice theorists “agree that activity is embodied and
that nexuses of practices are mediated by artifacts, hybrids and natural objects” (Schatzki et al.,
2001, p.11). Such a claim could be read as corresponding to the analysis by Krauss that since
the dematerialization of art, art objects no longer speak only of their immediate materiality but
operate based on a synecdochic relation to the practices they are born from (Krauss, 1999).
This could be expanded to thinking that objects of art have gained a renewed significance as
“forms of knowledge” (Sullivan, 2006, p.1) that cite and conjure artistic practices that extend
beyond tangibility. Objects by themselves may no longer be enough to be seen as art, but they
represent, mediate and convey art. Ji Yeon Kim, the Korean art critic, writes in her essay that
won the 2024 Annual New Year Writing Prize hosted by The Chosun Daily: “In this accelerated
world", there is an effort in art to slow down the pace and bring its body back to the center of
attention. Art critiques the alienation of the body and the fragmentation of perception through
the reenactment of physicality™” (J.Y. Kim, 2024, para.7). This reenactment can be understood

as an effort to rematerialize the dematerialized art into substantial terms, where objects can

16 Here, she is referring to the claim by Paul Virilio, a French cultural theorist, urbanist, architect and aes-
thetic philosopher, that art has lost its physical site, and the body has become fragmented due to the extreme
acceleration of contemporary society (Virilio, 2010).

17 Translation from Korean by the author. The original text is: “O|ZH| AF5t= MA £0M £ 520 A
HE SH2=Z CHA| B2 = 0|52 20| UCH MA|Q| ALt 2|Zte| IMHEIE AT E A EO{[ECY]”
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partake as a form of tangibility.

Then, what would it mean to rematerialize art through objects? One interpretation is
provided by Maria Lind, curator, writer and educator, who published the book Seven Years: The
Rematerialization of Art from 2011-2017 (2019) in reply to Lucy Lippard’s seminal monograph
Six Years: The Dematerialization of the Art Object from 1966 to 1972 (1973). Lind’s book
presents a collection of her columns for ArtReview that explore works by contemporary artists
who have established unique relationships between their art and objects—Haegue Yang, Hassan
Khan, Uglycute, Tania Perez-Cordova, Walid Raad and more—in addition to major exhibitions
of the decade that represent the ethos of practice such as dAOCUMENTA (13), the Sharjah
Biennial 12, the 3rd Ural Industrial Biennial and the 54th, 55th and 56th editions of the Venice
Biennale. Throughout this compilation of contemporary art history, Lind repeatedly uses the
metaphor of the artist’s hand to explain how artists have attempted to rematerialize their art.
Goldin+Senneby, a Stockholm-based artist subject, who wrote an introductory essay for Seven
Years, points out an interesting coincidence that Lind was born on 27 February 1966, which is
the day when the conceptual artist John Baldessari proclaimed the “death of the artist’s hand”
and stopped making works by his own hand and signature to commit to the new principle of

dematerialization® (Goldin+Senneby in Lind, 2019, p.10).

18 Goldin+Senneby writes that they learned this fact in Lucy Lippard’s Six Years, which adds to the sense of
juxtaposition.
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[Fig.20-22] ‘Cremation Project’ (1970), John Baldessari. In the summer of 1970, the artist decided to
destroy all of his painting works that were in his possession dating from 1953 to 1966 by incinerating
them at a local crematorium. This was an act that marked the beginning of his later conceptual and
dematerialized practices (Photos: David Wing/Image source: John Baldessari Studio).
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For Lind, the artist’s hand that the conceptual artists so adamantly severed, no longer
works solely for the artistic craft or autonomous gesture of the artist genius—rather, it now
stands for “what is at hand” or the act of “taking things/matters into their own hands” (Ibid,
p.10). In other words, Lind is highlighting how contemporary artists take a renewed materialist
approach to art to substantiate what they believe are at stake, incorporating pragmatic strate-
gies of artmaking in response to social situations. As part of these strategies, artists and other
workers of the art world recognize the role of the object anew, not in the sense of “singular
artistic gesture or craft alone,” but rather in that they function as expanded, metaphorical nodes
of a wider fabric of “conditions and structures” that surround artistic practices (Lind, 2019,
p.32). In such regard, ‘materialization’ in rematerialization is not just focused on the materiality
of the object but on its objecthood of materialness, for the sake of spelling out the immaterial
substance of art in concrete terms. Lind defines this as what lies at the core of the operation of

rematerialization.

[Fig.23] ‘Fabrications. Shah-neshin and veranda on Satarkhan highways’ (2013), Nazgol Ansarinia in
collaboration with Roozbeh Elias-Azar. Maria Lind writes on this work by the Iranian interdisciplinary
visual artist as an example of art’s rematerialization that it “insist[s] on actualizing the encounter between
the existing and the virtual...breaking the slick surface of normality and embodying the stark contrasts
and abundant contradictions so palpable in Tehran today” (Lind, 2019, p.166). Nazgol Ansarinia’s works
are known for their examination through objects of the systems and networks that underpin the artist’s
daily life (Image source: Green Art Gallery).
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There have also been attempts to consider the idea of rematerialization from a
socioeconomic perspective. For instance, Azza Zein, visual artist, writer and interdisciplinary
researcher working between fine arts and economics, explores the idea of rematerialization as
a process of revaluing dematerialized things, including objects, forms and resources. Referring
to the dematerialization of our economy—digital transformation, virtualization, reduction
of physical transactions and subsequent effacement of in-person labor—Zein claims that it
involves reducing things originally with unique narratives and contexts to their superficial
price tags in the market, which leads to the disconnection between valuation and the social
history of materiality. Such a condition, combined with the artistic dematerialization as a
rejection of the fetishized singular art object in the market, has deeply impacted the status of
art objects altogether, leading to the destruction of their affective economy and devaluation
(Zein, 2019). To intervene in such “violence of invisibility” (Ibid, p.120) and to “revalue the
art object” as a tangible token of its context, labor and process (Ibid, p.126), Zein suggests a
resistance through rematerialization in art, which happens when artists “attend to materials”
(Tim Ingold quoted in Ibid, p.120) by focusing on the correspondence between material
objects and cultural gestures, immaterial labor and value embodied in the objects. Zein argues
that this process of rematerialization has a “reparative” effect on dematerialized art and its
economy, allowing our society to overcome abstraction and standardization of value (Ibid,
p.123). To me, this discussion of rematerialization, together with Lind’s interpretation of it as
a practical strategy to give tangible form to the conditions of art, resonates with the critique of
neoliberalist exploitation of labor by social reproduction theorists and shows great potential to
be a methodology for holistically expressing the value of practice-based art in both cultural and

socioeconomic contexts.
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[Fig.24] Film still from ‘Symbiosis (Ritual Battle)’ (2015), Cecilia Vicufia. Azza Zein refers to this work
as an example of attending to materials and rematerializing objects. She writes: “The collaboration video
between Cecilia Vicufia and the conservation ecologist Meredith Root-Bernstein asks us to imagine the
formal visual qualities of forces such as competition, reciprocity, and symbiosis... The video emphasizes

kinaesthetic forces generated around the objects rather than each object separately... The screen shows

objects made of multiple found materials...such as corks, fish cans, lines, threads, wires, matchstick,
brush, found plastic, felt, and nails... The three [key]words and the found materials all correspond to a
system of exchange and circulation” (Zein, 2019, pp.123-124) (Image source: ARTFORUM).
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So far, my discussion of rematerialization has focused on its conceptualization, but
it would also be crucial to examine how it can be understood more realistically and utilized
in fields of art. One of the fields of art most concerned with utilizing the agency of objects
for rematerialization is performance art. Due to its transient nature, performance, unlike
traditional artworks such as painting and sculpture that are concrete and immutable, exists
only in the moment of its live presentation (Reason, 2006). To overcome its limitation
of intangibility, “[p]erformance is being increasingly documented, archived, evaluated,
institutionally incorporated, and globally disseminated” (Stuart Comer in MoMA LIVE, 2015,
11:54). Now, “criticism is focused more on the recurrence and persistence of performance
than on its disappearance” (Introduction to Afterlives: The Persistence of Performance series at
MoMA shared by Adrian Heathfield, 2015).

[Fig.25] Photographic documentation of ‘Ascending Fields’ (1992), Rosemary Lee. This photograph
was used as the title image of the Afterlives: The Persistence of Performance series at MoMA (2015).
Rosemary Lee, choreographer, filmmaker and performer, had this photo taken to capture the aftermath
of a performance that was staged in Fort Dunlop, an empty tire depot in Birmingham, UK. Eighty
dancers and musicians were invited for the performance, whose energy can be imagined from the trace of
repeated movement captured by this photograph (Photo: Hugo Glendinning).

Closely observing how documentation of performance art functions as an apparatus to
project the value of practice, I have come to think that the dynamic of rematerialization could
be compared to that of linguistic operations, namely translation. While the live performance

is still the primary art form, its documentation serves as an essential supplementary
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structure for mediating the artistic practice. The “re-mediation” of performance in the name
of documentation serves as a record of the artist’s conceptual and embodied exploration,
providing insight into the themes, emotions and ideas delivered during the performance
(Reason, 2006, p.9). The documentation can take myriad object forms, including photographs,
written descriptions, video and/or audio recordings and other multimedia artifacts that offer
different perspectives on the original performance (Ibid). Being “[t]hings, but not the thing
itself” (Ibid, p.36), these object forms speak for the performance to deliver its meaning in
respective languages and rhetoric, which gives a translational sense of the agency of the art
object at play in representing the practice. Such an aspect of documentation—that it occurs
not within but between disciplines and art forms—resonates with the concept of “intermedia
translation” (Hopkinson, 2004, p.42), which ideates the interpretation of one artistic practice
by reproducing it in another art form or medium. This assumes that today—under the
post-medium condition—art forms have interdisciplinary connectivity that transcends

the boundaries of medium and can become alternative expressions of one another. These
operations not only grant material stability to performance art but also give it the potential

to have wider accessibility. By assigning an object form and materiality to performance,
documentation enables it to be disseminated to audiences with significantly fewer physical
and geographical limitations (Reason, 2006). By being “channeled” (Ibid, p.26) through
documentation, the practice of performance is given “afterlives” (MoMA LIVE, 2015) to reach
a much more public, even global audience, expanding its impact beyond the original setting of
the presentation—another striking resemblance between documentation and translation.

The idea of rematerializing the dematerialized practices has also sparked active
discussions within the field of art conservation, particularly regarding “changing” artworks
that must compete against ephemerality to be kept and available to the audience (Saaze, 2013,
p-49). From the 1990s onwards, there have been a number of conferences and publications on
conservation issues concerning modern and contemporary art. One of the key voices of the
discourses, Pip Laurenson, researcher in the conservation of contemporary art and the former
leader of the Time-based Media Conservation section at Tate from 1996 until 2010, highlights

>«

the shift in the conservators’ “attitudes to change” with the new trend of artistic practice “which
is essentially a process, a project or situation, where the objects of art are either props, debris
or documentation formed as by-products of the activity” (Laurenson, 2013, p.40). Within such
a context, the notion of art as a fixed, unchanging object becomes “highly problematic” (Saaze,
2013, p.36). Laurenson explains that traditionally, fine art conservation has operated under the
assumption that an artwork is “finished” after leaving the artist’s studio and was thus focused
on referring back to the moment a work entered the collection as an “ideal state” of the artwork
(Laurenson, 2013, p.40).

However, with more contemporary artworks leaning towards the dematerialization
of the object and practice, conservators are faced with the need to devise new tactics or even
a complete shift of the paradigm of conservation, which, once again, reveals a curious parallel
between rematerialization and translation. William A. Real, researcher who served as chief

conservator at the Carnegie Museum of Art from 1985 to 2001, focuses on installation art,
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which he claims to be “often less object than event, existing initially only for the duration of
an exhibition” (Real, 2001, p.211). He stresses the complexity of dismantling and re-creating
such works and suggests two methodological approaches for more holistic conservation: 1)
considering each installation as a reiteration of the original work, and 2) documentation of
both the tangible and intangible elements of work, such as the specifications of the work’s
hardware and the artist’s process of decision-making process regarding the installation.
Embracing that he “cannot arrest change” (Laurenson, 2013, p.40), Real emphasizes that

the sense of considering the works’ installation as a repeatable, performative act that has its
own value at each version is what retains the integrity of the original practice, not the exact
preservation of the first occasion (Real, 2001). Such a perspective hints that reiteration of an
original artistic practice can be a valid format for its presentation, which implies how the value
claim of an artwork can now happen in ways other than the literal preservation of the original.
In turn, this suggests that a translational attempt to capture an artistic practice in another object

form can be considered meaningful to its valuation.

[Fig.26] ‘Moon is the Oldest TV’ (1965), Nam June Paik. William A. Real mentions this piece as an
example of changing artwork. He describes the hypothetical situation when the CRT monitors used for
the work become no longer reparable or replaceable, and the only way to present the piece is through
digitization or to re-create working CRT monitors. This points out both the predicament of authenticity
and the possibility of ‘translating’ the original artwork into its alternates for the sake of conservation
(Real, 2001, p.224) (Image source: Espacio Fundacion Telef6nica).

Such difficulty surrounding the authenticity of the original artwork can also be found
in the field of performance art discussed earlier, because rematerializing and translating

the performance into objects causes an ethical controversy surrounding the core tenet of
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performance art that values liveness and impermanence. Dealing with the “in-betweenness”
of artistic states, artists often grapple with questions of how to translate the immediacy and
intimacy of the performance into static forms of documentation (Borggreen and Gade,

2013, p.146). Many performance artists often claim that it is instrumentally challenging to
preserve the energy of the live event and thus finds different object forms less appropriate

for representing practices of performance (Reason, 2006). Thus, for these artists, there is

an important distinction to make between repetition and reproduction (Ibid)—or between
ongoing process and its product, which is the essential gap between live and non-live media
of performance. This struggle is a hard yet inevitable limit documentation, conservation and
eventually rematerialization face as artistic operations, but it could also be considered a signal
to embrace them as a separate, expanded layer of artistic practice that needs further inquiry.
This also proves that documentation and conservation—or any other rematerializing attempts
to translate the intangible qualities of artistic practice—are not redundant. They may be
optional and imperfect representations of the original work, but not unnecessary or false—in
fact, they may even be closer translations of the unfolding and ongoing-ness of art, with regards

to process and practice.

The inquiry laid out in this chapter has inspired me to think that objects may still be
the currency of art in that they have established a relation to practice. Objects have gained a
renewed significance as tangible forms that render, capture, evidence, mediate and convey
the artistic practice that is expanded over the blurred and generalized dimension of ‘doing’. To
encapsulate the variety of operations art objects may carry out and embrace their expanded
functionality, I propose an original concept of object translation, which takes from: 1) Graw’s
claim that art objects are “metonymic” (Graw, 2017, p.136) of the original artistic practices they
are born from [p.47]; 2) Krauss’s claim that art objects operate based on a synecdochic relation
to the practices they are born from (Krauss, 1999) [p.52]; and 3) my analysis that the agency
of objects that takes effect through rematerialization is largely translational in reiterating the
original practice [p.60]. Through the operation of object translation, art objects put practice
into valorized, valuable and valued terms and reform both the cultural and socioeconomic
spaces for pronouncing art’s value. With these findings, I now turn to the case of the book and
its specific genre of artists’ books, what they signify as art objects to contemporary art and how

they may facilitate object translation.
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2.4. The Book as Art Object

Among the myriad forms of the object, this research asserts that the book has unique
connotations and agency that make it a translational object that facilitates the rematerialization
of artistic practice. One might say that books are such obvious and universal objects whose
characteristics need not be newly interrogated. Considering how everyone knows what a book
is and what it generally consists of, I find such a claim valid. In fact, I am somewhat using the
ubiquity of the book and how it is ingrained in people’s minds as a cultural idea as leverage to
demonstrate how the newly proposed concept of object translation operates. However, I must
clarify that for this research, I am not focusing on the more obvious question of “what a book
is,” but rather on “how a book does its particular actions” (Drucker, 2003, April 25). This is
to point not at the book itself but at the influence it has on reality. As Harman, the theorist
of Object-Oriented Ontology, observes, “[o]bjects are not identical with their properties, but
have a tense relationship with those properties, and this very tension is responsible for all of
the change that occurs in the world” (Harman, 2018, p.9). Thus, rather than the definition" or
typology of books, I pay attention to this tension, which may be another way to refer to how the

books, through their objecthood, affect contemporary culture and art.
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[Fig.27] The body of the book or “the printed codex,” commonly referred to as the “form of the book with
which we are most familiar with” (Borsuk, 2018, p.74) (Illustration: Mike Force).

19 I do have my own definition of the book: An artifact produced as a physical condensation of knowledge and
information published either printed or via digital media to be made accessible, in many cases, democratically.
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2.4.1. The Objecthood of Books

More specifically, what aspects of the book should be explored to learn about its
objecthood? The first step of the inquiry had to be grasping different dimensions of the topic to
establish a methodical approach, for which I referred to other research projects that explored
the cultural significance of books. For instance, Amaranth Borsuk, an American poet and
educator known for her experiments with textual materiality and digital poetry, structures
her monograph The Book (2018) around four chapters that each represents a distinct yet
interrelated approach—1) The Book as Object, 2) The Book as Content, 3) The Book as Idea,
4) The Book as Interface. The first chapter discusses the physical components of books, from
papyrus and parchment to paper and pixels, and how each version’s materiality influences
the experience of reading. The second chapter discusses how the form and function of the
book have creatively evolved throughout history and along different cultural contexts, partly
referring to the practices of making artists’ books. The third chapter addresses the role of books
in shaping knowledge, culture and identity, emphasizing their importance in the dissemination
and preservation of ideas. In the last chapter, Borsuk speculates on the future of books,
considering both the potential for newly rising forms of digital storytelling and the enduring
appeal of traditional paper books through their physical interactivity.

Another source that has given me insight into this extensive topic is a manual-like
publication by book designer Hugh Albert Fordyce Williamson, which gathers the purposes of

books into four groups:

“A book is to be sold... The book must attract the buyer, and be worth
possessing as a physical object, not merely worth borrowing. Its price must
be within the buyer’s reach, and its appearance and construction should
make the price a bargain. The requirements not only of the public but of
booksellers and librarians must be allowed to influence its form.

A book is to be laid open, held, and carried. All but a few books are held
while being read, and most books are carried about to some extent before
and after reading... Every book should be designed to withstand whatever
handling it may receive, without unduly rapid deterioration.

A book is to be seen. If it fails to attract more than a glance, it may not be
read at all. Then it must be capable of being read with ease, speed, and
accuracy...

A book is to be kept. After being read it is set aside, usually on a shelf, to be
read again one day... Once it is on the shelf, the book should be able to stay
there indefinitely without undue deterioration, retaining its qualities against
its next use.” (Williamson, 1983, p.354-355)

Bringing together Borsuk’s and Williamson’s analyses and characterizations of books,

I can infer that books of our time are complex, multi-layered entities that need to be unpacked
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from more than one angle, including: 1) physical objects serving practical functions, 2)
printed (and digitizable) medium for communication, 3) evolving artifacts born of creative
experiments, 4) cultural commodities meant for collection and consumption. Throughout
this chapter, I attempt to gather and analyze insights to reflect all of these aspects of the book’s
objecthood.

First off, Alessandro Ludovico, a researcher and visual artist, and Johanna Drucker, a
book artist, visual theorist and cultural critic, emphasize the physicality and tactility of books.
To do so, Ludovico describes the nature of paper, which is, by and large, the most prominent
physical material of books: “Paper is persistent, as is the ink printed upon it. Printed paper stays
around for a very long time, and its content doesn’t change at the click of a button” (Ludovico,
2018, p.27). Such enduring, foundational physicality of the book bears “the two major
structural features of the codex”—sequence and finitude that correspond to the axes of the
temporal and the spatial (Drucker, 1997, p.94). Drucker writes that “the structural boundedness
of the book and the discreteness of the delimited page” become the spatial parameters of
bookmaking against which every designable means of bookmaking can be worked to create
artistic meaning (Ibid, p.99). These makings of definitive spaces turn the book’s pages into
punctual “moments within the continuum of the whole,” thus allowing the articulation of the
temporal (Ibid, p.100). And because these moments in time are triggered anew by points of
action—'opening’ the book and ‘turning it over'—and specifically designed sequences of these
actions, the book allows the flow of time to become perceptible and even tangible through
the holistic experience of reading. Thus, these formal qualities enable books to strategically
compress a sensation intended by the artist and deliver it to the reader.

The delivery of books to their readers or audiences is also unique in that it is
individualized and private. Throughout the history of culture, “print communication has been
crucial in facilitating the development of human individuality because of the psychological
interiority that reading permits each reader” (Murray, 2021, p.9). Commenting on the
experience of reading, Ludovico adds that the printed page “with its sense of unhurried
conclusiveness, allows the reader to pause, to reflect, to take notes,” without having to rely on
any other device or technology (Ludovico, 2018, p.30). Such a customizable mode of experience
the book proposes grants a personal and liberal encounter with art—an encounter that may be
designed but not controlled. Artist Pavel Biichler points to this aspect by explaining how books

are supposed to be experienced vividly, outside of gallery vitrines:

“Any exhibition of books faces one enormous obstacle: books are not at
home in a gallery. They have their place on a bookshelf, among other books,
among everyday objects (‘artists’ books are no exception). [Books] function
in a direct and private interaction with the reader and they only come alive

when they are used, touched, handled, manipulated.” (Biichler, 1986, no
page)
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By having to be activated on a personal level, the book places the work it presents closer to
the audience, in terms of both physical and psychological distance, intensifying the artistic
experience.

Because of their finitude of materiality, books are portable and can be “continuously
transmitted” as cultural artifacts (Andrés Ramirez in Chang, 2022, p.421). Because books are
objects with longevity that is not dependent upon an energy source, equipment, software or
any other apparatus, they grant themselves a unique mobility that is less physically vulnerable
than a painting on canvas or sculptural object (Drucker, 1997). In other words, the book
“represents a permanent reality in an impermanent world” (Klima, 1998, p.14). “Because it
exists as a portable unit, the book becomes a travelling exhibition—over its lifetime a book can
insinuate itself into unforeseen locales” (Freeman, 1993, p.10). This makes the book a prime
example of Latour’s concept of immutable mobiles, which refers to objects that can represent or
stand in for other objects or phenomena (Latour, 1987). Latour claims that these objects play
a crucial role in the process of knowledge construction and dissemination, helping to stabilize
and make information transportable across different contexts. In a later article, Latour adds that
the book, as the most common type of printed matter, allows “translation without corruption”
(Latour, 2017, p.102), meaning that it guarantees the freedom of circulation with minimal risk
of technical aberration, making its content immensely accessible for anyone.

Simultaneously, other theorists consider the book a medium that expands beyond
its materiality. For instance, Matthew Fuller, a researcher in cultural studies and media,
writes that today’s book medium is pushing its limits of materiality and form and becoming a
networked web of cultural mediation (Fuller, 2017). He argues that any book is inherently part
of a “diagram” (Ibid, p.2). that schematizes the historical, material, aesthetic and economic
ontology of the book to form a constellation of meanings. Continually interacting with other
media systems, what appears to be a galaxy of books is also “internally differentiated” and
becomes “generative,” fragmenting into new ideas and cultural suggestions (Ibid, p.3). This
chaotic momentum does not weaken the system of relations that supports the diagram of
books—rather, it interweaves books into “corpuses” of forms, a “schematization of parts” and
eventually allows the book to function as a meta-medium that refers to all its parts when being
accessed (Ibid, p.3). As Foucault famously argued, the book is a “node within a network” as
well as a single material object (Foucault quoted in Bodman, 2017, p.12). Already carrying “a
system of signs” within itself of words, texts, narratives and images (Bakker, 2007, p.226), the
book simultaneously accesses and contributes to the multidimensional matrix of “sociological
imagination[s]” (Ibid, p.222).

There are other attempts to interpret the significance of the book from a socioeconomic
standpoint. Alexis Weedon, another researcher in cultural studies and media arts, suggests
that the book is a “system” that packages and stores “the laboring mind into a commodity;’
and that this is where the book’s “economic value and cultural worth lies” (Weedon, 2012,
p.178). This highlights the book’s identity as both a tradeable commodity and a cultural
circuit through which ideas are transmitted. Cultural historian and academic librarian Robert

Darnton takes the idea of the book as a circuit to a more concrete, societal level. In his diagram
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of ‘Communications Circuit’ (1982) (on the next page), Darnton attempts to incorporate
every aspect of the publishing industry from author to reader within an interconnected life
cycle of the book, mapping the social interactions the book goes through from production to
consumption, visualizing that publishing is a collective act involving stakeholders of various

roles.
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Roughly a decade after Darnton’s model was published, bibliographers Thomas R.
Adams and Nicholas Barker proposed a significant modification (Adams and Barker, 1993),
claiming that Darnton’s diagram “wrongly favors human agents over [the actual] phases in
the book’s life cycle” (Murray, 2021, p.39). The revised diagram re-focuses the model on the
process of how books are conceived and produced, connecting the idea of the book as a cultural
artifact to socioeconomic mechanisms that constitute the enterprise of publishing. According
to the diagram, the system of publishing interacts with broader, more foundational layers of
our society, which denotes the symbolic characteristic of the book as a commodity object
deeply entangled with the realistically ideological level of valuation. In other words, books
fundamentally refer to and embody the ‘relational dynamics of reality’ [p.19] or what could be

the contexts of artistic practices.

- ECONO

[Fig.29] Revised Communications Circuit, Thomas R. Adams and Nicolas Barker, 1993.

Acknowledging such a position of the book as a commodity object makes me realize
once more how artists’ books claim a unique, dualistic status as both art objects—being
artist-made—and commodity objects—being books—which means that they simultaneously
represent two different principles of cultural production. This brings my line of thought back to
Bourdieu, who captures this ‘opposition’ in his discussion of the autonomous and heteronomous

principles. He describes the field of cultural production as bifurcated between these two
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“poles” that each represents a distinct set of values: the autonomous believing that art must be
produced for art’s sake and the heteronomous obeying pre-existing demands for pre-established
forms (Bourdieu, 1993 quoted in Webb et al., 2002, p.159). As autonomous artworks in the
commodity object form of the book, artists’ books blur the boundary between this dichotomic
classification of values and justify a new principle of cultural production in which art neither
repels commodification nor is reduced into a fetish. Within artists’ books, the object statuses of
commodity and artwork intersect to be in constant negotiation with each other, forming a new

dynamic of valuation.

The inquiry into books thus far has revealed their immense potential to facilitate
the translation of artistic practices into their rematerialization into object forms. Books
are ubiquitous artifacts and malleable cultural things that can claim themselves to be both
“industrially produced stuft” and “sacred products” representing the thick strata of values
beneath them (Striphas, 2009, p.9). Books are self-referential tools that employ the “cultural
power” they own and embody (Lang, 2012, p.10). As “key artifacts through which social actors
articulate and struggle over specific interests, values, practices and world views” (Striphas,
2009, p.3), books are extremely multiplex tokens of the cultural endeavor they represent. Now I
turn to artistic publishing and artists’ books to verify how such potential of books unfolds more

specifically in the art world.

2.4.2. A History of Artistic Publishing & Artists’ Books: 1900s-1990s

Considering such manifold connotations of the book as a cultural object, the question
of more specific relations between the book and artistic production arises. According to
Stephen J. Bury, an art historian and Chief Librarian of the Frick Art Reference Library in New
York City known for his scholarship on artists’ books, “[t]he artist’s involvement in the making
of books is as old as the book itself” (Bury, 2015, p.15). However, it is still possible to point out
some of the highlights in art history that contextualize the rise of contemporary artists’ books
and illuminate their origin and evolution as a genre, practice and movement. This section
follows the historical trajectory of artist publications in the past century leading up to the
contemporary practice of artists’ books to demonstrate how the conception, production and

distribution of the book object have been explored and utilized to convey artistic messages.

The European Avant Garde & Livres dartiste (1900s — 1930s)

Between 1900 and 1939, Europe experienced an extraordinary cultural rebirth and
interchange of ideas that coincided with an economic surge resulting from industrialization,
developments in communications and increase in mobility with the use of automobiles. The

introduction of electricity was particularly transforming urban life as well as the landscape of
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cultural media (Ludovico, 2018). Later defined as the European Avant Garde, this period saw
new trends of publications within the field of art ranging from magazine-like periodicals to
handcrafted books (Bru, 2018).

‘Livres dartiste) one of the distinctive genres of publication that became widely popular
during this time, were deluxe publications aimed at exclusive audience of art collectors and
bibliophiles. Commissioned mostly to painters and writers by art dealers and gallerists, these
publications were often made with rare, imported materials such as Japanese fine art paper and
specially designed typographic ornaments to emphasize their “high book production values”
(Bury, 2007b, p.28). Because of this, they were also referred to as “beaux livres” (Takac, 2022,
para.7), meaning beautiful books. These publications were often sites of collaboration between
literature and visual art because livres d’artiste that paired etchings or illustrations by artists
with classic works, fables and folk tales were greatly in demand as collectibles at the time
(Stewart, 2022).

One of the most famous figures behind such production is Daniel-Henry Kahnweiler,

a German-born art collector and art dealer best known for his early recognition of the

Cubist art movement. Based in Paris at the time, he published livres d’artiste under his own
imprint—between 1920 and 1941, he published editions of artist prints compiled into a book or
illustrations by artists that accompanied literary works under the name of Editions de la Galerie
Simon, which he considered “another strategy to promote the artist” (Bury, 2007b, p.26).
Artists he published include Max Jacob, Guillaume Apollinaire, André Masson, André Derain,

Gertrude Stein, Pablo Picasso among many others.

[Fig.30-31] Edition of Cleopatra’s Nose published by Editions de la Galerie Simon that showcases drypoint
illustrations by André Derain, 1922, text by Georges Gabory (Image source: MutualArt).
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LIVRE TROISIEME

#jA le dieu, ayant dépouillé la forme mensongére d'un taureau, s'était
fait connaitre et il avait abordé¢ dans les campagnes du Dicté, lorsque
le pere de la jeune fille, ignorant son destin depuis qu'elle lui a été

ravie, ordonne 4 Cadmus de la chercher; son chitiment, s'il ne la trouve pas,
sera exil, njmm- ce pére A la fois tendre et cruel. Aprés avoir parcouru tout
I'univers (qui pourrait en cffet découvrir les infidélités de Jupiter?), le fils

d’Agénor fuit sa patric pour s¢ dérober au courroux de son pére; il va en
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[Fig.32] Pablo Picasso’s illustration for Ovid’s Les Metamorphoses published by Albert Skira (1931)
(Image source: The Museum of Modern Art).

Livres dartiste, because of the name literally meaning ‘artists’ books’ in French, are
often considered direct precursors of contemporary artists’ books. Although it is true that they
paved the road into the publishing industry for later generations of artists, livres dartiste are
clearly distinct from artists’ books in terms of the purpose they served in the art world and
the context of their publication. While livres d’artiste were produced by the urge of the gallery
system as highly valued collectibles for a very secluded part of the art world, artists’ books are
most often independent projects initiated by the artists themselves with democratic distribution
as their primary objective. There are still many evolutions to come before livres d’artiste and
contemporary artists’ books can be linked. The following sections trace the trajectory of this

development.
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The Avant Garde Magazine & Fluxus Forms (1950s — 1960s)

Inheriting the experimental spirit of the European Avant Garde, Fluxus, the
international, interdisciplinary community of artists representing the Neo-Avant Garde,
deployed a wide array of activities including artistic publishing. Emphasizing the artistic
process over the finished product, the Fluxus group worked at the intersections of art, music,
performance and literature and strived to discover alternative systems of sharing art (Harren,
2020). Departing from the tradition of livres dartiste that relied heavily on the institutional
art world and galleries, Fluxus turned to another strand of the Avant Garde publications for
reference: the Avant Garde magazines.

The production of magazines was a widespread cultural trend across Europe during
the Avant Garde (1900s — 1930s). Ranging from the Italian Futurists led by Filippo Tommaso
Marinetti to the Dadaists and Surrealists that sprang in various cultural capitals, various
cultural movements were indebted to the transmissive power of the printed media (Ludovico,
2018). Unlike livres dartiste that focused on becoming valuable objects themselves, these
magazines were made to serve a very technical and practical purpose—a channel to make
reproductions of works of art globally accessible and thus gain an international audience.
Necessarily, these magazines became multidisciplinary symposia of their contemporary art,
conveying the Avant Garde spirit of Gesamtkunstwerk, ‘total work of art’ or ‘synthesis of
the arts’ to later generations of artists (Bru, 2018). Enormously variable in their formats and
designs yet always compact and constantly traveling, these magazines largely inspired the
Fluxus group by showing how “word and image, word as image and image as word, music
and photography could be explored in this portable format [of books], which could be shared
with those interested in these ideas, almost simultaneously across the world” (Bury, 2007b,
p.51). Demonstrating how the production of circulatable printed matter could give a focus for a
movement, tendency or artistic program, the Avant Garde magazines strongly encouraged the
Fluxus artists to consider publishing as their platform to exhibit works that refused to fit into
any other categories of the institutionalized art world such as museums, galleries and auction

houses.
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[Fig.33-34] Futuristy: pervyy zhurnal russkikh futuristov 1-2, edited by Vasily Kamensky and David
Burliuk, published in Moscow, 1914 (Open access via Monoskop).
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[Fig.35] Cover of bauhaus: zeitschrift fiir bau und gestaltung 2:1, edited by Walter Gropius and Laszl6
Moholy-Nagy, published in Dessau, Germany, 1928 (Open access via Monoskop).
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Within such context, Fluxus artists explored the idea of publicizing their art through
publishing in various forms, one of which was ‘artist editions. In the early 1960s, artist and
designer George Maciunas conceived of Fluxus Editions, an ambitious publishing program to
mass-produce affordable and portable artists’ books and multiples meant to publicize the ideas
of Fluxus on an international scale. Often housed in parcel-like boxes or kits, these editions
incorporate booklets, instruction scores, photographs, audio recordings, film loops, games,
puzzles and found objects, reflecting an interdisciplinary and conceptual approach of the
Fluxus artists. These editions were the essence of Fluxus—fluidly situated between unique art
objects and highly regulated editions, Fluxus Editions “embrace humble objects and everyday
gestures as critical means of finding freedom and excitement beyond traditional forms of
artmaking” (Harren, 2020, p.24).

Furthermore, given that “the container is the context for the work or the art object,”
Fluxus Editions contextualized art within their consumerist packages of wooden boxes, boxes
within boxes, cardboard cartons, jars, bottles and clear plastic containers with hinged lids,
allowing the work to escape the gallery distribution system (Bury, 2001, pp.22-23). In the
same vein of intention, Fluxus artists invited viewers to physically interact with the Editions,
which transformed the experience of beholding art into a performative, haptic and game-like
encounter. Fluxus Editions thus pressed for the fetishization of the art objects by purposefully
“affirming” their commodity status, hence turning the work into a “gag” of values (Harren,
2016, p.60). This early form of artists’ books marked the beginning of an era where artistic
publishing served as a platform for self-representation and self-transmission of values. Dozens
of projects resulted from Maciunas’s program, including the ones by George Brecht, Robert
Filliou, Willem de Ridder, Milan Knizdk, Alison Knowles, Yoko Ono, Nam June Paik, Benjamin
Patterson, Mieko Shiomi, Ben Vautier and Robert Watts. Fluxus 1, the first collective anthology
of this program, was released in 1964 (Harren, 2020).
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[Fig.36] Fluxus 1, Various artists (1964) (Photo: Brad Iverson from Jon Hendricks, Fluxus Codex, New
York: Abrams, 1989).

[Fig.37] One volume of Fluxus 1 and the box it was mailed in, which was the primary method of
distributing the editions (Image source: Medium).
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Another Fluxus Form integral to the history of artists’ books is the ‘event score’ While
studying with the composer John Cage at the New School for Social Research in New York,
artist George Brecht, who is often credited for the invention of the form, started to write
brief, enigmatic texts and began calling them ‘event scores. These soon spread into a pan-
Fluxus methodology and became “a mainstay of Fluxus performance practice, which hinged
on information exchange, public and private participation, and the distribution of disparate
effects” (Young, 2012, p.39).

BEAD PUZZLE

Arrange the beads so that they are the same.
Arrange the beads so that they are different.

[Fig.38] George Brecht, Games and Puzzles, Bead Puzzle from Flux Year Box 2, c. 1968, Fluxus Edition
announced 1965, assembled by George Maciunas (Image source: The Museum of Modern Art).

The oddly condensed and enigmatic form of the event scores facilitated their rapid
circulation between performance, publication and exhibitions. “[S]mall, strange, and
belonging to no definable genre, they could go anywhere” (Kotz, 2001, p.60). The event scores
were soon mass-produced and published as Fluxus Editions that became globally available
through mail order. Distributed texts could be read “under a number of rubrics: music scores,
visual art, poetic texts, performance instructions, or proposals for some kind of action or
procedure” (Ibid, p.57). Although they were various in terms of the effects they delivered, all
event scores shared much in common as vessels to contain the performative and immaterial
aspects of Fluxus practice—all of them were tools to activate something else that is the ‘real’
art. Designed for user experience and physical interaction, scores are direct invitations to
enactment, realization and performed response, suggesting reader participation as an activity

of reproduction. By forming relays along the line of publication—author or artist, text,
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reader, performer, audience—scores demand both universal connectivity of the experience
and indeterminacy of the practice as they negotiate the potentials of the distribution with
the embodied specificity of the live encounter (Young, 2012). Based on such momentum,
George Brecht, together with another Fluxus artist Robert Filliou, proposed the idea of
‘Eternal Network’ in 1968, which conceptualized an ongoing, global artistic network in
which artists participated to work on a common creation with no borders between artist and
audience (Ludovico, 2018). Artists who participated in event score production include John
Cage, George Brecht, Yoko Ono, Nam June Paik, La Monte Young, Ay-O, Dick Higgins, Ken

Friedman, Alison Knowles, Mieko Shiomi and many more (Friedman et al., 2002).

Democratic Multiples & The New Art of Making Books (mid 1960s — 1980s)

Fluxus was a forerunner of another movement—Conceptual art, which believed that
the idea or concept behind an artwork is more important than the finished art object. Within
this context, art became a form of thought, and its transmission as knowledge or information
became more crucial than ever. Hence, artists became more and more invested in the idea of
distribution and turning the distribution of art itself into practice, which meant that more and
more of them began to present their works through the book medium (Lyons, 1985). The term
‘artists’ books’ was also coined and given to the publications produced by artists around this
moment in art history, when curator Diane Perry Vanderlip organized an exhibition of books
made by artists entitled Artists Books” at Moore College, Philadelphia in 1973 (Yonemura et al.,
2021).

Artist Ed Ruscha, famous for producing one of the earliest artists’ books—Twentysix
Gasoline Stations (1963) that compiled his photographs from a road trip between Los Angeles
and Oklahoma City—expressed keen interest in the fact and effects of distributing his art
through the essay ‘“The Information Man’ (1971). Ruscha writes:

“It would be nice if sometime a man would come up to me on the street and
say ‘Hello, I'm the information man and you have not said the word ‘yours’
for 12 minutes - you have not said the word ‘praise’ for 18 days, 3 hours & 9
minutes. [...]

This ‘information man’ would also have details as to the placement and
whereabouts of things. He could tell me possibly of all the books of mine
that are out in the public that only 17 are placed face up with nothing
covering them. 2,026 are in vertical positions in libraries, while 2,715 are
under books in stacks. [...] 58 have been lost; 14 totally destroyed by water
or fire; while 216 could be considered badly worn. [...]

Of the approximate 5,000 books of Edw. Ruscha that have been purchased
only 32 have actually been used in a directly functional manner = 13 of
these have been used as weights for paper or other things. 7 have been used

as swatters to kill small insects such as flies and mosquitoes and 2 have been
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used in bodily self-defense. 10 have been used to push open heavy doors
(probably, since they are packaged in 10’s, one package was used to push
open one door.) 2 were used to nudge wall pictures into correct levels while
one was used as a wiper to check the oil on a dipstick. 3 are under pillows.

[...]
It would be nice to know these things.”

Here, by listing various fictional destinations his books could have ended up, Ruscha shows
that he indeed cares about how the distribution of his art through publishing has been realized

and that he yearns to know the impact of his art or how far his art can reach.

OTTOBRE OTTOBRE OTTOBRE ¥ OTTOBRE

- - SIS

[Fig.39] Pages from Ed Ruscha’s journal featuring the original manuscript for ‘“The Information Man’
(1971) (Photo: Susan Haller, Ed Ruscha Studio).

Ruscha was not alone in this shift towards noticing the systems that distribute art
and the possibility of transmitting art further than the traditional sites of exhibition to
communicate more closely with the audience. From the artists’ point of view, museums and
galleries represented “a flawed and unfair system that decided over their future using criteria
the artists themselves deemed irrelevant and inacceptable, and kept broad spheres of society
from accessing art” (Cella et al., 2015, p.178). Thus, from the mid 1960s into the 1980s, many
artists consciously produced artists’ books that can be best described as ‘democratic multiples’
to “circumvent the gallery system and produce ‘democratic’ or, at least, democratically
distributable art” (Lucy Lippard, 1985 quoted in Bury, 2001, p.31). This rebellious “ethos of
empowerment and social change” is a consistent theme revolving around these artists’ books,
an anti-capitalist rhetoric that presents artists’ books as a way out of a system that does not

serve artists or the public (Yonemura et al., 2021, p.18).
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[Fig.40-41] Short interviews of 50 artists who were producing works using the book medium at the time,
Art-Rite magazine, No. 14, 1976 (Image source: Printed Matter, Inc.).
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Artists who produced democratic multiples were interested in getting art off the wall,
out of the gallery and into the hands of a wider, democratic or populist audience. Hereafter,
the book form was seen as a “metaphorical space” that offered an alternative repository for
art (Cella et al., 2015, p.179). This movement was supported by many. For instance, in 1968,
Seth Siegelaub, the art dealer, independent curator and author began making catalogs that
“functionally exceeded the accompanying materials published on the occasion of exhibitions
until then” as a signal to the age of conceptual practices (Ibid, p.177). Siegelaub viewed these
catalogs as metaphorical spaces that can provide “primary information” (Harrison, 1969, p.202)
on art and remain not supplementary but parallel to exhibitions in their embodiment of art
residing in abstract means. He asserted that if “art concerns itself with things not germane
to physical presence, its intrinsic (communicative) value is not altered by its presentation in
printed media” (Ibid, p.203), hinting at the immense potential of art being translated into
artist publications. The artists producing democratic multiples worked beyond pre-existing
systems of art consumption by self-distributing the publications through the channels of mail
art, but soon needed a more active network to reach the intended audience. By the mid-1970s,
alternative bookshops that specialized in the sale of artists’ books and magazines were founded,
supporting the evolutionary development of democratic multiples into an ideal of artists’ books
that many artists aspire to pursue until this day (White, 2012; Yonemura et al., 2021).

One of the artists during this period who most clearly articulated the importance
of books as an art form was Ulises Carrién. A Mexican-born conceptual artist, Carrién was
based in Amsterdam during the height of his career. Carrién trusted the functionality of the
object despite the position within his contemporary generation of 1970s conceptual artists who
championed the dematerialization of the art object (Romberger et al., 2021). He took a special
interest in the book object and form, which led him to write the seminal manifesto “The New
Art of Making Books’ of 1975. In the manifesto, he emphasizes how artists no longer “write
texts” but “make books” (Carridn, 1975, p.1), utilizing “the agency and intentionality of [the
book] form, objecthood, and materiality” and claiming them as a pragmatic apparatus for
“re-materializing” conceptual art (Romberger et al., 2021, p.31). He also claims that the New
Art “knows that books exist in an exterior reality, subject to concrete conditions of perception,
existence, exchange, consumption, use, etc,” (Carridn, 1975, p.3), highlighting the quality
of the book as an object to transmit art. Due to the tactile interactivity of the book—that it
needs to be held, encountered and experienced by the viewer—and its cultural connotation
as a medium for democratic communication, the artist’s choice to produce work in the book
form initiates a vivid process of “redistributing artistic authority” (Boulanger in Cella et al.,
2015, p.254). Having seen far more value in “entering the wider, less well-contoured field of
culture” (Carrién, 1979 quoted in Silveira, 2020, p.9) than in staying in the “sacred realm of
art” that lingers on the old paradigm of ‘art for art’s sake’ (Carrién, 1979 quoted in Cella et al.,
2015, p.252), Carrién believed that the idea of distribution should be combined with art as “a
constituent formal element of the final work” (Carridn, 1980, p.51). Adding onto Siegelaub’s
phenomenological notion of the printed matter as a metaphorical site, Carrion reclaimed the

media as a pragmatic apparatus for any artist seeking means to rematerialize art. He understood
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publishing as a cultural strategy that art should ally with to become more accessible,
communicative and impactful (Carrién, 1979).

Again in 1975, together with the artist Aart van Barneveld, Carrién co-founded Other
Books and So in Amsterdam, an independent press and arguably the first bookstore in the
world to specialize in the sales of artists’ books (Silveira, 2020). Other Books and So was not a
commercial enterprise but an art project in itself, through which Carrién attempted to pitch an
integral question to his contemporary art world: “Where does the border lie between an artist’s
work and the actual organization and distribution of the work?” (Carrién, 1980, p.51) Although
it was a relatively short-lived initiative—the bookstore met its untimely closure in 1979—it
nonetheless served as a key meeting place for international artists’ networks and as a reference

for later generations of artist publishers.

Other Books and So, a space for exhibition and distribution of

Herengracht 227 Am
sterdam, The Nether
lands, Tel. 256781, other books
Open Tu. to Sa. 10. non books
00-17,30 hxs. Amrob anti books
ank 43.30.47.046. P pseudo books
ostgironr 3366599.C quasi books
emeentegiro O 3150
concrete books
conceptual books
structural books
project books
plain books
multiples
posters
posicards
records
cassettes
—

[Fig.42] Other Books and So postcard, no date (Image source: Monoskop).
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[Fig.43] Artist Michael Gibbs’ letter to Ulises Carri6n as feedback on his exhibition Anonymous
Quotations’ (1979). It highlights how Carrién’s practice sought democratic and fiercely experimental
communication of art through printed media and their distribution (Image source: De Appel Archive).




Post-Digital Era (1980s — Now)

Even after the digital revolution of the late 1980s, artists’ books have not lost their
significance. Rather, “[the] printed page has become more valuable, less expendable”
(Ludovico, 2018, p.29). Unlike how Johanna Drucker, the visual theorist and cultural critic
widely recognized for her expertise in the book medium, claims that “the artist’s book is the
quintessential 20th-century art form” (Drucker, 1995, p.1), and despite how many feared
the extinction of printed matter with the rise of digital media as the primary channel of
communication, books and artists’ books secured their positions as irreplaceable objects in the
new century (Bury, 2015). Ludovico writes that the death of printed media has been “one of the
most unfortunate and embarrassing prophecies of the information age” to conclude the debate
on the books’ survival in the new century (Ludovico, 2018, p.29).

‘The Future of Art Publishing’ panel discussion that took place at the New York
Public Library in February 2013 concludes that art books—a larger category of publications
encompassing artists’ books—are mostly independent of digital platforms, proving their
still-strong characteristics as physical objects (McDermott and Dunigan, 2013). Rather than
becoming merged with digital media, artists’ books are assisted by digital technology in their
transition into a contemporary art form. The advancement of the Internet, software programs,
digital printing and print-on-demand technology throughout the 1990s until the present
opened a new horizon for the expansion of independent publishing initiatives by artists that
rapidly increased in both number and variety (White, 2014). Furthermore, printed media
also reciprocates the assistance digital media provides by serving as a reliable repository of
electronic content. The editor of printed material is now considered a curator—“the human
filter” (Ludovico, 2018, p.30)—who decides what knowledge from the sea of the Internet should
be preserved within the persistent physicality of the printed surface. In short, “paper and
pixel...have become complementary to each other” (Ibid, p.30) in that they achieve to archive
dispersed knowledge and fleeting moments of culture.

Although the digitization of printed media and exploring electronic alternatives to
paper books are relevant to the contemporary practice of artistic publishing, this research
limits its primary scope to the physical, printed book form and its dialogues with the genre of
artists’ books for clarity of focus on tangible objects and their translational role in delivering

contemporary art.

Thus far, I have inquired into an edited history of artists’ books and their publishing
throughout the 20th century. Notably, the Fluxus artists utilized publishing as a way to share
their work, viewing it as an alternative to traditional institutional frameworks. They reveal that
publishing is a method of publicizing art in intentional ways, through the Fluxus Editions that
are provocative commentaries on art’s relationship with its commodity status, and through
the event scores, which show the distributive potential of artistic practice while retaining their

performativity and liveness. The era of democratic multiples allowed artists to extend their
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reach beyond conventional exhibition spaces, fostering more direct communication with
audiences. This approach embodied a rebellious spirit aimed at social change and anti-capitalist
ideals, presenting artists’ books as an escape from a system that did not favor neither the artists
nor the public, but the market. As democratic multiples, artists’ books prove themselves to

be channels for self-governing expression, serving as metaphorical yet affirmative platforms

to propose alternative forms of art and connect them with real-world contexts. In short,
throughout their recent history, artists’ books have closed the gap between artistic practices—
their processes and labor implied—and the moment of their valuation by delivering practices

in their original integrity closer to their audience/readers. With this in mind, I now turn to how
the contemporary notion of artists’ books and artistic publishing has inherited this agency of

value claim.

2.4.3. Publishing as Artistic Practice

Throughout the 20th century, artists repeatedly explored the book as an object, idea,
medium and art form, and publishing as the means to communicate art to a wider audience.
Now, two decades into the 21st century, publishing and art have become more entangled with
each other than ever. Contemporary artists have added yet another layer to their experiment
with books by seeing publishing itself as an artistic practice. Instead of viewing the artist’s book
as an individualized item of production (Cutts, 2007), artists are starting to see what is beyond
each volume of books—their publishing as a conscious continuum of activities. On such note,
publishing can be and needs to be “understood as an artistic form of expression itself” (Gilbert,
2016, p.7). It is now necessary to question not only the significance of publishing for artistic
practices but also the potential of publishing as artistic practice.

Before delving into this discussion, it needs to be recognized that the recent academic
discourse surrounding artists’ books has been largely dominated by the issue of their
categorization and definition (Chappell, 2003; Bury, 2007a; Farman, 2008; Bodman and
Sowden, 2010; Evenhaugen; 2012). According to these studies, there are many neighboring
concepts to artists’ books that have perplexed researchers and incurred debates. To start off,
‘art book’ is a broad and general term for any book about art. It can have a wide array of
variations including a collection of reproduced artworks, photobooks, illustration book, visual
novel, etc. ‘Book art’ is a craft-like genre of art that experiments with the form and physical
properties of books such as binding, cover, decoration, printing, etc. ‘Catalogue raisonné’ is
a comprehensive, annotated compilation of works throughout an artist’s career. ‘Exhibition
catalog;, also referred to as ‘catalogs; is a publication that documents exhibitions mostly through
texts and photographic reproduction of the installations. ‘Book works’ or ‘bookworks’, which
is most interchangeably used with artists’ books, refers to the “books that are conceived as
an expressive unity..where the message is the sum of all the material and formal elements”
(Carrion, 1980, p.25), “books in which the book form, a coherent series of pages, is intrinsic
to the work” (Ibid, p.67) or the comprehensive practice of producing such books. Although

differentiating between these concepts and clarifying the categorical boundary of artists’
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books has been a significant part of their studies, it is as important to acknowledge that these
concepts are not exclusive of one another, especially within the contemporary context where
the experiments with artistic publishing are becoming more and more multidimensional and
self-identifying (Bury, 2015; Yonemura et al., 2021). For example, an artist’s book published as
an exhibition catalog can have characteristics of book art. Or an artist can produce a catalog
raisonné as their practice of book works. Thus, it can be argued that for discussing artistic
publishing today, the comprehensive idea of practice is more meaningful than the detailed

definitions of its categories.
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[Fig.44] “Fruit Salad” Diagram’ (1982), Clive Phillpot. This diagram also shows that artists’ books
encompass various categories of publishing practice (Image source: Monoskop).

Annette Gilbert, a scholar in comparative literature, in the introduction to her
anthology of essays to which this section owes its title writes: “Like in the avant-garde’s book
art and the artist’s book movement of the 1960s and 70s, the idea of artistic freedom and
autonomy is of prime importance to the contemporary artistic publishing scene” (Gilbert,
2016, p.17). Along the same vein, artists Ira Yonemura and Simon Goode who run the London
Centre for Book Arts explain how the contemporary practice of artistic publishing is a site
of a “heterogenous and democratic” constellation of voices and approaches, relaying the
beacon of “ethos of empowerment and social change” that powered the production of artists’
books in the latter half of the previous century (Yonemura et al., 2021, p.18). They add: “In
the years since the term ‘artists’ books” emerged, the practice of making books as art has
grown into an expanded notion of publishing” that taps into vast “communities of support—
financial, material and communal” (Ibid, p.18). Hinged by the “cultural identity of books and
publishing—the concept that published content holds weight and importance” (Ibid, p.64),
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these communities aspire to realize their ethos through the practice of publishing.

Bernhard Cella, an artist and curator based in Vienna known for his research projects
on artistic publishing such as ‘Salon fiir Kunstbuch’ (translation: Art Book Salon) and ‘No-
ISBN;, also points to this sense of ‘gathering’ as what sets the publishing practices apart from
other artistic practices. Similar to how Gilbert says that “[p]ublication is governed by a dual
movement or circuit” of ‘making things public’ and ‘making a public’ (Gilbert, 2016, p.26),
Cella describes publishing as a “deliberate act of dissemination” that aims to generate gatherings
(Cella et al., 2015, p.254). Though often ephemeral like most publishing projects, these
communities or the public that publishing practices gather demonstrate two interrelated points
that are at the crux of how publishing can be posed as artistic practice: 1) that our society looks
for things “around which to conglomerate” and 2) that art has the power to combat alienation
by providing these things—"some central ethos or point of common ground”—to conglomerate
around (Ibid, pp.205-206).

This conglomeration involves numerous actors who participate in the process of
publishing: “artists, graphic designers, authors, editors, producers, distributors, collectors,
and readers” (Cella et al., 2015, p.254). The interactivity of these actors or “the participatory
framework” (Ibid, p.254)—sharing the authority over the content, co-judging the commercial
value of production, establishing networks of distribution and consuming the work—makes
the practice of publishing an ultimately decentralized, collaborative act of artmaking. This also
implies that publishing as a methodology takes the artist’s focus given heavily to the dimension
of production and redistributes it among other processes such as research, conceptualization,
fabrication, adaptation, editing, reproduction, dissemination and collection. It thus pushes
against the definition of what falls within the praxeological boundary of art practice. With such
“radical contemporaneity;,” publishing as art practice renegotiates the concepts of “authorship,

creativity, the public sphere and accessibility” (Gilbert, 2016, p.34).
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[Fig.45] lumbung Press workshop installed in documenta Halle as a project to raise interest in publishing
practice among participating artists. The workshop produced numerous flyers and artist zines
throughout the entire duration of documenta 15 (Photo: Hyun Joo Cho, June 2022).

Furthermore, artistic publishing is no longer contained in the cultural West. With
its inherent power to gain public, publishing as an artistic practice has spread like wildfire to
localities outside of Europe and North America. Kyung Yong Lim, Co-founder and Director
of Mediabus, a publishing house based in Seoul founded as a collaborative platform of
independent curators, designers, artists and researchers, recently published an anthology of
interviews with small-scale art publishers currently active in various regions of Asia (Publishing
as Method, Lim and Ku, 2023). The publication introduces 34 cases of artistic publishing
practices based in Seoul, Hong Kong, Taipei, Beijing, Shanghai, Tokyo, Jakarta, Singapore,
Bangkok and more. Delivering their accounts, Lim describes their significance by referring to
Arjun Appadurai’s interpretation of publishing as an act forming a “‘community of sentiment;
in which communities ‘imagine and feel together’” (Ibid, p.21). Although these 34 cases are
each located in their own regional context, they ultimately speak of publishing as a networked
medium that is important for mutual exchange and developing a common agenda. These
practices demonstrate trans-local connections that reorganize geographical regions into zones
of knowledge exchange that communicate through books and other publications. Sometimes
producing physical evidence of artistic practice, sometimes as a “grey area” (Ibid, p.27) for
socio-political discourses, and sometimes providing a conceptual space for solidarity among
fragmented and minority units, today’s artistic publishing as a global endeavor pursues its own

unique “micro-logistics” (Ibid, p.93), or an organic way of working together.
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[Fig.46] People waiting to enter the Singapore Art Book Fair 2023. Lim and Ku emphasize the growing
presence of art book fairs in Asia as the main site for distributing independently published art books
(Image source: SGABF).
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[Fig.47] Mediabus’s booth at the New York Art Book Fair 2024 (Image source: Mediabus).



Then, what is the central ethos of these collaborative acts? What is it that drives
practitioners of artistic publishing to continue their projects? One of the directions they are
most clearly headed is towards an alternative, democratic configuration of systems—social,
political, cultural and economic (Cella et al., 2015). Contemporary practices of artistic
publishing work “against alienation” (Pichler, 2022, p.13) and devote their work to the ideal
of sharing and collectivism. The people behind these practices prioritize supporting life as
a community, the democratic distribution of knowledge and information, and reformative
experiments with media over immediate efficiency or monetary profit (Lim and Ku, 2023).
For instance, the founders of Book Works, a London-based contemporary arts organization
specializing in artistic publishing and bookmaking, believed that “books are a perfect vehicle
for sharing information” and distributing knowledge—“democracy of books” was the one
reason why they decided to begin as a platform for artists’ books (Yonemura et al., 2021,

p.70). Johanna Maierski who runs Colorama, a Berlin-based project space for publishing
artists’ books and experimental comics, sees publishing as “a democratic tool for participating
in political and artistic discourses” (Ibid, p.201). Kayla Romberger, one of the founders of
Ulises, a bookshop and project space based in Philadelphia, writes that “the manner in which
viewers engage a published work offers alternative conditions of viewership and engagement
that slow down the speed and pace of contemporary life, offering a perspective on a reality
outside one’s own and the dictates of an algorithm” (Romberger et al., 2021, pp.9-10). In short,
contemporary artist publishing finds its meaning by connecting its readers to a common,
accessible cloud of discourses that reflect the world and help the readers notice, learn about and
eventually participate in each other’s contexts. Again, as artists make ideas public, they make
publics around the ideas (Martine Syms in Romberger et al., 2021, p.111).

Such an ethos becomes most pronounced through the rhetoric of the ‘self-> Because
most contemporary practices of artistic publishing are carried out as independent projects,
they are “tactics, unities, and possibilities that are prefixed with the ‘self-’”; they are self-aware,
self-identified, self-initiated self-exploration of self-assertion and self-worth (Clara Balaguer of
HWGL quoted in Romberger et al., 2021, p.55). In other words, having to offer self-justification
for their inception, process and objective, contemporary artistic publishing becomes its own
genesis, conduit and iteration (Chang, 2022), a self-explanatory and self-referential practice

that seeks to topple imposing structures of power and norm.

Arriving at the end of Chapter 2. Theoretical Foundations, I revisit the starting point of
my inquiry—the central research question: What relationship do artists’ books establish between
the objecthood of art and the contemporary sense of practice, particularly in the socioeconomic
situation of art valuation? Based on the knowledge I have gained and structured so far, I can
answer at least tentatively that contemporary artists’ books, utilizing their unique objecthood
as translational agency, rematerialize artistic practices. As interactive art objects facilitating

tactile and tangible encounters between the embodied work and the audiences/readers, artists’
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books anchor the practice—the artistic process and labor that led up to its publication—

in its generative moment of presentation/reading. Portable and thus distributable, artists’
books allow the practice and its ethos they embody to be read by wider and targeted rings of
audiences/readers, amplifying art’s relational sociality. Furthermore, as cultural artifacts that
are both autonomous and heteronomous in their production, artists’ books more seamlessly
navigate not only cultural but also socioeconomic situations finding their way anywhere

from artist studios, art institutions, bookshops, library shelves, mailboxes and to the palms

of readers. As they navigate, artists’ books provide reflective moments for our systems of art
valuation, particularly by proposing new principles of value recognition—the principle of
caring, looking harder into the grass-roots level of creativity and culture and their economy.
Lim and Ku, as practitioners of artistic publishing, remind us: “There may be many micro
activities around you that strive to create and distribute books or similar things using their own
strategies” (Lim and Ku, 2023, p.33). Publishing books and floating them downstream into the
world, artists and their collaborators are looking to drop anchors from their fleeting moments

of practice, which may scatter without claims of value.
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3. PRACTICE
3.1. Introduction: Practice-based Knowledge Production

The theoretical discussions of Chapter 2 reveal that there is room in the relevant
literature and within this research project for a more empirical inquiry into the contemporary
(post-2000s) production and consumption of artists’ books. To fully grasp the actual impact
of artists’ books in scenes of art valuation as translational objects, it was imperative to expand
the idealized discussions to include real-life observations. Thus, I decided to work towards the
section of the project that I define as practice-based knowledge production.

The practice for this research was developed in three parts: 1) data collection, 2)
data analysis and 3) creative interpretation. Data collection was carried out by conducting
semi-structured interviews with stakeholders of various roles within the sphere of artistic
publishing to understand the objecthood of contemporary artists’ books negotiated throughout
their ontological operations from conception to consumption. The participants included
artists, designers, curators, editors, publishers, distributors, retailers, collectors, archivists
and librarians. The main objective of the interviews was to understand the contemporary
conditions of artistic publishing—the interviewees” backgrounds, their experience with artist
publishing in their respective roles, the significance of such experience to their overall practice
and their perception of the position of artists’ books within the current art world and market—
from which I inferred the role artists’ books play in the translation of practice into valorized
terms. Further details regarding how the data collection was carried out are explained in 3.2.
Data Collection: Interviews [p.97].

The collected data were then analyzed using two distinct methods: thematic analysis
and situational analysis. Further introductions to these methods are given in the respective
chapters—3.3. Data Analysis 1: Thematic Analysis [p.109] and 3.4. Data Analysis 2: Situational
Analysis [p.142]. Through thematic analysis, I examined the interview transcripts and elicited
major keywords, themes and paradigms of the collected data, which are represented through
the chart in 3.3.1. Application of Thematic Analysis: Searching for Paradigms [p.111]. Based
on the findings from the thematic analysis, I applied cartographic frameworks suggested by the
methodology of situational analysis to map out the overall landscape of cultural production
and consumption artists’ books are engaged with today. The resulting diagrams are explained in
3.4.1. Application of Situational Analysis: Mapping the Arena [p.143].

Lastly, reflecting on the analyses and my first-hand experience as a researcher, I
produced an object biography of contemporary artists’ books, an essay-like piece of writing
that narrates different scenarios of fate the books end up in real life to show how they are
engaged with the valuation system of the art world as translational objects, and a series of
diagrams that schematizes the narrative. In most cases, object biography is an observational
framework for understanding the agency of objects from a perspective more closely focused
on their objecthood, used in the humanities fields such as anthropology, archaeology and
museum studies. To be explained further in Chapter 3.5. Object Biography [p.146], the
framework considers the object as a social actor with its own trajectory and cycle of life

and attempts to give it a ‘voice’ by borrowing the words of human actors. By claiming the
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license to expand this idea into the dimension of practice, I not only observe but also actively
produce an original piece of writing that echoes and amplifies the theoretical arguments of
the previous chapters with a creative voice. To do so, I weaved in the accounts provided by

the interview participants with the autoethnographic accounts from my standpoint as an
observer and consumer of artists’ books. The resulting object biography (Chapter 3.5.1. Object
Biography of Contemporary Artists’ Books [p.150]) and its diagrammatic version (Chapter
3.5.2. Diagrammatic Expression of Object Biography [p.173]) focus on five select cases of
artists’ books that best demonstrate the books’ journey through pragmatic situations and sites
of valuation and consumption—from the artists’ workshops to exhibitions, on- and oftline
bookshops, art book fairs and archival collections. All five books were either authored or edited
by one of my interview participants. Other artists’ books I have encountered throughout this

research are listed in the appended catalog [p.213].

As I designed and carried out these stages of the research, I debated on how to establish
their presence both within the project and the larger discussion surrounding diftferent modes of
knowledge production. Largely, there were three aspects that had to be considered.

First, I wondered whether this part of the research could be considered a practice,
conscious of how my practice is not a studio-based project that produces artifacts and hence
does not have the typicality of artistic practice. Most of the discourses on practice research in
the arts field assume that the practice the research incorporates is to be of an institutionalized
art form—something visible, documented and hence intellectualized (Smith and Dean,
2009; Knockaert, 2010; Nelson, 2013; Almeida, 2015). More importantly, the production
of a concrete work, an artistic artifact, is considered the most common way of presenting
or evidencing practice research. For instance, Candy and Edmonds explain in their article
on artistic practice within the context of doctoral research (2018) that the artifact is seen as
“play[ing] a vital role” (p.63) in demonstrating the new understandings that arise from the
practice-based research project. It needs to be addressed at this point that my practice did not
produce an artifact for this research—instead, it focused on the empirical inquiry through
active, first-hand observations, the production of a written work with a distinct creative
style to present the observations and further expressing them in visual diagrams. It may not
be a studio-based practice in the traditional sense, but it could be considered a “dialectical
practice” (Sullivan in Smith and Dean, 2009, p.50). In his book chapter titled ‘Making Space:
The Purpose and Place of Practice-led Research’, Sullivan claims that dialectical practices are
forms of inquiry where the artist-researcher explores the “uniquely human process of making
meaning” through experiences that are “felt, lived, reconstructed and reinterpreted” (Ibid,
p.50). He goes on to emphasize that “the means of representation” of the generated meaning
are “only limited by the imagination of the practitioner-researcher and can readily be found in...
visual-verbal texts as the artist-researcher takes on the roles of the theorist, designer, storyteller
and cultural critic” (Ibid, p.51).

Secondly, assuming I have carried out a practice for this research, I wondered how

this research as a whole should be categorized or identified regarding its practice element.
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In other words, I pondered how the relationship between this research project and my
practice should be explained. The discussions surrounding how practice serves as a means of
research can be funneled into the central concept of ‘practice as research (PaR)’ or ‘practice
research; which refers to projects in which the “[artistic] practice is a key method of inquiry
and where...a practice...is submitted as substantial evidence of a research inquiry” (Candy

and Edmonds, 2018, p.64). Following the categorization proposed by Candy and Edmonds,
the most prominent typology of practice research is the distinction between ‘practice-based’
and ‘practice-led’ research. The former refers to a project “undertaken in order to gain new
knowledge, partly by means of practice and the outcomes of that practice,” and where “a
creative artifact is the basis of the contribution to knowledge” (Ibid, pp.63-64). The latter is a
variant of practice-based research that “leads primarily to new understandings about practice”
(Ibid, p.64). In their anthology of essays on practice-led research, Smith and Dean also refer to
Candy’s explanation of this typology from 2006: “..in practice-based research the creative work
acts as a form of research, whereas practice-led research is about practice leading to research
insights” (Smith and Dean, 2009, p.5).

What is critical for the positioning of my practice is what Smith and Dean explain
immediately after: “[H]owever, these terms are often used much more loosely” (Smith and
Dean, 2009, p.5). They then continue to write that practice as research can best be interpreted
“in terms of a broader view of creative practice which includes not only the artwork but also the
surrounding theorization and documentation” (Ibid, p.5). Encouraged by such a perspective,
for this research, I choose to move away from the much-discussed dichotomy between practice-
based and practice-led. Although the two concepts help understand how creative practice is
now prevalently recognized as a legitimate mode of research, I find it difficult to claim that
neither of these types of practice research sufficiently defines the status of the practice element
within this project. Thus, my overall research project could best be defined as practice-based
theoretical research that works toward drawing abstract principles out of both practice and
theoretical inquiries that reiterate and reflect upon each other. Within this structure, my
practice should be considered an original attempt at practice-based knowledge production.

Lastly, having established the practice-based nature of this research, I must address
whether practice research itself has legitimacy and integrity, considering that it is a “contested
site of knowledge-production” (Nelson, 2013, p.3). Currently, the discussions surrounding the
significance of practice as a mode of research and what constitutes practice-based research are
still very much ongoing both within and outside of the art field—in fact, this transdisciplinary
practice turn was what triggered this project in the first place. Nelson, in his anthology of
writings on practice as research, claims that there is a “burgeoning literature” (Ibid, p.4) on
the topic that reflects “an international and spreading phenomenon, with strong established
or emergent movements of postdoctoral and postgraduate practitioner-researchers” (Kershaw,
2009 quoted in Ibid, p.4). Haseman, one of the key researchers in Nelson’s bibliography of
the burgeoning literature, proposes the methodological concept of ‘performative research’
in ‘A Manifesto for Performative Research’ (Haseman, 2006) where “practice is the principal

research activity” (p.104). According to him, within the context of performative research,
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practice functions as a valuable impetus that “lead[s] research” with its focus on the researcher’s
idiosyncratic “enthusiasm” to tackle the research question (Ibid, p.100). This largely resonates
with Ingold’s claim during his online seminar on practice research: “Research is not a

technical operation, a particular thing you do in life...It is rather a way of living curiously...
[that] pervades everything you do” (Ingold, 2021, p.7). Both of these claims hint at the charged
potential in practice to produce “personal knowledge” (Ingold, 2013, p.111) tacitly sentient

in each individual researcher’s situation and positionality. Hence, incorporating practice as

a methodological format bolsters my claim of individual centrality (Coessens et al., 2009)

as a practitioner-researcher making original contribution to knowledge. Afterall, in artistic
approach to research, “the major instrument is the investigator [one]self” (Eisner, 1981, p.8).

Further description of my positionality follows.

3.1.1. Positionality Statement
This chapter will present my positionality as the artist-researcher leading this practice
to help readers further grasp the personal context and rationale for the overall research

endeavor.

Contemporary Art
Researcher

art ecosystem

artistic value

artistic labor .
—> current project

interviews

knowledge
distribution

installations

cultural
translation

photography
Korean-English

Translator Art Practitioner

[Fig.48] Positionality diagram of the author as the artist-researcher.
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At the heart of the current project lies an intricate linkage between my earlier
experiences and interests. As represented by the diagram above, I stand at the intersection of
three positions: contemporary art researcher, translator between Korean and English languages
and art practitioner engaged with the practices of photography and installation art.

As a researcher into various topics of contemporary art, I have been conscious of
topics such as the art ecosystem, artistic labor and how the two combined garner artistic value.
For instance, as my master’s degree project (dissertation title: ‘A Narrative Inquiry on Career
Sustenance of Contemporary Artists, 2021), I interviewed 17 early career artists striving to
survive in the art world to learn about any systematic hindrances to their career navigation,
tracing how the artists valuate their practices concerning the socioeconomic dimensions of the
art world.

As a translator, I have recognized the importance of and worked for the democratic
distribution of knowledge, in addition to the notion of cultural translation beyond mere
literary or technical translations. Doing so, although I primarily engage with written texts as
a translator, my interest has expanded to other prominent things that aid cultural translation,
such as concrete artifacts, books and—eventually—artists’ books.

Lastly, as an art practitioner, I was already deeply involved with the idea of
immateriality and ephemerality in art. Since 2015, I have worked across disciplines ranging
from lens-based media to site-specific installations to weave my own artistic vocabulary, one
that speaks to the transient nature of creation and the complexities of the human experience.
For instance, to present my master’s degree dissertation in 2021, I made a visual work to
present the findings in metaphorical terms—I interpreted the narratives of the 17 artists into
(purposefully) fragile installations using natural light, image projections, photographic prints
on translucent paper and words cut out from printed bodies of interview transcripts. Thus,
through the current exploration of artists’ books, I personally seek to bridge the gap between
the immaterial and the tangible, the fleeting and the permanent within my artistic practice,
reflecting upon my experience with less concrete works that often dissipate without external

efforts to preserve them.
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[Fig.49-50] Photographic documentation of the installation by the author for ‘how low can the fire burn’
(Tokyo University of the Arts, Ueno Campus, 2021) (Photo: Hyun Joo Cho).

In short, my research journey has not been just about uncovering truths but also about
reimagining possibilities. It is a testament to the transformative power of art and the enduring
quest for meaning and connection in an ever-changing world. With all of these backgrounds

and interests, I follow the trails of contemporary artists’ books in the real social world.
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3.2. Data Collection: Interviews

To gather rich and varied data that capture the multiplicity of perspectives within
social situations, Adele E. Clarke, a sociologist and women’s health scholar, raises her voice
with myriad scholars of humanities and social sciences that data should be collected through
qualitative methods, especially interviews and real-life observations (Clarke et al., 2017).
Following their course, I chose to conduct semi-structured interviews to collect empirical data.
The semi-structured interview is a qualitative research method that holds the middle ground
between structured and unstructured interviews. Instead of adhering to a tightly structured
list of questions, semi-structured interviews allow room for the conversation to grow and flow
naturally, although they do refer to a core set of questions, which serve as generic guidelines or
prompts for the interviewee (Adams, 2015). As all interviews do, semi-structured interviews
allow researchers to gain “authentic insight into people’s experiences” and understand different
perspectives on a topic that requires specific interest that quantitative tools could not easily
detect (Silverman, 1993, p.91). What is particularly characteristic of this method is that it
excels at capturing not only answers to specific questions but also contextual information
surrounding participants’ experiences by allowing the researcher to explore the social, cultural
and environmental factors that influence participants more freely, leading to a more holistic
understanding of the subject matter (Holstein and Gubrium, 1997; H.J. Rubin and LS. Rubin,
2005). Comparing different sources (Adams, 2015; Kallio et al., 2016), I identified and referred

to the following key steps to conduct the interview.

Preparation
[1] Developing the questions

As the first step of preparation, I came up with a core set of questions that are
aligned with my larger research aims and objectives. The questions largely inquired into the
contemporary conditions of artistic publishing—the background of the interviewee, their
experience in producing / editing / distributing / retailing / collecting / consuming artists’
books, the significance of such experience and their perception of the position of artists’ books
within the art world and market. The questions were designed to be open-ended to allow the
participants to share their experience and thoughts in their own terms without being restricted
by the researcher’s vocabulary.

The following are the core set of questions:
1) Which category of participants best defines you? Please tell me all that apply: Maker (artist,
designer), Facilitator (curator, editor, publisher), Distributor (distributor, retailer), Collector
(collector, archivist, librarian, consumer).
2) Why do you make artists’ books? How do your books fit into your overall practice?
3) Do you think artists’ books are socially and culturally valuable? If so, what makes you think
that they are?
4) How would you describe the position of artists’ books in the contemporary art market?

What are the things that you notice are different in their consumption compared to artworks of
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other mediums?

5) Do you think the value of artists’ books are expressed well in their prices in general? In other
words, do you think artists’ books are traded at fair prices?

6) What factors do you consider when pricing (your) artists’ books? Are there any particular
standards or reasonings behind your prices?

7) What do you think are the differences and similarities between artists’ books and exhibitions
as modes of presentation?

8) I imagine that you have witnessed various artistic practices becoming translated into book
forms. Do you recall any particularly interesting cases?

9) What is your standard when purchasing artists’ books for the collection? What kinds of
books are you after?

10) What role or purpose do you wish your collection to play and serve?

11) How much do you interact with the community that forms around book production and

circulation? Does this interaction affect your practice/activity in any way?

Because my interview targets were to come from a variety of background—as shown
from the participant categories—the core set of questions was prepared to cover all of their
perspectives and interests. During the actual interviews, I selected the questions from the set
to best fit the interviewee’s background and characteristics. The following table (next page)

summarizes my choice of questions for each interview.
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Question # — 1 2 3 4 5 6 7 8 9 10 1
Category |
A Maker v v v v v v v v
Facilitator
B Distributor v v o v v v v v N
c Distributor v v v v v v v v
Collector
Maker
D Facilitator v v v v v v v v
Maker
E Facilitator v v v v v v v v v v v
Collector
F Facilitator v v v v v - v v v
Facilitator
G Distributor v v v v v v v v v
Collector
Maker
Facilitator
H Distributor v v v v v v v o v
Collector
I Maker v v v v v v v
J Mk v v v v v v v v v
Collector
K Maker v v v v v v v
L Maker v v v v v v v
Maker
M Facilitator v v v v v v v v v
Distributor
N Maker v v v v - v v v
Maker
0 Facilitator v v v v v v v v v
Distributor
Collector
P Maker v v v v v v v
Q&R Facilitator N v N v v v v N
S Maker v v v v - v v N

V: Question asked
- : Question asked but the participant did not provide a valid answer due to their lack of knowledge

[Fig.51] Interview questions asked depending on the participant category.
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[2] Recruiting the participants

In total, I recruited and interviewed 19 participants following the criteria I have set
to align the interviews with the research’s aims and objectives. Because the field of artistic
publishing is extremely vast and involves numerous stakeholders engaged with the practice in
myriad ways, one of the most challenging aspects of this interview was scoping and selecting
the interviewees. My approach to this stage of preparation can be summarized as the following.

First, I identified the interview target categories referring to ‘Fact-Sheets’ published
by Book Works (2020a-d), which are manual-like guidelines of artistic publishing covering
production to distribution and marketing. Another source I referred to at this stage is Robert
Darnton’s ‘Communications Circuit’ (1982), which is a diagram that attempts to incorporate
every aspect of the book world from author to reader in an interconnected life cycle (see
[p.67]). These sources helped me clarify the ‘value chain’ of artistic publishing, and as result, I
defined major roles involved with artist publishing and grouped them into four categories: 1)
Maker (artist, designer), 2) Facilitator (curator, editor, publisher), 3) Distributor (distributor,
retailer) and 4) Collector (collector, archivist, librarians). I tried to evenly distribute my
participants across these categories as much as possible.

Second, I identified and contacted specific people who fit into one or more of the
participant categories. I would like to stress that this stage of selection was a largely organic
process. I made an initial contact list of potential interviewees including the people I already
had ties with and highly relevant interview targets that I identified from various sources of
information ranging from reference list of books I read for this research, exhibitions, art
book fairs and encounters on social media platforms. I contacted them individually via their
emails, websites and public profiles on social media. After each successful interview session, I
asked the participant if they have anyone to point to as the next interviewee for this research,
and many of the participants guided me to future participants. Throughout the interviews, I
considered each interviewee a ‘node’ within their social spheres and focused on accessing these
nodes to reach out into diverse contexts. This aspect of the process had the risk of making my
interviewee pool skewed or overly reliant on human factors, but it also revealed various aspects
of how the social fabric of artist publishing operates.

Third, recognizing that building rapport with the participants plays a large role in
collecting more vivid, in-depth data, I tried my best to connect with the participants at least
once before the actual interview—rvisiting their studio space, exhibitions, bookshops and
booths at art book fairs to have casual conversations during an event or speaking via email at
the very least.

Fourth, I tried to diversify the selection of interviewees as much as possible in terms of
their geolocations considering that artist publishing has become a globally spread practice that
reflects its local contexts. As result, I was able to interview participants based in Seoul, Taipei
(Asia), London, Berlin, Antwerp (Europe), Mexico City, Brooklyn and Miami, Ohio (America).

Fifth, to avoid the selection from becoming overly arbitrary, I limited the invitation
to those whose experience and practice could speak about at least one of the following: 1)

contemporary artist publications (post-2000s), 2) artistic publishing projects that were initiated
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autonomously by the artist, 3) artistic publishing projects that shed light on publishing as art
practice.

Sixth, I would like to note here that this research has been informed by more than
the accounts provided by the 19 participants I selected and eventually managed to interview.
In addition to the official interviews, I spoke to 15 other people who are involved with artist
publishing. I could not capture these conversations as official interviews due to realistic
constraints or people’s preference to remain as unofficial contributors. Therefore, I have logged
only the date and place of these conversations in the list of Interviews and Conversations
[p.250]. The contexts of these conversations include casual gatherings, visits to art book fairs,

bookshops, galleries, archives, workshops and art conference.

[3] Pilot testing

Before conducting the actual interviews, the researcher may test the interview
questions through a mock session to check whether they capture the intended information
and identify any ambiguities. For this research, I ran one mock interview session on 20 August
2022, with a fellow PhD researcher at the University of the Arts London who was informed
about my research and the interview questions in the same way as other participants. The mock
interviewee chose to remain anonymous regarding their contribution. The prepared questions
proved their effectiveness through the mock session but were still slightly refined afterwards to

use more appropriate expressions.

During the interview
[4] The logistics

During the interviews, I kept the length of each session between 60 to 90 minutes,
which is the recommended length for semi-structured interviews (Adams, 2015). Each
interviewee participated in one interview session.

To ensure both the participant’s and my safety, I paid close attention when selecting
venues for the in-person interviews. The venues were limited to public spaces such as art
galleries, bookshops and cafés. When the sessions could not be carried out in person for any
reason, I conducted them virtually through online platforms such as Zoom and Microsoft

Teams.

[5] Facilitating the interview

During the interviews, I referred to the predetermined questions but also flexibly
managed the direction of the interview on the spot with follow-up questions and new prompts
that arise organically from the flow of the conversation. I adapted the order of questions based
on the participant’s responses or line of thought and also reiterated the questions in paraphrase
when necessary to help the participants’ understanding. Doing so, I was able to balance
between standardization and fluidity, which is one of the core advantages of choosing semi-
structured interview as the format (H.J. Rubin and I.S. Rubin, 2005; Adams, 2015; Kallio et al.,
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2016). All interviews were carried out in a relatively casual, conversational tone, but I did probe
into details when necessary to reach deeper into the conversations.

Furthermore, it is a common understanding that the interviews can be enhanced by
basing them around objects such as images or artifacts because of what they can reveal about
life and reality (H.J. Rubin and L.S. Rubin, 2005; Nelson, 2013; Kara, 2015). Considering such a
consensus, I strongly encouraged the interviewees to refer to specific cases of artists’ books that
they had encountered or to talk about artists’ books that were physically available at the site of

the interview.

After the interview
[6] Transcription and documentation

After conducting an interview, I transcribed the audio recordings into documents
and combined them with any notes taken during the session to produce field text (Adam,
2015). This is an essential element for the subsequent phase of data analysis. I collected audio
recordings during in-person interviews and video recordings during online interviews. I used a
few different transcription software programs to ensure accuracy such as CLOVA Note, Otter.
ai and the tool embedded in online Microsoft Word document. I had 7 interview sessions that
were conducted in Korean, which I manually translated into English after their transcription.
The other 11 sessions were conducted in English. For full transcriptions, see Appendix 3.

Interview Transcripts [p.255].

[7] Data analysis

The analysis involved identifying recurring themes, keywords, patterns or trends across
participants to uncover nuanced insights from participants’ accounts through thematic analysis
and mapping out the findings using cartographic methods of situational analysis. Further

discussion of the analyses are to follow in Chapters 3.3 [p.109] and 3.4 [p.142].

Throughout the entire process
[8] Ethical considerations

Ethical considerations, such as obtaining informed consent, ensuring confidentiality
and respecting participants’ autonomy must be present throughout the entire process of
conducting interviews. Since this research inquires various details of participants’ experience
such as their personal background, social ties and economic circumstances of their work
or practice, it was imperative to take necessary measures to obtain official consent from
the interviewees to include their information and accounts in this dissertation. To do so, [
prepared a participant information sheet (Appendix 1 [p.252]) and data collection consent
form (Appendix 2 [p.254]) according to the ‘Guidance for Research Ethics Approval’ provided
by the University of the Arts London. The documents were approved by the UAL Research

Committee and Research Ethics Sub-Committee on 14 July 2022. Before each interview, I
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provided the participants with these documents and made sure of their understanding of the
research’s purpose, duration, process and methodology and gained their consent to disclose
their information and accounts.

All information shared by the participants was treated confidentially, regardless of
their consent for them to be included in this dissertation. To ensure security, during the entire
duration of this research, all collected data including audio and video recordings, notes,
transcriptions and translations as well as the consent forms signed by the participants were
digitized and stored in a password-protected laptop that no one else other than I had access to.
None of the information was shared with third parties. Furthermore, I kept in contact with the
participants throughout practice to check the transcriptions and to confirm their consent to use
the accounts for this research. All collected data are to be securely deleted and destroyed upon

my completion of the doctoral degree and subsequent termination of this project.

3.2.1. The Interviewees

To ensure the multiplicity of collected data, I distributed my participants across four
categories: 1) Maker (artist, designer), 2) Facilitator (curator, editor, publisher), 3) Distributor
(distributor, retailer) and 4) Collector (collector, archivist, librarians). The following diagram

shows their distribution.

COLLECTOR  ~~~ - e DISTRIBUTOR

N ——-—

[Fig.52] Categorization of the interviewees by their roles.
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Considering how this research is largely concerned with the various social spheres
artists’ books journey through, it felt integral to clarify the professional positions of the
participants as the ground for analysis. To do so, I chose to include the following bios that
briefly introduce the 19 participants. All bios have been read and approved by the participants
and are being disclosed under their consent obtained through the ‘Participant Consent
Form’ (Appendix 2). In the form, the participants were given the choice to anonymize
their contribution, but all of them gave consent to reveal their identity. The list follows the
chronological order of the interviews. The translation of non-English names referred to the
preferred spelling provided by each participant, which may be different from the standard

rules.

Participant A

Meenyea Oh is a visual artist based in Seoul. Her practice is deeply rooted in book arts
as she uses creative binding and printing techniques such as cyanotype and Van Dyke brown
printing to turn various materials into book form, many of which are singular copies due to
the irreproducibility of materials. She defines her works as artists’ books that contain her ideas
within their experimental materiality, structure and images. Her recent exhibitions include “The
Sound of a Book Closing 240| &35|= A2|” (Mumokjeok Gallery, 2023), ‘New Classic’ (KT&G
Sangsangmadang, 2022) and ‘Unreachable O|X|Z|@t=" (Perigee Gallery, 2019).

Participant B

Jeongeun Kim is the Director of the publisher IANN% (founded in 2007) and the
Artistic Director of The Reference?, a cultural platform that brings together a bookstore and an
exhibition space in Seoul (founded in 2018). Her background in design and photography has
led her to her current understanding of the book medium. She aims to share and expand such
an understanding through her interdisciplinary work at IANN and The Reference, particularly

focusing on the idea of artists’ books within the larger context of art books.

Participant C
Yongtae Bae is an art book dealer and collector based in Seoul. He runs Alice Sugar, a
bookshop that deals primarily with vintage art books. His background is in Korean literature,

which has been one of his gateways to understanding and appreciating books.

Participant D

Heesue Kwon is an interdisciplinary artist based in Seoul. Her background is in video
art, art theory and media art, from which she branched out into further fields including film,
performance art and writing. She has published artists’ books to provide her audience with
more diverse channels to experience her works, which are largely immaterial and transitory.

In 2021, she founded NUN, an independent publisher, to continue her publishing practice

20 https://www.iannmagazine.com/

21 https://www.the-refkr/
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and expand it into collaborations with other artists. Her recent exhibitions and performances
include ‘Dotolim Concert Series_165 &-&2! H=Z3| 165 (Dotolim, 2023), “TELECINEVol.1
&l2f|A|H[Vol.1’ (Collection Complete, 2023) and ‘BackgroundRadiationReflection

B A E AtEEAP (Platform L, 2019).

Participant E

Myoungsoo Kim is a book artist, curator and collector based in Seoul. He runs Pages
Press, a private press, to publish his works and lectures at various institutions on book art, book
binding and artistic value of books. He is also known for his collaborations with artist Keith A.
Smith. As a curator, he specializes in book art and artists’ books and participated in the Seoul

International Book Fair and special exhibitions at the National Library of Korea.

Participant F

Helen Jungyeon Ku is a curator and researcher based in Seoul. Her work primarily
focuses on collective art practices and forms of knowledge production and distribution,
including art publishing. She worked as a Curator at Zero One Design Centre, Kookmin
University and as a Co-Director at Mediabus?? and The Book Society”, which are hubs of
independent art publishing in Seoul. She currently works as the Head of Education Research at

Leeum Museum of Art.

Participant G

Jae Kyung Kim is the Founding Director of einBuch.haus* (founded in 2018), a project
gallery and a bookshop in Berlin showcasing books by international artists and designers in the
form of exhibitions, thereby transferring the form of a book into three-dimensional spaces. She
also runs ENKR (co-founded in 2020 with Dah Yee Noh), an independent publishing house

specializing in translating art publications from English to Korean.

Participant H

Arnaud Desjardin is an artist, a specialist art bookseller and a researcher interested
in the history of artists’ books based in London. He runs The Everyday Press* (founded in
2007), a publisher of art books and artists’ books that works closely with artists, designers and
writers to release publications paying particular attention to the book as an object. In parallel
to The Everyday Press, he also runs Bunker Basement, an underground showroom and archive
of books. Additionally, he is an active member of Artists’ Books Cooperative (ABC)?, an
international group of artists, publishers and educators seeking to experiment with the form of
the book.

22 https://mediabus.org/

23 https://thebooksociety.org/blog

24 https://einbuch.haus/
25 https://theeverydaypress.net/

26 https://abcooperative.cargo.site/
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Participant I

Vinicius Marquet is an artist, designer and independent researcher based in Mexico
City. His work centers around the exploration of algorithms and game rules as a means of
inducing interactions or processes that create unique experiences, such as a poem, game,
or digital experiences. Examples of his work can be seen in electronic literature pieces like
Anacron (2009), Bucle (2017) and Instructions (2021), as well as in participatory practices like
La Mole (2006) and Palopatear (2006).

Participant |

Siobhdn Britton is an artist and librarian based in London. She is currently in charge
of managing the Special Collections and Archives at Chelsea College of Arts as an Academic
Support Librarian. As an artist, she is deeply engaged with the idea of self-publishing and the

genre of artist zines.

Participant K

An Onghena is an artist and designer based in Antwerp. Combining her background in
graphic design and interest in fine art, she creates interdisciplinary works that experiment with
the form and status of books. Her interest extends to exploring the boundaries between science
and art and to attempting to understand the world of unknown. Her recent exhibitions include
‘Bring out into the open’ (Goldberg Galerie, 2019), ‘Performance for the book’ (Kunstraum
Lakeside, 2018) and ‘Remodeling Graphic Habits’ (nr86, The Art Center, 2018). She was an
Artist in Residence at the Jan Van Eyck Academie from 2017 to 2018.

Participant L

Rahel Zoller is a visual artist and educator based in London. She specializes in Book
Arts and Design, and her practice is primarily concerned with the concepts of materiality,
language, translation, reading and writing, as well as the interaction between user, creator and
society. Her works are held in collections such as the MoMA Artists’ Books collection in New
York, Artists’ Books Tate Library Collection, the Booklet Library in Tokyo and more. She has

been an active member of Artists’ Books Collective (ABC) since 2015.

Participant M

Paul Sammut is an editor, curator and artist based in London. Their practice takes a
research-based, affirmative approach with a focus on narrative forms, marginalized cultures
and archival practices. Their past works include running the DIY queer project space White
Cubicle (2012-2017) and curating Comic Velocity: HIV & AIDS in Comics (2019-2021), a
program for the New York-based non-profit Visual AIDS. They have also taught as visiting
lecturer and/or tutor at various institutions and organizations, and regularly holds coaching
sessions and artist’s surgeries to aid in project development and realization. Currently, Sammut

works as Publishing Manager coordinating sales, trade and distribution at Book Works”, a

27 https://bookworks.org.uk/
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publisher and registered charity for artists’ books.

Participant N

Rosa Barba is a visual artist and filmmaker based in Berlin. She shoots films and takes
a sculptural approach to the medium to build site-specific installations. She inquires into
the ambiguous nature of reality, memory, landscape and their mutational constitution and
representation. Since 2004, she has been publishing an artist’s book series titled Printed Cinema
in parallel to her major exhibitions as a way to deconstruct and re-curate the temporary events.
Her recent exhibitions include ‘The Hidden Conference’ (Tate Modern, 2023), ‘Emanations’
(Perth Institute of Contemporary Arts, 2023) and “Weavers’ (cccod, 2023).

Participant O

Ami Clarke is an artist and educator based in London. As an artist, she works with art
and technology, critically engaged with the complex protocols of platform and surveillance in
everyday assemblages, with a focus on the inter-dependencies between code and language in
hyper-networked culture. She also founded and runs Banner Repeater® (founded in 2010), a
contemporary art space, a reading room and experimental project space dedicated to a wide
array of programs including exhibitions, artist talks, archiving and publications. She also
developed the Digital Archive of Artists’ Publishing (DAAP)* with a team of people that
gathered around Banner Repeater, which is an interactive, user-driven, searchable database of
artists’ books and publications. She currently teaches as an Associate Lecturer at Central Saint

Martins and Chelsea College of Art, University of the Arts.

Participant P

Chang Wen-Hsuan is an artist and researcher based in Taiwan. Her practice questions
the narrative structure of institutionalized history with re-readings, re-writing and suggestions
of fictional alternatives in order to expose the power tensions embedded in historical
narratives. Through versatile platforms including installations, videos and lectures, she often
navigates skewed documentations and first-person accounts to trigger reflections on how the
understanding of history affects the purport of the present and thrust of the future. In 2018,
she launched a long-term project Writing FACTory*, which is a virtual space producing
experiences and exchanges concerning writing and publishing as an artistic and political

practice.

Participant Q & R
Karen Kelly is an editor and publisher based in Brooklyn. From 1989 to 2011, she
directed the publication program and organized special programs at Dia Art Foundation, New

York. She has also held editorial positions at the literary journal Conjunctions and at the art

28 https://www.bannerrepeater.org/

29 https://daap.network/
30 https://www.changwenhsuan.com/writing-factory

107



journal Parkett.

Barbara Schroeder is an art historian and editor based in Brooklyn. Previously, she
served as editor for Dia Art Foundation, the Austrian Broadcast Company and the Kunsthalle
Vienna.

Together, they run Dancing Foxes Press*, an independent publishing platform that
focuses on editorial collaboration with artists and hands-on production of a wide range of

publications.

Participant S

Billy Simms is an artist and educator based in Miami, Ohio. His practice focuses on the
intersection of visual art, literature, theatre and storytelling. Working with an interdisciplinary
principle, his projects have been in a variety of media including printmaking, writing,
sculpture, drawing, painting, crafts, photography and found objects. He currently teaches
on various art practice courses as an Adjunct Instructor at Miami University. His recent
exhibitions include ‘Craftowne: The 7th Hole’ (Pyramid Hill Sculpture Park and Museum,
2021), ‘Leftovers’ (1628 Gallery, 2021) and ‘Hamilton Current: Regional Art Exhibition (Fitton
Center, 2021).

31 https://dfpress.org/
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3.3. Data Analysis 1: Thematic Analysis

As the first part of the analysis, I used the thematic analysis method to inductively
interpret the data collected from the interviews. Thematic analysis is one of the most common
forms of qualitative analysis that is used to identify, analyze and report patterns or themes with-
in a closed set of data (Guest et al., 2012). Although it is most actively used in fields of social
sciences, particularly psychology, it has been seeing increased use in the field of humanities as a
systematic yet flexible method to understand subjective experiences, perspectives or meanings
embedded in the data. The approach allows not only an in-depth exploration of the collected
data but also the researcher’s reflexive learning to be included in the interpretation. Comparing
different sources (Guest et al., 2012; Mortensen, 2020; Caulfield, 2022), I referred to the follow-

ing key steps of thematic analysis.

[1] Data familiarization

I began by familiarizing myself with the data, which were transcriptions of the
semi-structured interviews. This involved reading and re-reading the data to gain a solid under-
standing of the content. I read through the entire data set three times before moving on to the
next step. Each time I read, I read with a fresh copy of the transcriptions so that I could engage
with the data objectively. While reading, I paid special attention to and marked key sentences
that answered my core set of questions, repeated expressions and unique comments that are

outlying from others.

[2] Generating codes
I then began to generate codes, or short labels that can capture and describe the content
of the data. My codes were both descriptive and interpretive, pertaining to both the attitude and

verbal expressions of the participants.

[3] Searching for themes

The codes were then grouped together based on their similarities and relationships,
which naturally revealed the themes, or patterns of meaning that run through the data. This
part of the process involved sorting and organizing codes to identify potential themes. The
themes were reviewed, refined and named in ways that both represent the original data and

respond to the initial research questions.

[4] Coding the data

Then, I systematically applied the identified themes to the entire dataset. This was a
highly iterative process of moving back and forth between the original data, codes and themes.
Minor revisions of codes and themes were necessary to encompass the data more holistically.
The use of analytic software during this stage was not necessary, due to the manageable scale of
the interviews (18 sessions with 19 participants—one of the sessions being with participants Q

and R at the same time).
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[5] Inducing paradigms and writing up the analysis
After coding the entire data and identifying all the major themes, I induced paradigms
that best summarize the findings into conceptual directions. The resulting report that can be

found in the next chapter includes the codes, themes and descriptions of the major findings

from the analysis.
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3.3.1. Application of Thematic Analysis

: Searching for Paradigms

Data Codes Themes Paradigms
The book as tactile experience Artist’s book as
The book is to be activated tangible encounter
The book is a body Artist’s book as
bodily object
People feel corporeal sympathy for books The book as the
performer
Reading is a live performance Artist’s book as
temporal
Turning the pages creates a flow experience
The book appears in an exhibition Artist’s book ag
prop
Pages are sequenced dimensions Artist’s book as
The book as private encounter exhibition
The editorial
Providing formative framework as the curatorial
Constructing relations Ar(tllst ?bq(;k ats a Translational
mode of reiteration mechanisms

Enabling intermedia translation

Amplifying data

The book doesn’t expire

Artist’s book
as archive

Holistic evidence of practice

. Artist’s book as The book as the
Structure for notations . . .
documentation artifact of practice
Post-event document
Tangible outcomes of practice Artist’s book as
. . tr
Relics of practice ace
Collaborative & context-dependent authorship Artist’s book as
The book as the

Publishing as a public act

The act is reproductive

platform for
artistic
collaboration

social thing
(continues next pg.)
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Artists’ books convey collectivity

Artist’s book as
platform for

Artists’ books encourage viewer participation audience
engagement
Bookmakmg/publlshlmg is Ilabonous and resource- High implied value
intensive
The book travels
Choosing the
The book is worldly medium to lower
the threshold PrlOfltlle?g
The book is affordable democratic
distribution over
monetary gains
Making profit is not a priority
Compromising
Keeping the price as low as possible profit for
accessibility
Providing options
Books are too common
Extremely thin & uneven consumer base
Oversupply and

Consumer base is very specific

Consumers prefer books by famous artists

skewed demand

Lack of independent market
Ambiguous categorical boundary
Considered by-products of other practices

Having atypical motive

Ambiguous
position
in the market

Cheap for their value because they are books

Cheap price means less value

Artist’s book as
Cost-efficient production undervalued
art object
Unsigned artwork
Tactility leading to devaluation
Expensive for being books Artist’s book as
overpriced
Expensive for being mass-produced goods commodity

Embracing the
economic

conditions
(continues next pg.)

Economic
statement
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Value is constructed and reconstructed
Prices are inflated in the secondary market

Artistic publishing still relies on the market

Market runs the
economy

Escaping the ghost of the 1960s & 70s artists’ books

Artistic publishing globalized and localized

The notion of
artistic publishing
evolves

Rediscovering the book form

Proposing new Adding to
Suggesting new mode of art P formgs multiplicity and
diversity of culture
Inherently interdisciplinary medium
Publishing as independent domain of practice Challenging the
hierarchy of o
Putting publication before exhibition practices IIlStl‘l'Lll tional
crifique
Playing multi-layered roles
. . Individuals taking
Seeking self-sufficiency the initiative
Pricing as a strategy
Ethos of self-
representation

Exploring disciplinary boundaries
Pushing against the frontiers

Forum of affirmation

Consciously
marginal

[Fig.53] Thematic analysis table.

[1] The book as the performer

Artists’ books are the performers of their own presentation, extending the process of

artmaking to the moment of their consumption. They invite the viewer to a tangible encounter
with the art object by having to be activated through tactile engagement such as opening their
cover and turning the pages (Participant D, K). Engaging with artwork through touch provides
the viewer with a vivid and personalized appreciation that is different for every reiterated
experience (Participant L). Within this framework of translation, artists’ books are bodily
objects with a strong emphasis on their physical presence (Participant A, B, O), which adds to
the liveness of the viewer’s reading experience (Participant N). The liveness also comes from
the temporality of the reading experience, which is often generated by the sense of flow of
turning the books’ pages (Participant D, P). In certain cases, artists’ books are also given the

status of props during exhibitions, which adds to the performative sense of their presentation
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(Participant P). Overall, artists’ books embody the experience of process-driven artistic
practice.

One of the interviewees raised a noteworthy critique of this consideration of artists’
books as embodiments of practice, arguing that “[t]his idea of embodiment is a fetish”
(Participant, O). She spoke from the Marxist point of view”, by which she meant that
perceiving artists’ books as embodiments of other things may restrict the books’ valuation to
their materiality. Such a claim is valid, however, I would like to argue back that the material
qualities of artists’ books should still be seen as core conditions of this research, where I inquire
how the books translate the immateriality of practices into tangible terms. This critique will be

further considered and incorporated into the discussion in Chapter 4.1. [p.178].

1) Artist’s book as tangible encounter

The book as tactile experience

o “[I make artists’ books] because it’s a format you can actually hold in your hands... You can slow
down time with this object by engaging with it through touch and really focusing on the material. I

think that’s what we’re lacking a lot at the moment”” [L]

The book is to be activated

«  “.the viewer experiences books through physical contact and that the viewer gets to control the time
during appreciation. For instance, performances have a clear beginning and end, and the performer
is the one deciding them. But books allow more autonomy for the viewer—you can close and come
back to them any time you want.” [D]

«  “Another example is werkboek published in 2021. It was a collaborative work with artist Jivan van
der Ende. The book started with an old ‘problem’ I faced when exhibiting my books. Whenever I
displayed them in exhibition spaces, people didn’t want to touch it—they were scared of touching it,
because they were scared of damaging an artwork. So, we made this book in response to that issue.
The book is essentially a guide to a performative reading experience—the readers are invited to
physically interact with the book by mirroring the photographs shown in the book that are of hands
folding pages of another book. So, as people go through the book, the book turns into this sculptural
object that is altered by every interaction. This way, touching the book doesn’t really damage it—it

adds meaning to it [K]

2) Artist’s book as bodily object

The book is a body

«  “Since books have physical bodies, I think they can also contain the ‘spirit—like vessels.” [B]

«  “.Ireject the approach of examining the book solely within the material world and about its physical
presence. That dialogue has dominated the analysis of artists’ books, but I think it’s only one of many
substrates. Yes, this paperback is an incredibly well-designed thing. It’s amazing. As a design. Just the
idea that you can put it in your pocket and get lost in it any time of the day... But equally, I'm against

32 Marx criticized the reduction of socioeconomic relationships between people into the economic value
attached to nonhuman things—commodities—referring to this phenomenon as ‘fetishization’ (Martin, 2007).
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fetishizing anything. This idea of embodiment is a fetish.” [O]

People feel corporeal sympathy for books

o  “Idecided to learn how to make books from scratch including printing and binding techniques,
which led me to a workshop that made books very traditionally. In the beginning, I repeated the
process of disassembling old books to repair it page by page and binding them back again. The
whole act felt like a process of healing, and I felt as if I was meditating.” [A]

3) Artist’s book as temporal experience

Reading is a live performance

«  “Artist publications have a peculiar position in the art market as they offer a zone for reflection rather
than a finalized, fixed product. Their form does appear to be fixed because it’s most often printed
and physical, but its reception or reading is not something that’s predestined. Artist publications go
through individualized processes of comprehension, which makes each of them unique and different

depending on who’s reading it.” [N]

Turning the pages creates a flow

«  “Also, books provide a more vivid experience that is less fragmented because the experience of
turning the pages and feeling their flow accompanies the contents.” [D]

«  “.when we read, because there are physical pages that we have to flip through, it’s similar to when we
see video art that has a frame and buttons to press. Basically, how we approach a narrative based on

objects is through a very flexible and fluent way of seeing.” [P]

4) Artist’s book as prop

The book appears in an exhibition

o “The second approach is when the book makes an appearance in the exhibition space... in this
context, my artist’s book becomes the second or alternative layer of narration... The book or the

publication appears as an autonomous character in this setting.” [P]

[2] The editorial as the curatorial

Artists’ books demonstrate that editorial decisions can serve curatorial needs, allowing
practices to be exhibited within an object form. Many participants consider artists’ books as
alternative spaces for exhibition that can be designed and densely configured. For instance,
the sequence of pages can serve as the planned route visitors are guided through at exhibitions
(Participant E, P, R), while the pages themselves provide spatial finitude that serves as the
compositional framework (Participant D). At the same time, artists’ books have the advantage
of allowing a private encounter with the art for the viewers, which expands the traditional
sense of ‘viewing’ during exhibitions (Participant D, K, R). The editorial ideas are curatorial
also in the sense that artists’ books construct relationships “between the content, the form

and the idea of dissemination” (Participant J) or between scattered practices within an artist’s
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oeuvre (Participant Q&R). As a framework for displaying practices, artists’ books also provide
a conceptual rubric by constantly questioning the rationale for choosing the translation from
another media to the book medium (Participant M, N, O, Q, R). In other words, by answering
questions of why and how something can be published as an artist’s book, the artist is required
to be selective regarding the book’s structure and organization in both editorial and curatorial

senses.

1) Artist’s book as exhibition

Pages are sequenced dimensions

«  “..because books are physically finite spaces with clear boundaries called ‘pages; the density of their
composition is powerful.” [D]

«  “I think [exhibitions and artists’ books] actually have more in common. The act of turning the pages
of a book is conceptually very similar to the routes visitors are guided to take through an exhibition.
As far as I know, that’s what Ed Ruscha proposed through his artist’s books—a ‘portable exhibition
space’ that allows artists in the West Coast exhibit in the East Coast.” [E]

«  “By reconfiguring the physical terms of cinematic space in the exhibition space—can be outside
architecture as well—my aim is to expand and destabilize the conceptual terms of cinematic space...
same thoughts apply to the space of a publication.” [N]

«  “I consider it a portable exhibition space, especially for the projects where I turn my research into an
archive installation. After an exhibition ends, not only the archive but also the whole environment
disappears. So, within the pages of my books I create an alternative space to continue the show, like a
2D version of the exhibition.” [P]

«  “Making the first comic was really hard because the way the exhibition worked was that the
visitors walked in, and they read the first few texts about Craftowne. And you could wander in the
installation and look at it in any order... But with my comics, I did have to put them in a specific
order because of the flow of the narrative. It was difficult deciding the linear order of reading and

figuring out the most logical way of presenting it.” [R]

The book as private encounter
“..both [exhibition and artists’ books] are channels for presenting works, but I think the biggest
difference is in their mobility. Compared to exhibitions, artists’ books can move further into intimate
and everyday contexts and allow you to face art by yourself” [D]

o “Ifeel that books are also more intimate... It’s more yours. And you can create your own context
because you're reading in your own mind. You have more time for it.” [K]

«  “.thebookis a product you can engage with in a private way. Books provide an intimate encounter

that has a completely different focus from being in a show, for example.” [R]

2) Artist’s book as a mode of reiteration
Providing formative framework
«  “Ido artist surgeries quite regularly, and some of the first questions I ask are ‘why does it need to be

a book?” How does this work as a book? How does it translate into the format? The artist or artists
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have to adapt to the form of the book and what that mode does” [M]

“..publishing sort of becomes a framework—temporal and spatial” [O]

“We feel like there has to be a good reason for making books and try to help artists find their
reason... Another question to ask to artists is ‘where do you see your book on a bookshelf—in a
bookstore or in a library? Who do you see next to it? What’s around it?’ This is to think about the

other side, to think of what the book would do in the world.” [R]

Constructing relations

“I do talk a lot about the relationship between the curatorial and the editorial... These days, many
artists want to take the initiative in publishing solid, monograph-like books when they hold solo
exhibitions. Books published in this way document the exhibition as part of the content, but also
show the research conducted by the artist, the process of creating the work, and references the artist
came by while preparing for the exhibition. In other words, these books show a more holistic context
surrounding the exhibition.” [F]

“Artists’ books construct relationships between the content and the form and the idea of
dissemination of information.” [J]

“..an exhibition and a book are the same because you're placing things for people to interact with or
to become the viewer of” [M]

“..when an artist who has a very diverse process or groups of works thinks it’s difficult for the
audience to make sense of how these all relate to one another. This would be a panoramic book
where the whole oeuvre comes together. It was about bringing out themes to connect these works
because her projects are well known individually but she herself isn’t...but once you look at this
book, one can make sense of the whole and see that the works actually come from the same set of

questions.” [Q&R]

Enabling intermedia translation

“I am planning on turning my dance into a book in the near future. I've been dancing tango for

six years now, and I'm thinking of making a book about the process of learning the dance or my
experience with it in general. I think that would be an example of bringing immaterial art into the
format of a physical book.” [A]

“I think [Katrina Palmer is] a particularly interesting example... Katrina, in some ways, epitomizes
this idea of writing in place of making objects and her book Dark Object grapples with other things
she’s been thinking about—it’s a negotiation of how and why she’s doing that. So, the book has
become an experimental narrative but essentially a work of fiction. I think this is an interesting
translation because Katrina was trained as a sculptor.” [M]

“I've been publishing since 2004 regularly on the occasion of an exhibition thinking that 'm
producing a portable film to express and dismantle the cinematic organism... I produce Printed
Cinema with the idea that it’s another form of screening, another form of editing—I believe it opens
up additional space for thinking about the project and the material... I think this way of translating
back and forth between mediums or even further is part of my process of spatialization. I also talk

about this idea of cinematic spaces in my doctoral dissertation—it’s an anarchic organization of
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cinematic spaces. The work itself often has a voice of self-organization—my role is to pay attention
to that and opening the right door by giving them mobility between mediums... Printed Cinema
also continues my audiovisual work as a personal reflection on the essence of the cinematographic.
Gaps, ellipses, dialectics between images—essentially modernist notions—are essential in that
respect. In Printed Cinema, this is expressed in the editing principle, as well as in the oppositions
between film and printing, between text and image... The filmic projection is translated onto paper
and confronted with its conditions—its materiality and temporality—reshaping the text and image
fragments from the moving image into stillness. The shift in medium from projection to print

emphasizes the difference of such experiences of image and text, exposing their relationships.” [N]

[3] The book as the artifact of practice

Artists’ books can evidence a practice even after it is terminated or dissolved. They
have archival quality that does not expire like exhibitions or live performances do (Participant
G, K, M, S). As archives, artists’ books function as multi-layered “metadata” (Participant B)
that grant access to rich literature expanding the original practice such as the artist’s research
material, list of reference, blueprints, photographic or text-based records and fragments of
practice that ended up not being used toward the final work (Participant N). In such a sense,
they are holistic evidence of practice that document the process leading up to, during and after
a practice or its presentation through performances and exhibitions—they are “outlet[s] for
internal thinking” and references to the things that allowed the practice to happen (Participant
R). Hence, they translate not only the practice itself but also the contextual conditions that
informed it (Participant B, D, F, R, Q). As constructed documents, artists’ books are also
popular as the structure for notating performative practices so that they can be re-activated
even after the event of practice (Participant D, R). Even outside the discipline of performance,
many artists’ books can be understood as post-event documents that provide an additional
mode of perpetuated communication to exhibitions or any other ephemeral event (Participant
D, M, R). Some participants describe artists’ books as traces of practice, in the sense that
they are the ultimate things that survive as tangible objects after the practice (Participant B,
M). Along this vein, they are also described as relics or remnants of practice, giving them a

historical status (Participant D, O).

1) Artist’s book as archive

Amplifying data

«  “..my original goal [as an editor] was to let the artist communicate their perspective through the
book’s materiality. Now, in addition to that, I desire to create works of slightly larger scale—books
that can serve as archives, as metadata.” [B]

o “Ithink [artists’ books] clearly have value as archives... They’re an effective medium that allows one
to experience an artist’s worldview holistically” [D]

«  “It’s like building a secondary or supplementary literature on my work. The publication includes

sources like film stills, text, photographs, research material and unused filmic fragments.” [N]

118



The book doesn’t expire

“Artists’ books and exhibitions both require a long time and effort to produce, but exhibitions just
disappear after a month or a couple of weeks. Artists’ books are different in that their viewing period
does not expire so fast—once you own them, you can view them anytime, anywhere... Even in terms
of resources, holding exhibitions requires several or dozens of times more than producing and
distributing artists’ books. In that aspect, [artists’ books are] more accessible for artists as well.” [G]
“It’s really important for me that my work doesn’t finish with an exhibition and can still stay at
home—in the homes or heads of people. An exhibition often lasts only a month, and then it’s over.
But with the book, works are brought to another level where they live further and continue to tell the
story.” [K]

“I guess one of the things about an exhibition is that it has a specific space and time, whereas a book
can go beyond that” [M]

“..turning things into books is a way for the show to survive after the exhibition... it [is] a way to

reach a broader audience and have the work live on in another iteration.” [S]

2) Artist’s book as documentation

Holistic evidence of practice

“All of the photos taken over a period of six and a half years, the dates they were taken, the one-time
performance where the photos were displayed and taken away after being sold, basically the entire
practice remains only through this book.” [B]

“I think [an artist’s book] can be very helpful in understanding the artist’s thoughts, process and
background in making a work.” [D]

“We see the book as a product, but it’s also a process. Everything that leads up to it is part of it, and
also everything that then comes out of it [R]

“We just finished a book with A.K. Burns and the book includes conversations between her and
her curator about the making of her works, the research leading up to it, references and images,
her collaboration with others, and her thought process overall. Her practice is to make video-based
installations, so she made film stills, selected them, and designed their layouts in the book herself...
We've been meeting with her since 7 years ago—from the very beginning of this really epic project,
and it was always important for her that there’s going to be an outlet for internal thinking and
references to her process.” [R]

“..when the artist spends a long time on a project and wants to document the process to provide
the reader with a holistic view of the project. These project-based books use the space of a book

to do what the exhibition might not be able to do—providing details about the research, process,

conversations around it, interpretation, etc” [Q]

Structure for notations

“Performance artists, in particular, often use their artists’ books as devices to show their ‘scores.
Books are useful for essentially structuring the scores” [D]
“We’re also just finishing a book about 12 individual dance histories. There’s this choreographer who

couldn’t perform during the pandemic, and she invited other performers to write solos which is their
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private dance history. So, the book another outlet to think about what they’re doing as choreographers
and dancers. I think a lot of artists feel that publishing is a straightforward way to circulate their

work.” [R]

Post-event document

“...my book contains multiple layers of time, compiling what was done and not done before and

after the performance. I tried to compose the book so that I keep the work itself at the time of the
performance and focus on things that happened around it [D]

“..about 10 years ago, we did this project called ‘Again, a Time Machine'.. we were thinking about
archiving and distribution—archiving and how to share that—thinking about distribution as a mode
of communication. We built an archive and invited people that we had work with to contribute new
things to the archive, and then we organized this touring exhibition... And then we published a book
alongside that...it had contributions from all participants, again responding to the idea of archiving
and distribution.” [M]

“Another example is Alex Da Corte’s book. He made this event that was based on an Allen Kaprow
performance, and he recreated it in the same space in Philadelphia in March 2020, the day before
the lockdown. This event was so chaotic and so wild that he felt it became a weird metaphor of the
pandemic. So, he called the book a ‘living document’. It brought in performer memories, fragments,
photos by different photographers and the designers tried to create that energy from that moment.”
[R]

“I consider the book a bit like a catalog for a show, but also a compilation of different things that were
involved in the exhibition—I call them artifacts. And the text in the book is the wall text from the

show that explains the overall narrative.” [S]

3) Artist’s book as trace
Tangible outcomes of practice

“The definition of artists’ books, in my opinion, is an ‘outcome of practice’ that can be encountered

as a tangible object—the ultimate object that adds materiality to a practice. Immaterial practices

like performance art and land art are eventually materialized when their performative processes

and attitudes are captured in photographic documentation or texts... Books are shapes of traces that
artistic acts could leave.” [B]

“There’s also a duo called Setsuko (Tamsin Clark and Richard Bevan). Tamsin is also the person who
runs Tender Books. She has this collaborative practice with Richard, and they mostly publish. I think
they’re really interesting because they approach things from the viewpoint of a fan effectively. They
get each other excited about something, and then they get really obsessed with that together, and then
they’ll see it through and create something that embodies that” [M]

Relics of practice

“While exhibitions and performances get consumed and disappear, books keep things through their
spatiality and temporality, making themselves feel like relics” [D]

“I mean, all of these are so process-based...the book is almost like a trace or a remnant of practice” [O]
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[4] The book as a social thing

For their producers, artists’ books are a platform for collaboration. Many participants
emphasize that contemporary artists’ books are not created solely by the artist—artistic
publishing more often than not entails expanded authorship involving various collaborators
such as editors, designers, technicians, translators, proof-readers and other cultural
intermediaries who each contribute to the book from their own “subtle tangents” (Participant
B). The collaboration involves active and critical dialogues, extending artistic publishing to a
public act (Participant N, Q, R). Mediated by the sense of community that forms around the
public act of publishing, the collaborators become contextual conditions of one another that
inform, aid, reciprocate and reflect each other (Participant F). At the point of distribution,
each of the local, project-based scenes is then reconnected to the larger cultural network
or ecosystem of artistic publishing. In this larger communal space for exchange, artists and
collaborators meet new sites of publishing to participate in. In a sense, they themselves—not
just their books—become transmitted into new contexts, reproducing the act of publishing like
self-generating ripples (Participant A, F, G, H).

Furthermore, artists’ books gravitate their consumers toward this collectivity by
bringing them to participate in their content or even by inspiring them to produce their
own books (Participant J, K, L). Being familiar, ordinary book objects on one side, artists’
books have the charm of being accessible and inviting, which often triggers further creativity.
Furthermore, artists’ books, often being multiples, inherently convey a sense of democratic
distribution and create low-threshold gateways to cultural knowledge (Participant I, P, R).
Throughout these social effects on people, artists’ books are repeatedly and collectively

valorized as cultural objects, which in turn becomes the social condition for their valuation.

1) Artist’s book as platform for artistic collaboration

Collaborative & context-dependent authorship

o “.just because a publication is labelled ‘artist’s book’ doesn’t mean that it’s made solely by the artist.
Editors or other intermediaries like me intervene as well as collaborators.” [B]

o “It’sstill very hard to find artists in Korea who use books as their primary medium or sole basis of
work. So, there’s a bit of discrepancy in assuming artists’ books published in Korea so far to be 100%
by the artists. Rather, in many cases, intermediaries like me play the role of presenting the context
of artists’ books and participate in the translation of artists’ works into books. But again, that’s
also a basic condition of artists’ books and books in general—born from subtle tangents between
collaborators.” [B]

«  “When I'm choosing the film stills and texts to include in the publication, it’s studio work. But when
it comes to bringing them into the printed format, into the decisions of the materials and all that, it’s
always a local decision.” [N]

«  “.we value active and critical dialogues through our [publishing] process... it’s a dialogue that
involves printers, color correctors, photographers, designers, artists, writers and us. It’s the totality
of that collaboration and how all those pieces work together to make the project specific and find its

own form.” [Q&R]
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Publishing as a public act

“I also learned that although artists have different values about and ways of using the book medium,
they were sharing a certain collective dynamic between those who work through books. Knowing
that, we try to define IANN and The Reference as platforms where various domains conjoin, rather
than as just a publisher, space, place or an exhibition site... Right now, I'm holding art book research
meetings with several colleagues who are active in the art publishing field. It’s mainly a place to
diagnose how our areas of activity are being formed, based on each other’s opinions and findings.”
[B]

“I'm constantly connected to many people including designers, editors, curators and retailers,
whether through contractual relationships or my practice. I expect my network to grow more as I
collaborate with other artists to publish their artists’ books at publisher NUN.” [D]

“A community where you can share your opinions is very important for artists who make artists’
books.” [E]

“I think Mediabus and The Book Society happened because we had a solid relationship with the
designer community as our backdrop. We had become each other’s condition. In fact, because
publishing is such a ‘public’ activity, you always need collaborators. Various members, including
translators, proof-readers, designers, artists, print shop owners, distributors and so on, come
together to maintain this ecosystem. People who still believe in the presence and significance of
books as a medium with physical properties continue to participate in publishing.” [F]

“Around that time, I could also see that there was a field forming—the Printed Matter New York

art book fair had just started, for instance. It was really dynamic, really energetic..The generosity

of exchange was very different from that of the art world in the sense that it was focused on
transmission, communication and exchanges, rather than on selling unique artworks.” [H]

“..in 2010, when I first started Banner Repeater, I was trying to be attentive to the different ways that
we write, the different substrates, the different energies that are used, and the modes of expression
that are available and so on... [T]his acted as a sort of ongoing platform, a commissioning platform.”

[O]

The act is reproductive

“I am an artist making artist’s books and consumer of artists’ books by other artists.” [A]

“Now, artists’ books serve more as sites that allow various collaborators to come together, and it
seems no longer meaningful to draw the categorical boundary that they’re solely by the artists. I
think artists’ books are valuable in that they open up the possibilities of participation, allowing
different subjects to join each other and co-create works.” [F]

“.it’s also cyclical...the exhibition becomes a book, and the book becomes an exhibition again, and
in the process, a network of artists, curators, art dealers, collectors and the public is formed around
it. This is also the narrative of the platform for artists’ books itself For instance, when producing
Calendar 2023 earlier this year at einBuch.haus, various artists participated in the project jointly, so
the book became a focal point for people to connect in many layers. Artists who met through that
project also came up with other projects—this way, production led to more production through

our platform... We are also planning to collect and publish the know-how of book production of
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publishers and printing technicians based in Berlin sooner or later” [G]

“Publishing to me is not a linear thing. It’s much more a question of distributed networks and
distributed networks of reception which are also involved in production. The collector can become
a publisher, the distributor may also well be a collector of sort... it is very complex in the sense that
things received sometimes will elicit further production.” [H]

“Ultimately, [artistic publishing is] less of a space for individuals producing books, and it’s more of a
communal space of transmission and exchange. A thing that needs to be repeated. It bears repeating
because that’s also why artists can suddenly decide to make their own books. It’s because they’ve

seen that it’s possible, seen other people do it” [H]

2) Artist’s book as platform for audience engagement

Artists’ books convey collectivity

“Also, I think they’re meaningful in that they continue to connect people—from artists, publishers,
mediators to viewers, and continue to convey this social dynamic to the public.” [B]

“I think any book is about ‘sharing’ All these cultural objects are about sharing values. Historically,
they were about that as well—publishing one’s book whenever one wanted, finding different routes
to put them on display, and eventually showing art outside of the gallery system. Carrién also
mentions this in his writings about the mail art—it was about destroying the power, the idea of
power because it was open to share.” [I]

“..every time I think about making a book, I think about not only giving an ideal form to the content
but also the appropriate way of distributing it. My interviewees for Xsport on Paper also told me that
it’s the circulation that really matters. So, when one chooses to print something, it means not only an
old fashion way of producing information and knowledge but also trying to produce a very specific
gateway or community that access the information.” [P]

“You feel you're connected to other people through reading, because there are a thousand copies of
that book out there. But at the same time, you have this really focused, isolated encounter with it... I

think that’s very different from experience with other artworks.” [R]

Artists’ books encourage viewer participation

“Many students get a lot out of seeing these books and looking at them, finding out about what they
are and why artists have made them. I think that experience can be quite inspiring.” [J]

“My general drive to make work starts from wonder, curiosity or excitement for new things, and I
make works to try to have people join me in this perspective and make people laugh, have fun and
be happy in their own contexts, have a moment of wonder”” [K]

“T still see value in them because once you experience an artist’s book, it stays with you, even on a
personal level. It can trigger something that you wouldn’t have thought about before. I think that’s
the case with any artwork—if it touches you on a level that you wouldn’t have considered before,

then it has already had an impact.” [L]
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[5] Prioritizing democratic distribution over monetary gains

Artists’ books have a convoluted relationship with the market and its economy.

To begin with, their artists and collaborators do not aim for economic profit through the
publication of artists’ books. Rather, they adhere to the principle of keeping their books
affordable and leverage the status and role of artists’ books within the market and art ecosystem
as cultural commodities to propose new values to the art economy focused on the democratic
distribution of art. It is important to note that this is not because artists’ books are less costly
or easier to produce than other art objects. In fact, artists’ books are very labor intensive and
expensive to make, largely due to the significant time, effort and material resources invested by
the makers (Participant A, K, Q). Artists and their collaborators compromise their monetary
profit to increase accessibility to artists’ books—almost all participants strongly emphasized
that making profit is not a priority for them (Participant D, E, G, H, ], L, M, N, Q, R) and that
they actively try to keep the prices of their artists’ books as low as possible by applying for
grants to fund their projects, not calculating the time they spent on the project into the prices,
doing larger print runs to lower the cost per volume, or simply choosing to give out their
books for free (B, H, K, L, O, P). One strategy that many employ to secure a certain degree of
economic sustainability of their projects is publishing limited, special editions that they sell for
profit in addition to the regular editions (Participant B, G, L).

Regardless, artists still choose the book medium to keep the threshold to their art
lower. Participants stress the book’s ability to travel freely and efficiently to disseminate artists’
thoughts to more diverse audiences (Participant B, G, H, L, M, N, O, P, R). In addition to the
portability, the book’s worldly nature makes artists’ books more approachable and easily loved
than other forms of art, allowing them to exist everywhere and anywhere (Participant A, C,
D,E, G, ], M, O, S). Instead of being “worshipped” (Participant C) hung on a wall or inside a
vitrine case, artists’ books are to be held and interacted with, proposing an alternative, more
affective way of consuming art. Artists’ books are also relatively affordable than other art forms,
to both the consumer and the maker. Participants acknowledge that not all artists’ books are
cheap, but they can still be made on a relatively manageable level compared to other disciplines
that require more complicated logistics to produce, transport or sell, making them a powerful

way to communicate art to the world (Participant J, K, L).

1) High implied value

Bookmaking/publishing is laborious and resource-intensive

«  “I came to think that the process of making a book is similar to building a house. Just like laying
groundwork, erecting pillars and building walls, it takes a lot of time and effort to turn sheets of
paper into a book.” [A]

«  “For me at least, making a book requires much more time and effort than making a print. If I
make an artist print of an etching, it’s so much faster—not to argue that it’s less valuable, but it just
requires less resources. The process of bookmaking always takes enormous amount of time, and the
cost per page would actually be more expensive than what it costs to make a print or a painting. So,

it’s very ironic that books are considered cheaper in the market.” [K]
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“..for our books, they’re full of images, colors, need nice paper, and we spend a lot of time on them.
They’re very labor intensive and expensive to make. So, it’s not like we’re ever going to earn a surplus
from these projects artists’ books. In fact, money has to be raised first to make an art book. We were
just listening to our distributors talk about this issue, and they were saying that when you see a fancy

art book you can be sure that a painting was sold for it, for example” [Q]

2) Choosing the medium to lower the threshold
The book travels

“They are able to disseminate the artists’ thoughts more quickly and make them more accessible
than other types of artworks.” B]

“..since they don’t weigh much, they can be distributed to basically anywhere in the world if the
artist wants. They’re an excellent medium for delivering messages.” [G]

“Distribution for me is really the key. The idea of producing a book without thinking of its
distribution is completely absurd...  was always interested in the conceptual period of production,
ascribing an idea to a work. The primary thing is the information, the idea, and ascribing the thing
to the author is a secondary thing. I'm also less interested in ‘unique books), ‘a book object’ type

of thing. I'm more interested in that question of duplication, multiplicity...the idea of a distributed
object” [H]

“Also, books can be distributed—they can go places. Like, someone buys my work, and it goes to
Chile or India where I've never been myself This idea that your work can travel in a small envelope
without many logistical problems is great—it gives you freedom.” [L]

“I've always been interested in publications. It’s similar to the reasons why Book Works publishes,
actually—I'm interested in them as a kind of mode of distribution, sharing knowledge and making
things go wider and further... ’'m interested in creating new entry points like that, and I guess that
also aligns with publishing because you're creating entry points into various ideas [through books]...
[W]e're not too experimental in format because when you’re thinking about how it’s going to be
distributed through bookstores... they still prefer to have things that will go on a shelf It just makes
books easier to distribute... when sticking to the traditional distribution pathways, it means that
having a more typical format helps you keep going” [M]

“Printing, writing, the idea of publishing as a different distribution model that is very accessible,
portable and so on, was always something I did as part of my practice... The specific distribution
method...extends the project into a wide range of cultural and social contexts.” [N]

“..the reason why we do Banner Repeater at all is because it’s a node on a network of distribution.
We're on a platform at Hackney Central station. What this means is that we can distribute items
from the space very easily... We put them out on the platform, and people pick them up on their way
to work, and youd read it on the train and possibly leave it on the seat for somebody else. Then,
somebody else would pick it up.” [O]

“The ‘unique’ category is also interesting because the physicality or the value of a unique book seems
much more like that of an artwork like painting and sculpture that are made to be rare. But for the
‘multiples; I think the focus is more on forming communities based on the audience or readership...

unique books may generate larger economic values, but multiple books have more potential to
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anchor communities by being circulated, which is socially, culturally and also politically valuable”
[P]

“For an average person to see art, they have to go to a gallery or a museum, but these publications
really get art out into the world. So, people who don’t normally have access to art can get access
through these books... In short, I think artists’ books help make art a little more democratic and

open to everybody”” [R]

The book is worldly

“[Artists’ books are more accessible than other forms of art] because they’re just ‘books’ Personally, I
don’t wish to make works that the public finds too esoteric. I think I worry about this aspect because
I make ‘books.“ [A]

“Also, rather than hanging them on the wall and worshipping like you do with paintings, you can
take books out of their shelves and take them to anywhere and show people the information and
knowledge compressed within them... This, I think, is the power of books—that they can exist
anywhere, not just in art museums. To be honest, I don’t really see artists’ books as ‘artworks. It’s
obvious that they are a genre of art, and it makes no sense to view them only as mass-produced
commodities but treating them too carefully as if they are untouchable or sacred, feels like damaging
the nature of the book, which is to be held and appreciated.” [C]

“I think the biggest difference between them is accessibility. To see paintings, sculptures and prints,
you need to go to the places where they are displayed, but books can be kept near you.” [D]

“I've always felt that books are the most accessible medium and material—both from the perspective
of the person making it and viewing it. I also spent my childhood reading books, which gravitated
me towards them.” [E]

“The first reason I believe artists’ books are valuable has to do with the characteristics of the book
medium itself Art can be quite difficult for the public to approach, but since artists’ books are books,
people seem to feel comfortable handling them, relatively. Running this space, since half of it is a
bookstore, I've seen many people come in more naturally and easily and then grow to enjoy art.
Artists’ books serve as this ‘passage’ that minimizes barriers to art... Artists’ books can be esoteric,
but many of them are still made for the readers’ pleasure in mind.” [G]

“I always loved books. Ever since I was a child, I was always making my own little books—I'd be
making my own stories and picture books.” [J]

“I just like books as well, obviously” [M]

“It’s just a very straightforward approach because we’re familiar with books.” [O]

“One is that I have a great love of books. My wife is a writer, so she has a lot of books to begin with. I

love books, comic books, and I love to read.” [S]

The book is affordable

“I think the idea of ‘putting it out there’ [that makes artists’ books valuable]. You could say that about
any art, I suppose, but there’s something about books, particularly. Not all artists’ books are cheap,
but a lot of them can be affordable—affordable for both the producer and consumer. I almost see

them as the interventionist way of getting art into the world.” [J]
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«  “I think books are much easier to distribute, collect and keep compared to other art forms. They’re
more approachable and economically accessible, for the most part. I know books can also be
very highly priced, but for me the idea of sharing my work with others is more important—the
democratic sense of showing art” [K]

«  “.what’s truly fascinating is that a book isn’t confined to its physical form—it offers a great deal of
flexibility and room for interpretation. This flexibility extends to their prices as well. Artists can
create affordable books, which is quite remarkable; you don’t need gallery representation or worry
about logistics and economics. You can produce an idea inexpensively and distribute it through

artists’ books, making art accessible to more people. It’s liberating.” [L]

3) Compromising profit for accessibility

Making profit is not a priority
“..I can’t cover all the costs from selling the books because they’re more than youd expect. Making
a profit out of books was not my priority to begin with, so I tried to set a reasonable price for
consumers. The regular price of BackgroundRadiationReflection is 20,000 won (£12.5), and when
large retailers apply their typical 10% discount, the consumer price becomes 18,000 won (£11). Of
course, itd be nice to be able to make a profit, but it’s simply not a priority. It was more important
for me to embody my intentions in the book as much as possible, which is why I used multiple types
of paper in the volume... Also, in the case of Korea, there is no large demand for artists’ books to
begin with, so I thought the price should be kept low to minimize any barriers.” [D]

«  “When I first made an artist’s book, I also gave it a ridiculously high price wanting to be
compensated for the time and effort I spent on it. I think it’s a mistake any early-career artist
can make. However, now, 'm more concerned about ‘expanding’ the artists’ books market than
economic return on the project. If you make one copy and price it at 10 million won, there’ll be only
one buyer, but if you make 10 or 100 copies, the price per volume will decrease, but the market will
expand... [I]n the end, you need to have consumers and collectors to be producing these books, and
they need artists to maintain the culture of consuming artists’ books. So, you should recognize this
circulation and reach a certain level of compromise when pricing your artists’ books.” [E]

«  “Also, as a personal rule, if the price per copy turns out to be too high when I follow the ‘times four’
equation, I lower the price slightly even if that would mean our loss. I would almost always prefer to
have more people read our books than see the books pile up in the warehouse, even if they need to
be sold at a lower price. I think I feel strongly this way because artists’ books themselves is a medium
aimed at being widely distributed. When setting a price, I also consider the overall end points of
books, such as by whom I want the books to be read and where I want them to end up.” [G]

«  “.the profit motive, or the economic rationale for publication is quite an odd way of understanding
the drive, the impetus to publish. For me, the real focus is all on distribution. Art may not need the
institution, may not need the gallery, but it would still need a distribution network, forms of social
dissemination. It may not need all these structures—these validation structures of the market, either”
(H]

«  “Ihave to say that most of the work I make, as I've mentioned, is under £5. I've made a few things

that are slightly more expensive, but I don’t think I've ever made anything more expensive than £20.
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And it’s enough to make a bit of money back, 'm not really doing it for monetary reasons.” [J]

“I always aim to offer affordable books, which is why I sell some of my works for just £5, and I
believe I will always want to have a book available at that price point. The art world can sometimes
be quite cruel and tough, so I value the freedom that the book form offers—how it allows me to
explore different directions. If that flexibility enables me to live in different areas and constructs, I
would rather appreciate that than having just a few collectors control the price, dictate where it sits,
or determine who buys it for which collection.” [L]

“We’re a charity, so we’re non-profit—our aim is to cover the costs we need to and then keep the
prices low. Because that’s the surest way of making the books more accessible... publishing is one of
those things where you're not really in it because you want to make money.” [M]

“For us, the book sales is never going to cover its own costs, which means it doesn’t pay a salary for
us, either. We're not trying to do that. So, it seems better to go for lower prices, for it to be fair for the

consumers.” [Q]

Keeping the price as low as possible

“When external grants or budgets sponsor our projects, we choose to increase the number of copies
or lower the price so that even more people can afford it.” [B]

“...the price point of an artist’s book should be low because you want to distribute it as much as
possible. It’s not that costs of production are not related to the price points of a book. They are, but
they are not” [H]

“Jivan and I agreed to keep the initial price low to make it more accessible—we settled for €25.
Luckily, we had received funding from the Dutch government, which covered most of the
production cost, so we had more room to lower the price” [K]

“Honestly, I never estimate the time—1I just aim for production to break even on materiality and
printing costs because I'd like to keep my works cheap and affordable, with the idea for them to
travel far and be accessible.” [L]

“In the places where I had exhibitions, the series was seen as a work by itself in the printed format
that can be given out for free or at a very low price so that it’s affordable for many.” [N]

“We give out our publications for free, too.” [O]

“.when I'm pricing my publications, I set the price as reasonably as possible so that my readers can
think that they are accessible, as long as I don’t lose too much money.” [P]

“.we don’t make books in small editions—we really try to have big print runs and keep their prices
affordable. We don’t really make money from selling books anyway. Were doing this just to get
things out there” [R]

Providing options

“If needed, we publish books in both special and regular edition. Special editions include artist
prints and have much smaller edition numbers, which allows us to set the prices high. As for the
regular editions, we price them closer to the general price level of books so that any can easily access
them?” [B]

“And artists’ books are accessible in terms of prices, too. Books we sell here range from €1 or €2 to
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€1,000, giving buyers a wide range of choices.” [G]

o “In the case of Small Editions, when an artist publishes an artist’s book with them, they make a few
copies in limited, special edition and sell them at a higher price to collectors representing libraries or
institutions and keep the rest at lower price using more affordable production techniques so that the
public can access them. This seems like a smart choice because it gives the market two options and
the publisher two revenue channels” [G]

«  “.diversifying your price is a good strategy, so that you have both affordable works and books that
you sell for profit... I think that’s just the key to having a healthy art practice—to be able to reinvest

in what you do and not become completely exploited.” [L]

[6] Embracing the economic conditions

To keep their commitment to democratic distribution of art, the producers of artists’
books must embrace unfavorable conditions of the market. Artists’ books—and books in
general as well—are oversupplied in the market (Participant D, G, H), especially considering
the extremely thin and uneven consumer/collector base (Participant B, C, F, G, M, P). There
is a chronic lack of demand for artists’ books outside specific art communities who are already
aware of the cultural significance of artists’ books (Participant C, F, ], L, M). Non-expert
consumers tend to prefer books by well-known artists (Participant B, C), contributing to the
challenges faced by most artists and collaborators producing artists’ books.

Furthermore, the position of artists’ books in the market is ambiguous. To begin with,
artists’ books lack official, established platforms compared to other art forms, which makes it
difficult for artists and other stakeholders to interact with the audience and/or transact works
(Participant D, M). Even within the channels that are recognized as major sites of transaction
such as book fairs and art book fairs, the categorical boundary of artists’ books is still unclear
or conflated with other neighboring genres, especially book arts and catalogs (Participant
A, G, M). Other times, artists’ books are considered by-products of other practices or events
such as exhibitions and performance, making it challenging for them to establish themselves
as a distinct and valued cultural phenomenon (Participant D). Additionally, the atypical
motives behind artist’s book production, driven by disinterested or uninterested mediation
rather than a clear focus on monetary profit, has led to mistrust or confusion within the
market. The multifaceted roles of artists as creators, publishers and distributors, along with the
unconventional positioning of artist’s book publishers further complicate the understanding
and valuation of artists’ books in the broader art ecosystem (Participant H, M).

Another disadvantageous condition is that artists’ books are largely undervalued as art
objects, which has various reasons related to the market economy. The cost-efficient production
methods, such as risograph printing and copy machines, have largely facilitated mass-
productions of artists’ books, but this accessibility paradoxically led to their devaluation in the
art market (Participant G). The tactile nature of these books, requiring physical interaction to
appreciate their content that make them worn over time, poses challenges in presenting them

as collectibles or targets of significant financial investment in the art market (Participant G, K,
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L). Artists’ books are also devalued because of their lack of artist signature in addition to being
multiples, making them less appealing to collectors compared to other art multiples such as
prints and framed photographs (Participant C, G).

Furthermore, despite the high implied value of artists’ books, participants testify that it
is difficult to increase their prices, because of consumers’ expectation for books to be affordable
commodities (Participant A, E). The relatively low price subsequently affects the perceived
value of artists’ books in comparison to other art forms, hindering their recognition in the art
market (Participant K, M). When seen as books, however, artists’ books are often considered
overpriced, especially when they are mass-produced like other paperbacks, making it even
more challenging to price them appropriately in the market (Participant A, E, H, M).

Even when artists and their collaborators accomplish their values by prioritizing the
accessibility and affordability of their publications, disregarding all the hurdles and unfavorable
conditions of the market, their intention often becomes perverted by the market. The art
market, the largest “speculative” (Participant O), quickly adapts to newly proposed values
and capitalize on the ethos of artists’ books (Participant I, ], P). In addition, the secondary
market has the fault of inflating prices of artists’ books that were originally intended to be
traded as democratic multiples (Participant B, G, ], M, O). Even then, because of their—and
everybody’s—inevitable reliance on the market and its economy to keep things running, artists

and their collaborators continue to publish and reignite their morale (Participant Q).

1) Oversupply and skewed demand

Books are too common

«  “Nowadays, since so many books come out so sporadically, the effort that goes into each book seems
to be undervalued. If we make books more carefully and include more contents to make people want
to own them, I think there may be more demand even if the prices are set higher. I myself plan to
publish books only when there is a stronger need and the rationale is clearer” [D]

o “.hundreds of titles are released every day, making it difficult for them to be noticed by the public
compared to exhibitions.” [G]

«  “Knowing fully well that books are very difficult to sell, knowing full well that in the context of the
arts books are just sent out for free to curators, museum directors, galleries, and then not actually
received—they’re put in the box. And then the box when it gets full goes to a second-hand book
dealer... If you're a gallery of a certain standing, you publish catalogs. If you're an institution of a
certain standing, you publish catalogs. It’s really part and parcel of the way [the art world] functions.
It gives cultural kudos to artists to get a catalog, gives cultural capital to the institutions to be seen,
to be publishing things, and gives cultural capital to curators who have books published about the

shows they produce. So it’s also part and parcel of constructing the reality of the art world.” [H]

Extremely thin & uneven consumer base
o “I think the readership of artists’ books is very narrow, and the demand is so low to the point that it’s
almost non-existent. An ideal market would grow from the balance between supply and demand, but

there really aren’t that many people who understand and are willing to purchase artists’ books.” [B]
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«  “Artists’ books themselves have a very shallow consumer base. Few people, unless they are serious
collectors, think they can spend a lot of money on purchasing these books.” [C]

o “To be honest, there really is no demand for artists’ books. There are many individual artists and
institutions that have the will and desire to produce publications, but I'm not sure if there is a
consumer base that actually responds. Not just artists’ books, but books in general as well—there are
more people making them than ever, but it doesn’t seem like the readership is growing accordingly”
(F]

o “.itappears to me that artists’ books virtually have no presence in the art market” [G]

«  “[There are] different levels of engagement and knowledge depending on your geolocation.” [M]

o “Most of my readers are also a very niche group of people who are used to the artist’s book culture,

so I don’t want to go against the culture and mark my prices up.” [P]

Consumer base is very specific

«  “In the case of our shop as well—there are very few customers who come in naturally while passing
by. Most of my customers are people who directly commission book collecting or those who come
by appointments. The biggest customer currently is Sojeon Book Art Gallery. They gave me a list of
about 100 artists and asked me to collect any books that these artists made or participated in. Public
libraries also commission bulk purchases with budgets between 10 million to 20 million won (£6,000
to £12,000)” [C]

o “Ifan artist’s book is purchased in Korea, it would be by someone from a very specific, small
group of readers, to whom the book has value as a research material or artistic reference. It’s rare
to find cases where a person sees an artist’s book purely as an artwork and buys them for aesthetic
appreciation.” [F]

«  “From my experience of going to art book fairs, [the people who come are] a very specific, self-
selecting crowd. Artists’ books do draw people in, but it tends to be people who are within the art
world already. So, the market reinforces itself” [J]

+  “Sadly, the community for artists’ books, both in production and consumption, remains relatively
small. While there’s always a dedicated audience, these works often remain within their originating
communities due to their niche nature.” [L]

«  “Some of the artists would have a very specific collector base... I think part of it is knowing how to

sell them.” [M]

Consumers prefer books by famous artists
«  “Books by artists who are already have a reputation always sell better.” [B]
«  “.since books by famous artists are most in demand, I tend to prioritize purchasing books by artists

who are well-known to the Korean audience.” [C]

2) Ambiguous position in the market
Lack of independent market
o “Regarding the market, I think artists’ books lack official platforms compared to other mediums

of art, which explains why there are so few attempts to collect artists’ books. They often occupy a
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section within the overall book category or individual artists each has to deal with their distribution
and sales on their own. In other words, there is still a lack of public sites or official markets where
artists can interact with their book audience... The artist should be able to publish according to their
ideas and intentions, and concentrate on the ‘collision’ or sparks books make when they meet the
viewers. But the current book market is incapable of incubating an environment for such a dynamic.
Simply put, the process of going to a gallery to view a painting or sculpture and purchasing it is
vastly different from the process of going to a chain bookstore to find an artist’s book and buying it—
it doesn’t allow people to use their sensibility” [D]

“They take a tangent. They still work within other markets, and artist’s book fairs are everywhere
now, but... [t]hey still cross over into other areas, though—even at artist’s book fairs, it’s not all

artists’ books...” [M]

Ambiguous categorical boundary

“Book fairs are another major channel, but the categorical boundaries between books that are traded
at book fairs seem quite ambiguous. When I visited, there weren’t that many books that I would call
artists’ books.” [A]

“..in the general book market, the boundaries between artists’ books and catalogs, visual novels, etc.
become even more blurred, making it difficult to have them as an independent category”” [G]

“..and I think that there is also a tendency for people who don’t necessarily know so much about the

art world sort of conflate artists’ books and book arts.” [M]

Considered by-products of other practices

“[The lack of official sales platforms] may be because people tend to consider artists’ books only
as by-products of other works, which is insufficient to form a prevalent culture that orbits around

artists’ books.” [D]

Having atypical motive

“This idea of disinterested or uninterested mediation is something that’s totally under the surface
because of how we accept to talk about our production within the capitalist system. It seems to me
that this system is completely overarching the discourse that you're able to have about certain things
and transmissions you can have, almost to the point that if there is transmission of something—say,
an artist’s book—that is disinterested [in economic profit], suddenly it’s to be mistrusted as having
ulterior motive, as if the financial motive itself was an objective one.” [H]

“An issue with our value proposition is that people often don’t know where to place us because we’re
an arts charity, and we’re part-funded by the Arts Council, making us a commissioning organization,
but we more often than not function like a publisher. We do produce exhibitions, we do organize
residences, all those kind of things as well, but for the most part, this side of Book Works that I
work on functions as a publisher. So, we publish books that go into bookshops and that’s the main
distribution method. But people don’t really understand—they are confused by our position or how

we fit into categories. Because of this, we're even seen as having less value” [M]
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3) Artist’s book as undervalued art object

Cheap for their value because they are books

“I think they’re still too cheap, even when they are handmade special editions. Perhaps it’s difficult to
enter the market with higher prices because people generally perceive books as cheap.” [A]

“It’s inevitable to think of the ‘deals’ between producers and consumers within the context of
market economy in the capitalist era—accurate supply and predictions of demand, reasonable price
suggestions. From the perspective of artists who make artists’ books, they may be dissatisfied with
their position in the market. Books published over the past 200 years after the Industrial Revolution
were produced at extremely low costs due to the value of ‘sharing intellectual property’ pursued by
many journalists and intellectuals during the Enlightenment. It’s difficult for artists’ books to be
free from this context since they’re also books. In Korea, the market value of books as perceived by
the public is between 10,000 and 20,000 won (£6 and £12). Imported books, between $20 and $30.
So, if you think of the prince range of a general book, you obviously cannot capture the value of an

artwork in those numbers.” [E]

Cheap price means less value

“As an artist, a painting and a book have exactly the same standing and meaning. But the market
would think that books are something that you could buy more easily, since their prices are lower
than other art forms... [Artists’ books are] too cheap—cheap for their value and cheaper than other
forms of art.” [K]

“And yeah, people don’t necessarily see our books as valuable because they’re priced lower... [W]

e don’t see our books go into the art market—normally they don’t. Perhaps because they’re being
produced in a more DIY way. Even though we’re producing projects by artists, because they’re new

projects that are affordable, they’re not seen as having the same value as other artworks.” [M]

Cost-efficient production

“..recently, risograph printing and copy machines have allowed us to produce books very
conveniently and inexpensively, making distribution even easier, although the commercial art

market underestimates the books’ value because of this facet.” [G]

Unsigned artwork

“To be honest, artists’ books that were basically layers of prints bundled together would have been
much more valuable, artistically speaking. But since the pages of those books weren’t marked with
edition numbers or signed by the artists like individual prints were, artists’ books were often sold
cheaper than a single sheet of print in the market. They still are. That’s why galleries disassembled
vintage artists’ books and mounted each page separately to sell them as individual prints.” [C]

“Individuals and professional collectors prefer prints over artists’ books.” [G]

Tactility leading to devaluation

“The problem with artists’ books as collectibles is that since they’re books, you need to touch them

and turn the pages to properly appreciate them. Even when we’re at an art book fair, since you can’t
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tell the value of an artist’s book just by looking at its cover, we either have to put on gloves and turn
the pages for the visitors to show them the contents or risk damaging the book and allow the visitors
to see it for themselves. Since books are bound to wear out in some way, collectors don’t really
consider them as investment targets. So, there’s a greater demand for things like prints by artists who
publish artists’ books or ‘wall-hangable’ sculptures made of paper.” [G]

«  “Whenever I displayed [my books] in exhibition spaces, people didn’t want to touch it—they were
scared of touching it, because they were scared of damaging an artwork.” [K]

«  “.artists’ books don’t position themselves properly within the market. Paintings, drawings and works
displayed on walls can be ‘presented, but artists’ books require engagement to unlock their value.”

(L]

4) Artist’s book as overpriced commodity

Expensive for being books

o “I'think theyre still too cheap, even when they are handmade special editions. Perhaps it’s difficult to
enter the market with higher prices because people generally perceive books as cheap.” [A]

«  “However, to consumers, an artist’s book is clearly a book that most often looks like a book,
whether it’s signed by the artist or however much its artistic value is highlighted. Such a difference
in perspectives just can’t be helped. In the end, the best thing we can do is to share and try to

understand the different positions as much as possible.” [E]

Expensive for being mass-produced goods

«  “Inshort, artists’ books in the market are expensive when viewed as mass-produced products, but
ridiculously cheap when viewed as works of art.” [E]

«  “You want people to buy the books, and you want people to receive them as something that has
value but hasn’t been overly expensive, considering it may not be a unique object, which brings you
back to these hierarchies of values and valuations—the unique versus the multiple, the rare versus
not rare.” [H]

«  “If something is really handmade and you can see the craft that goes into it, people will perceive it as

having more value because the effort is visible” [M]

5) Market runs the economy

Value is constructed and reconstructed

«  “Ido sense a problem with the art market itself in that it just inflates the value of an artist’s book—
or any artwork, really—and takes advantage of the artist’s legacy. Institutions look at the monetary
value of things rather than their statements. Carridn, for example, is a typical example of an artist
that died poor, leaving everything to collectors who then invest a lot of money with different actors
in the market to raise the market value of his works. His life has been commoditized—it’s almost like
Carrién became a cultural object himself” [I]

o “.it’s avery small, distorted economy. Obviously, when you read about the history of artists’ books...
there was this idea of the democratic multiple and radical publishing... It never really panned out

that way. As always, in the art market, everything always gets subsumed in the spectacle.” [J]
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“So, value is constructed, entirely, in art. It’s the biggest speculation. It can be anything or

nothing depending on who decides that it’s great, who then collects it, and who supports that.

We all know this. There are many ecologies that are at work there—peer review, peer discussion,
connoisseurship, critique, which is a huge generator of interest in itself When Lucy Lippard spoke
of dematerialization...there was a real move away from the idea of art serving only as a commodity.
Things shifted to the idea of somehow avoiding the markets by means that were either ephemeral or
event-like, or happenings, or where there was nothing produced, in effect. But what then happens

is there’s a collecting of the ephemera around that... These things started to have more and more
value attributed to them because they are the only things resonating with that ephemeral movement,
which in itself just speaks to the ways value is produced. So, this intention to produce something
outside of market forces didn’t take into account that it was the aura of the artist that mattered...
These things do not exist outside of a system. It’s quite difficult to not be a part of that” [O]

“I once interviewed the Brazilian art historian/theorist Paulo Silveira, and he...said that at first,

the conceptual artists wanted to see their books as an alternative space to escape the control or
governance of the gallery system and art market. But the art market adjusted to this new art form
very quickly. For galleries, conceptual art was a big hit, but it was difficult to sell. But after the artists

turned it into a contained form, into books, they could actually be traded.” [P]

Prices are inflated in the secondary market

“So, very extreme prices are set by very small number of buyers...the market itself operates to inflate
the prices. Ed Ruscha’s 26 Gasoline Stations, for instance—the price set by the artist was a couple of
dollars, but now that the market has taken over its sales, it’s become this huge title that’s practically
impossible to obtain.” [B]

“However, even if a publisher or an artist sets a reasonable price with such an intention, the market
often raises the price arbitrarily. For example, one of Irma Boom’s books, which was sold at €25

in 2013, now goes for €130 in the secondary market. The artist may feel a little proud about this
because it implies that the book’s value as a collectible has been recognized, but it still brings up the
question of whether the price has to be raised by so much.” [G]

“..particularly artists’ books that were made by artists who were already established, even if their
intention was to sell their books [at affordable prices], the market stands in to ramp the prices up.
Ed Ruscha’s 26 Gasoline Stations is an obvious example of this. He made that book to sell for $10,
$5 each, but now they’re worth like £3000... So, the intention of the artist is not honored, which is
not surprising because it happens all the time in the art market. But it does clash with the original
initiatives of artists’ books that were made to circumvent some of the ideas around value in the art
market.” [J]

“We can’t control what happens in the secondary market, so we just try to get them out there and
share the work.” [M]

“..the famous Xerox Book... the original intention of Seth Siegelaub saying that it’s purely about the
ideas in the book, exemplified by the desire to pass it through the photocopier machine, to keep the
means of production utilitarian, with an emphasis on a poverty of means, completely failed. Now it’s

worth £4000 a copy, and it’s a highly collectible item.” [O]
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Artistic publishing still relies on the market

«  “The financial conditions of making an art book are actually within the art market to a large degree.
If not the art market, then the funding mechanisms of the art world—institutional support, etc.
They’re often tied to these things. The reality ties them to these things. We also work with artists to

raise money they need to publish—helping with their grant application, for instance.” [Q]

[7] Adding to multiplicity and diversity of culture

In addition to the critique on the art market, artists’ books and the practice of
artistic publishing offer an institutional critique. Artists’ books propose new cultural forms
by rediscovering the book form or challenging traditional expectations of the book medium
(Participant A, F, G, ], L). Reserved to the creative license of the artist, they are not confined by
established norms of the book type and are able to offer a platform for testing experimental and
unconventional formats. With such a versatility, artists’ books are also seen as a tool to redefine
the boundaries of art, expanding the horizons of how art may function (Participant B, E, I,
J). In addition, artists’ books deny the traditional hierarchy of cultural practices, particularly
between publication and exhibition. They advocate for artistic publishing as an independent
domain of practice, separate from but interconnected with exhibitions (Participant D, M,
N, Q, R). They are considered as providing the viewer with an experience unique to their
ontology, which makes some practitioners even prioritize the production of publications over
exhibitions (Participant B). Furthermore, the notion of artistic publishing keeps evolving.
Participants emphasize that the contemporary notion and practice of artistic publishing have
made a departure from the historical influence of 1960s and 70s artists’ books in that they have
been much more globalized and localized to fit into various cultural contexts and narratives
(Participant B, F, J). Contemporary artists’ books are seen as serving much diverse roles than
their traditional, narrower definition as books created by visual artists as works of art in their
own right (Lippard, 1985). Now, they are an expanded artifact, evolving form, medium and

translational objects active not only in aesthetic, artistic but also social and economic situations.

1) The notion of artistic publishing evolves

Escaping the ghost of the 1960s ¢ 70s artists’ books

«  “Artists’ books bring to mind the American Conceptual Artists in the 1960s and 70s or the Fluxus
movement, but today’s artists’ books seem to have become much more diversified and broader in
terms of their roles.” [B]

«  “.thereis a gap between the artists’ books of today and of the 1960s and 70s, when...Lucy Lippard
was preaching the standards for artists’ books. Compared to those days when they thought that the
pages themselves are an exhibition space, that artists’ books can’t include texts on exhibitions outside
the book or texts by critics, and that they had to only hold the artist’s voice and art itself, the art
world has evolved a lot, which naturally updated and diversified the conditions of artists’ books.” [F]

«  “Ilook for books that reflect what’s going on in terms of the aesthetic trends, sociopolitical issues,

new technologies, etc. These objects...tell stories of their time.” [J]
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Artistic publishing globalized and localized

“Another characteristic of the artist’s book market—or the scene itself—is that it has ironically spread
to every corner of the world and become localized, more than one might expect... It seems to be an
appropriate moment to think of forming a connection of power, or cultural solidarity having art
publishing as a common context.” [B]

“The prevailing view is that our current notion of artists’ books was formed through the sentiments
of Conceptual Artists in the 1960s and 70s. Although I really like those works, I think their concept
really doesn’t fit the Korean art world today. I think the artists’ books produced in Korea today are not

just artists’ books, but rather books by more than a single creative mind.” [F]

2) Proposing new forms

Rediscovering the book form

“Artists’ books are books, and the book is a medium that we have a pretty common cultural
understanding of. People have certain expectations when viewing books, like concepts of pages or
symbols in texts. As an artist, it’s interesting to be able to vary these rules.” [A]

“..historically, people—poets and artists at first—were able to rediscover books through artists’ books.
I think the book medium today have higher chance of surviving because of the unique physical
properties artists’ books offer” [A]

“..artists’ books constantly allow for experimental attempts to be made in terms of the book format.
Most popular books often need to follow certain standards or use binding methods to be easily
distributed through large channels, but artists’ books don’t have to stick to these pre-existing ‘forms...
[W]e can provide readers of artists’ books with new experiences that are different from normative
ways of reading”” [F]

“.artists’ books propose a truly diverse range of book forms and its materials—from a book made
out of cottons or woods that you might not think it’s a book to the tiny books in a gumball machine I
mentioned earlier. I think it’s important that they pioneer such variety.” [G]

“..[artists’ books] challenge what we think about books and what our assumptions are about books.
They’re not only part of art history but also a continuum of book history”” [J]

“..what’s truly fascinating is that a book isn’t confined to its physical form—it offers a great deal of

flexibility and room for interpretation.” [L]

Suggesting new mode of art

“I believe that artists’ books can serve as a tool to expand the horizons of how art functions as art.” [B]
“..if you think culturally, artists’ books are valuable because they add to the ‘cultural diversity’ of the
arts—perhaps as a minority opinion. Without these attempts, the art world we have today would

not have existed. Everyone would still be working on paintings now. So, I think artists’ books are
meaningful in that they propose a new aspect of art to the viewers.” [E]

“To me, workshops are similar to publishing because both are constantly dynamic, moving and
alive—they’re more performative ways of creating meaning. You might have guessed already, but I
think it’s the ‘format’ that’s interesting and important—experimenting with the format of work adds

layer and diversity to the practice.” [I]
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«  “What I also find so fascinating about it is that there’re multiple ways artists’ books work. When
you look at the collection of artists’ books we have here, these artists come from different types of
practice and backgrounds. They’re sculptors, painters, photographers, performers, etc. They all then

come to use the book form in their own ways, which is very interesting”” [J]

Inherently interdisciplinary medium

«  “I think bookmaking is valuable because it’s an interdisciplinary practice. If you think of the criteria
for the ‘Beautiful Book Awards, they comprehensively evaluate the cover, binding, contents, editing
and typography, which is a very wide spectrum of elements.” [C]

«  “The encounter with a book is a very material experience of feeling the paper, a visual experience of
seeing certain texts or images and a very multi-layered ‘place’ where you can lead imaginations while

reading the book.” [D]

3) Challenging the hierarchy of practices

Publishing as independent domain of practice

o “I make artists’ books because I think the medium of books is another way to experience my works
on the same level as exhibitions, screens, stages, etc. But I do think that reading my books should
stand as an independent experience apart from other works and exhibitions. It shouldn’t just be
about straightforward documentation of works but should also allow people to experience things
that they couldn’t at the site of the works or exhibitions” [D]

o “The publications and exhibitions were definitely related, but the publications could also stand
alone. So, there were texts in there that weren’t specifically describing the exhibition, and there were
works in there that weren't in the exhibition. And so, it wasn’t exactly documenting the exhibition—
rather referred to it” [M]

«  “.theissues are intended not as companions to my installations but rather as extended and free-form
experiments in word and image that can be encountered alongside cinematic experiences or stand
on their own.” [N]

o “There are certain similarities between curating exhibitions and working with artists to put their
work into a book form, but it’s still a completely different medium with its own history, form, logic,

limitations and possibilities.” [Q&R]

Putting publication before exhibition
«  “.we put more weight on the ‘bookstore’ side of the identity at The Reference. It’s as if the element
of exhibition, which more people find familiar, has been brought in as a bait to further promote the

concept of art books, including artists’ books.” [B]

[8] Ethos of self-representation
Contemporary artists’ books remain connected to their historical context of the 1960s
and 70s in that they still represent the ethos of self-representation. Stakeholders of artistic

publishing take on multiple roles within the creation, production and distribution processes

138



(Participant B, E, G, H, O). Participants claim that they shift between these roles or occupy
several of them simultaneously due to urgent and organic needs but also to be able to have a
holistic control over the publishing practice. Doing so, they seek self-sufficiency, which allows
them to determine their own space of freedom, enabling their creation and dissemination
autonomous and unchecked (Participant F, H, ], P). Along this vein, participants consider
pricing as a strategy that is very specific to artists’ books because they afford the autonomy

of setting initial prices of their works with considerations extending beyond financial aspects
to target the ideal mode of circulation. In such a sense, pricing is regarded as a medium that
contributes to the overall artistic concept of artists’ books (Participant P).

Participants also express their awareness of the marginality of artistic publishing and
claim it as part of their ethos. “[T]he margin is the most important thing because [it] is what
defines the rest,” they say (Participant H). To them, margins are spaces of resistance, autonomy
and self-empowerment, where one can assert struggles (Participant H, N, R). From such a
perspective, independent presses, which are considered the powerhouses of contemporary
artistic publishing, are recognized for their unique role within the broader ecosystem of
bookmaking and art practices, as strongholds of ideals and values.

Participants also see artists’ books as a forum for presenting and affirming new modes
of cultural experiences and artistic practices (Participant Q). Among them, artists particularly
emphasize their exploration of disciplinary boundaries that has led them to combine various
media with the mode of publishing (Participant A, D, P). In other words, they demonstrate a
conscious effort to navigate and move toward inter- and transdisciplinarity by utilizing the site

artists’ books provide for validation, valorization and valuation of art’s immateriality.

1) Individuals taking the initiative

Playing multi-layered roles

o “I'm the Artistic Director of The Reference, which is both a bookstore and an exhibition space, and
the Director of publisher IANN, where I'm responsible for everything from publication to sales. In
summary, 'm a curator, editor/publisher and distributor/retailer of art books.” [B]

«  “I'man artist and curator working based on book art. I run a private press called Pages Press, and I
also personally collect artists’ books.” [E]

«  “First of all, my role here, as mentioned earlier, is curating exhibitions that introduce works in
the form of books, such as artists’ books. Doing so, I find myself connecting the artists with the
audience, collectors and librarians... Plus, since einBuch.haus operates as both an exhibition
space and a bookstore, I'm also in charge of curating the store space. I tune our selection of books
depending on the exhibition theme... Lastly, einBuch.haus has begun publishing books starting this
year, so work needed at any publisher such as editing, designing and promotion has been added to
my job.” [G]

«  “My activity encompasses being an artist, publisher, editor, distributor and bookseller. In a way I fit
in all of these. I shift from one to the other—sometimes seamlessly, sometimes awkwardly. To be just
one [of these categories] in a way, in a publishing and book capacities is an odd thing. I think most

of the people that I know who are involved in art book publishing, at one point or another have
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occupied these positions. It’s context dependent. Those categories and those roles in a sense, are
defined by the context, the moment, the activity, the other people..” [H]

“..more often than not, author and editor for an artist’s book will be the same person, which means
that the artist takes on the role of a curator as well.” [M]

“My practice is an interesting one because I'm an artist, but I'm also a facilitator for other people, so

I also support other people in their projects” [O]

Seeking self-sufficiency

“The reason why I, who am not a professionally trained editor, took up this role was also because I
had to deal with the medium of books, which rose to be at the center of this community. So, I took
on my role out of organic necessity. It’s not just the editorial role, actually—I think I get involved
with almost anything along the publishing process. This is more so because we’re a small self-
organized project, independent from institutions.” [F]

“Those boundaries of roles are now really blurred. When you have the skillset to bring something all
the way from the design process through the editorial process to the printing process, [you tend to
do it yourself]” [H]

“It’s not just about self-expression, it’s about self-determination. If you decide to print 100 copies of
your book, you just do it without any authorization. It is a space of freedom that one gives oneself”
[H]

“..this idea that you could make something, whatever and whenever you wanted to and put it out
there. I felt very drawn to that” [J]

“I usually design my own artist’s books.” [P]

Pricing as a strategy

“Perhaps prices depend on what mode of circulation is ideal for the work. There’s a book called
Post-Digital Print by Alessandro Ludovico—he says, in my rendering, there that now, every choice
you make is on top of the digitalized world, so you can’t just choose to print things on paper just
because you like it... Setting the price is another choice that you have to make based on your ideal

of perception or consumption... pricing itself is a medium of the whole artistic project. And this is
possible because were dealing with artists’ books—the artist generally has the autonomy of setting
the price.” [P]

“I think if T sell my upcoming work, I'd do it just to break even for the costs... My background,
printmaking, is a medium that was very much for the public. It was about creating art so that any
average person can purchase it. So, that’s my standard when pricing my works—pushing back on the

whole system” [S]

2) Consciously marginal

Exploring disciplinary boundaries

“Since I deal with artists’ books and the book medium, I’'m always conscious of my boundaries. It’s
almost always vague whether my works are just books, artworks or craftworks. My audience has

vastly different reactions as well. In fact, any art contains at least a little bit of craft-like element, but
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it feels like books are more strongly associated with crafts. I think about this issue when I'm applying
for grants as well —whether to apply in the crafts category or the visual arts category”” [A]

«  “I'm an interdisciplinary artist focusing on video and performance. I also founded an independent
publisher named NUN to experience more of the production and distribution of artists’ books. I
think I always work along the boundaries of genres.” [D]

«  “Iuse diverse medium to interpret my understanding of historical narratives including publishing,

video, archive, installation, lecture, performance and so on.” [P]

Pushing against the frontiers

o “[Artists’ books are] still marginal. And of course, the margin is the most important thing because
the margin is what defines the rest, the middle ground. They’re also space of resistance. They are
space of autonomy or space of self-assuredness, places where one can assert one’s struggles.” [H]

«  “I do think that the role of independent presses is something that we care about, and we would
really love to be able to retain. That’s something to think about as part of the whole ecosystem
of bookmaking and art bookmaking—what are the different roles, who plays what role, what’s
the commodity, what can you afford, and what can you contribute. I think it’s not the same
when a gallery does it or when a museum does it or when a university press does it and when an

independent press does it. It makes a huge difference because of the habitats we each live in” [R]
Forum of affirmation

«  “..artists’ books are also a forum to present and affirm a range of cultural experiences and artistic

practices.” [Q]

141



3.4. Data Analysis 2: Situational Analysis

As the second part of data analysis, I chose to apply the method of situational analysis
to reiterate and better organize the data. Situational analysis originates from the postmodern
approach to the methodology of grounded theory, largely influenced by Anselm Strauss’s
idea of social worlds analysis (Clarke et al., 2017). Together with his fellow sociologist Barney
Glaser, Strauss developed the approach that centers on comprehending and examining the
diverse social worlds within specific contexts. The approach introduces the concept of ‘social
worlds] which are intricate and interconnected social systems involving people, relationships,
institutions and shared meanings. Social worlds analysis aims at understanding how
individuals and groups in society construct and interpret meaning within these social worlds,
acknowledging the existence of multiple realities depending on the perspective, interconnected
boundaries between social spheres or arenas and cultural nuances (Glaser and Strauss, 2008).
Adding on to such a view of the world and society, Adele E. Clarke, a sociologist and pupil
of Anselm Strauss, developed situational analysis as a qualitative method to understand and
interpret the complex and dynamic nature of social “situations” (Clarke et al., 2017, p.39) which
are smaller, more focused or condensed units of research than ‘social worlds’ Similar to Strauss,
Clarke emphasizes the need to examine contextual factors that contribute to the complexity of
the situations.

In addition to humans, Clarke argues that nonhuman elements—objects, for instance—
can also have agency within social situations as actants. Referring to Michel Foucault’s
“displacement of ‘the knowing subject’ as the sole/main focus of analysis” (Clarke et al., 2017,
p.55) and Bruno Latour’s actor-network theory that centralized the role of objects in our social
worlds and situations, Clarke claims that paying attention to the agency of the nonhuman
elements “disrupts the taken-for-granted” (Ibid, p.51), through which we can see the world
afresh. Such a view at the core of situational analysis greatly resonates with the purpose of this
research to focus on the agency of artists’ books. In short, situational analysis seeks to provide
a holistic yet nuanced understanding of particular social situations, which in this research
refers to those of artistic publishing that surround the conception, production, distribution and
consumption of artists’ books.

One of the most prominent characteristics of the situational analysis method is its
suggestion of three main cartographic approaches (Clarke et al., 2017). First is the ‘situational
map’ that lays out the major human, nonhuman, discursive and any other elements in the
situation of inquiry. Second is the ‘social worlds/arenas map’ that lays out the collective actors,
key nonhuman elements and the arena(s) of commitment within which they are engaged. The
last is the ‘positional map’ that lays out the major positions taken—and not taken—in the data
vis-a-vis particular axes of difference, concern and controversy around issues in the situation of
inquiry. Together, these maps elucidate “the key elements, materialities, discourses, structures
and conditions” (Ibid, p.2) that characterize the situation subjected to inquiry. Such a mode of
approach that focuses on the multiplicity of perspectives is highly appropriate for this research,
considering the individual positions and experiences of the participants. Clarke explains that

the most important outcome of drawing these maps “is provoking the researcher to analyze
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more deeply,” and that they can be used as “analytic exercises simply to get the researcher
moving into and then around in the data” (Ibid, p.83).

Among the three proposed cartographic frameworks, I chose to apply the first two—the
situational and social worlds/arenas maps—to visualize the sphere of my inquiry. I decided
that the positional map approach is not suitable for this research, because it asks to condense
the research into two axes, which requires quantitative scales to measure the data or a dualistic

division of ideas, neither of which are clearly present in this research.

3.4.1. Application of Situational Analysis: Mapping the Arena

Based on the thematic analysis and referring to Adele E. Clarke’s templates for
cartographic approaches, I constructed the following maps that chart the situational arena of
contemporary artistic publishing and artist’s book production. The templates were downloaded

from the Online Resources page of SAGE Publications.

[1] Situational Map

A situational map includes all the analytically pertinent human, nonhuman, material
and symbolic/discursive elements of a particular situation framed by the researcher. Clarke’s
template for situational map (ordered version) organizes these categories into a table with two
columns, which allows convenient juxtaposition of elements of opposing characteristics such as
the human and nonhuman that helps reveal their relational dynamics.

Through this mapping exercise, I was able to effectively dissect the complex, almost
muddy situation of contemporary artistic publishing into an organized layers of elements and
mark its numerous tangents. Although in real life these elements would never remain static
and engage in constant negotiations with one another, their portrayal through this map helped
me clarify exactly ‘who’ and ‘what’ are involved in the situation and its extension. The most
prominent characteristics of this situational map can be summarized into the following points:
1) There are more nonhuman elements/actants than the human elements/actants involved in
this inquiry, which supports my choice to center the research’s focus around an object—artist’s
book; 2) Certain voices are only implicated—those of the general consumers of art, books
and artists’ books, in particular, were collected indirectly, filtered through the perceptions of
the interviewees, who are professionals of art and publishing industries; 3) The relationship
between the human actants and the political/economic elements (art economy, art market and
book market) is negative—the human actants often work around, ideologically disagree with
or attempt to escape the systematic influence of these elements; 4) The most major issue that
was repeatedly brought up by the interviewees was the ethos of collectivity and democratic

distribution of art.
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Individual Human Elements/Actors

Nonhuman Elements/Actants

Artists

Designers/Technicians

Curators

Editors/Publishers
Distributors/Retailers

Collectors (professional, private)
Archivists/Librarians

Artists’ books (AB)

Publishing as artistic practice

Contemporary art industry/market/field/world
Art economy

Publishing industry

Contemporary print/book culture

Printing technologies

Information technologies

Collective Human Elements/Actors

Implicated/Silent Actors/Actants

Art collectives

Art institutions (museums, galleries)
Publishers (independent, in-house)/Printers
Distributors/Retailers (on-&offline platforms)
Art book fairs

Libraries/Archives (on-&offline)

General consumers of AB
General consumers of art
General consumers of books
Contemporary art practices

Discursive Constructions of Individual and/or
Collective Human Actors

Discursive Construction of Nonhuman Actants

AB add to the multiplicity of art and books.

AB challenge the traditional hierarchy between
exhibitions and publications.

There is a strong relation between editorial and
curatorial practices.

AB document artistic practices.

AB outlives ephemeral artistic practices.

AB don’t replace other works by the same artist

- they exist in parallel, as interdependent experiences.

AB are social practices and platforms that bring
different actors together.

There is more production of AB than their demand.
AB are often traded at compromised prices
1) because of the expected price range for books.
2) because their producers prioritise keeping
accessible prices over profit.

Political/Economic Elements

Sociocultural/Symbolic Elements

Art economy/market

- that traditionally profits from unique works of art

- that hierarchises other artistic practices over
publishing

- that considers AB and artist publications as by-
products of other practices/exhibitions

Book market

- with a set commodity price range for books

- without a defined category for AB

Diversification of materiality and objecthood in
contemporary artworks due to the practice turn
Cultural connotations of the book (codex) form

Temporal Elements

Spatial Elements

Rise of digital publications

- Doubts about the survival of printed matter

- The book becoming more of a cultural object than
pure medium of communication

Viability of art outside of exhibition spaces
Universalised and localised concepts of AB

Major Issues/Debates

Related Discourses (Historical, Narrative, and/or
Visual)

Monetary gain is not a priority in artistic publishing.

Democratisation of art consumption as a core value.

Stakeholders believe that artists’ books add to the
multiplicity and diversity of culture.

Publishing is a site for social practice.

Historical cases of artistic publishing
(Livres d’artiste, Avant Garde Magazines 1900s-1930s,
Fluxus Forms, Conceptual art)
Dematerialisation & Rematerialisation of art
New materialism & Thing theories

[Fig.54] Situational map of the project.
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[2] Social Worlds/Arenas Map

A social worlds/arenas map focuses on depicting how relevant actants compose social
worlds to reveal their “regimes of practice” (Clarke et al., 2017, p.102). Through this mapping
exercise, I was able to clarify the conceptual boundary of the current inquiry—the arena—and
visualize its social sense by positioning all stakeholders in their collectivity. When drawing the
map, I tried to reflect the relative proximity I felt between social groups and spheres by placing
relevant circles closer to one another. Although the map is largely simplified, it was useful

for making my field of inquiry plain, especially when ensuring the distribution of interview
participants across the arena.
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[Fig.55] Social words/arenas map of the project.
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3.5. Object Biography

As a culminating attempt to observe and interpret the agency of artists’ books in real
situations, I have chosen to put together an object biography of contemporary artists’ books.
Before jumping into the introduction, it should first be noted that there is no systematic or
tightly theorized way of representing what an object biography involves. In a way, object
biography is closer to a loose conceptual framework or an inspirational notion of objects than
a deeply founded methodology. However, I found it influential enough to be able to eclectically
gather knowledge that could inform my own, generated or interpreted mode of writing an
object biography, which I share here.

Object biography is an approach most famously used in anthropological studies,
but it has been gaining presence in other fields such as art history, material culture studies,
archaeology, history, conservation and restoration and museum studies (Lehmann, 2021).
Although an object biography does not aim to anthropomorphize objects (Hodge, 2017),
it assumes that objects live lives like us, as “they intersect and weave with different social
worlds, throughout their emergent becoming” (Wisher and Needham, 2021, September 30).
The approach aims to recognize objects as social actants (Latour, 1994; 1996) and collects
real life observations of the object and human accounts on it using qualitative means (Joy,
2009). This resonates with the methodology of oral histories, which “while focusing on
the singularity of individual testimony, are understood as creating a vital document to the
construction of consciousness” (Sandino, 2007, p.1). Doing so, the researcher is able to
illuminate the nature of the interaction an object has with human actants throughout its life
and the agency it demonstrates at different scales ranging from intimate personal attachment
to broader relationships of exchange within social networks (Wisher and Needham, 2021).
Most importantly, this offers an opportunity to tap into the “mutual process of value creation
between people and things” (Gosden and Marshall, 1999, p.170), which is exactly what this
research intends to highlight regarding artists’ books and their stakeholders.

It is important to recognize that this process between people and things encompasses
different stages and trajectories in the objects’ lives from conception to consumption (Hodge,
2017). On such a note, the methodology of object biography resonates with the principles
of cultural studies suggested by Richard Johnson. In his article “What is Cultural Studies
Anyway?’ (1986), Johnson proposes a diagram that he refers to as the ‘Circuit of Culture}, which
is “intended to represent a circuit of the production, circulation and consumption of cultural
products” (p.46). Each box in the diagram represents a moment in the circuit that depends on
other moments and is “indispensable to the whole” (Johnson, 1986, p.46). This implies that
observing the moment of reading (consumption) is equally important as observing that of
production in understanding cultural products because the “conditions” (Ibid, p.46) of each
moment differ and cannot be predicted from the other side of the circuit. These conditions
include “the existing ensembles of cultural elements already active within particular social
milieux (‘lived cultures’ in the diagram) and the social relations on which these combinations
depend” (Ibid, p.47), which greatly supports the central idea of object biography to find

meaning in the interactions between the objects and their environment.
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[Fig.56] ‘Circuit of Culture’ (1986), Richard Johnson.

Furthermore, Johnson suggests two prevalent limitations in analyzing cultural
products that should be noted for the object biography and this research overall. The
first is the limitation of economism—the tendency to neglect what is specific to cultural
production and assimilate it with the general model of capitalist production. This means
that the analysis can easily pay too much attention to the material means of production and
the capitalist organization of labor, instead of considering the idiosyncratic elements drawn
from the social milieux and lived cultures. In other words, there must be an effort to draw the
value of the cultural product in their subjective conditions of production in addition to the
objective, capitalist means when analyzing cultural products. The second limitation is that of
productivism—the tendency to infer the character of a cultural product and its social use from
the conditions of its production, as though production determines everything (Johnson, 1986).
Such a reductive error should be avoided by exploring the wide range of possibilities in cultural
forms as they are realized in “readership” (Ibid, p.56) or consumption.

The culmination of this methodology or what it produces is often a written object
biography itself, which recounts the “life history” or “career” of the object, providing

“contextual consideration” (Hodge, 2017, p.1) of the shifting relationships of the thing and
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people as the object circulates into and out of different social situations. Thus, by definition, an
object biography provides the sum of divergent spheres of relationships that embody an object
(Joy, 2009), incorporating “polyvocality” (Zhao, 2021, p.28) contributed by different actors.
Such a recount is often based on answering questions about “‘Who? What? Where? When?
How? Why?’ for each step of the object’s journey (Hodge, 2017). Kopytoft, in his article “The
Cultural Biography of Things: Commoditization as Process’ included in Arjun Appadurai’s
seminal volume The Social Life of Things (1986), suggests more detailed questions that must
be asked from the biographical standpoint of analyzing objects: “What, sociologically, are the
biographical possibilities inherent in [the object’s] ‘status’ and in the period and culture, and
how are these possibilities realized? Where does the thing come from and who made it? What
has been its career so far, and what do people consider to be an ideal career for such things?
What are the recognized ‘ages’ or periods in the thing’s ‘life; and what are the cultural makers
for them? How does the thing’s use change with its age, and what happens to it when it reaches
the end of its usefulness?” (Kopytoft, 1986, pp.66-67).

In addition to the theoretical references, I have been greatly inspired by the following
two practical thoughts on how to grasp the significance of objects. Anna Panszczyk, a
researcher of writing practices within higher education contexts, suggests that observing objects
can be a way of navigating our knowledge, referring to Harman’s object-oriented ontology
(O00). At the 2023 Arts in Society Conference held at Jagiellonian University, Krakow,
Panszczyk presented a conceptual model for a writing exercise that adopts her interpretation of
the OOO. The model instructs: 1) examine a select object, 2) try to reflect on the ontological
status of the object—its sensual, material, cultural and intellectual effects on us or its contextual
information such as where it is situated, whom or what it interacts with, or what it experiences
and 3) write down—"amass” or “capture”—the reflections (Panszczyk, 2023, 6 July). Panszczyk
claims that through these processes, we can make the “charisma” or the agency of the object
legible, which then leads us to know “what we want to know further” (Ibid). Such an approach
challenges the anthropocentrism of epistemology and shows how objects enable human
subjects to know more, which directly connects back to the methodological purpose of object
biography in this research.

In his creative exchange with artist Antje Majewski, Issa Samb—a Senegalese painter,
sculptor, performance artist, playwright and poet—beautifully captures the relationship
between human and the nonhuman. In the conversation titled ‘How to Make Objects Talk’
(2010), Samb asserts that anyone who creates should go through an ontological “transmutation”
that takes place “through socialized cultural objects” because it “allows for an understanding
of the Other” (Majewski, 2011, p.244). He goes on to tell that the object in and of itself has
a “force” (Ibid, p.245) that we cannot disrupt, which is essentially its life that is meaningful
regardless of our—human—volition, needs, wishes, or aesthetic concerns. Samb claims that the
objects are mute only when we say that they are. Objects always speak, “[b]ut speak their own
language” (Ibid, p.247), he says. This persistent language is the objects’ (omni-)presence itself,

and our perceptions of it contribute to the accumulated narrative or vocabulary of things.
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In summary, object biography as a methodological approach and practice of accounting
aims to observe, describe and eventually reach an understanding of the significance of objects
in its relation to the human subjects that evolves throughout real time and spaces. Considering
all above, to construct an object biography of contemporary artists’ books, I interweaved
autoethnographic accounts of my own experience as an observer and consumer of artists’ books
throughout this research with the accounts of the interview participants. I paid attention to
the precise description of situations that revealed the agency of artists’ books, the relationship
between human subjects and artists’ books in such situations and what artists’ books tell about
valuating and consuming art today. The resulting object biography of contemporary artists’
books zooms in on five select cases of artists’ books that best demonstrate the books’ journey
through pragmatic situations of valuation and consumption—from the artists’ workshops to
exhibitions, on- and offline bookshops, art book fairs and archival collections. All five books

introduced in the biography were either authored or edited by one of my interview participants.
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3.5.1. Object Biography of Contemporary Artists’ Books

Of all things, art wanted to be a book
this time. Why does the proposition artists’
must be attached to artists’ books? We do not
say artists’ paintings, artists’ photographs or
artists’ sculptures, so why do artists’ books
have to be specified as being created by
artists to establish their identity? Perhaps this
is because if the condition is not given, books
are just something practical and mundane,
difficult to be seen within the context of art.

To be frank, books are old,
old things. Without trying, books are
everywhere, which makes them seem
somewhat tedious. (Even now, as I am
writing this, over 200 volumes of books are
blankly staring at me from the bookshelf
behind my back.) Compared to other
technological media that have emerged
more recently and captured our attention,
books are quiet and tend to only linger until
we reach out and open them. Plus, they
are frailer than one might imagine. Paper,
one of the main ingredients of books, gets
covered in dust, likely to be harmful to the
respiratory system as the years go by, and if it
is excessively exposed to sunlight or moisture
even for a day or two, it starts to lose its
original complexion and develops lesions.
And, most critically, the more we touch
them, books become disheveled. In order to

utilize them for what they are, one must open
the cover and turn the pages, but looking at
my fingerprints tarnishing the silkily coated
paper and the corners that crumple each
time I grab them makes me feel like I am
disturbing their chance of living an eternity,
which is an uneasy feeling—even more so
when the book is a special object that is said
to have been created by an artist.

[Fig.57] Dancing With You (1973), Ulises Carrion, displayed in Stedelijk Museum
(Photo: Hyun Joo Cho)



Despite being so troublesome, books are hard to get rid of When I organize my
bookshelf, for instance, even when I am deciding if I should give away a book that I have
forgotten about for years, the moment I open it and check its contents, I become persuaded
of its necessity. Why? Because, in the end, books are more than just piles of sheets tied on
one side for convenience—we see value in them. Books are one of the oldest edited forms of
knowledge, body—external to humans—for thoughts to reside and the most faithful memory.
They even physically preserve our always-ongoing act of reading—think of all the marks we
make each time we turn a page. They are sheets of time. When I turn a book sideways and look
at the dense forest of oblique lines, it suddenly feels like the book has existed longer than me,
no matter how recent it is. Moreover, a book is an ideal, having a front and back, outside and
inside, beginning and end, a perfectly complete state. Perhaps, as humans, we yearn for this
state of books after having to always live tirelessly without knowing our ends. With this granted
self-sufficiency, books travel most fearlessly from one pair of hands to the next, even outliving
us and time. Whenever and wherever they go—whether in the storage room of a bookstore,
on the desk of a cozy room, on the bench in a park, in the trolley of a university library or the
wooden crate of an antique shop—books are always relevant as books. Even as they are placed
on a dusty shelf, held in two sweaty palms, put in a cavern-like bag, placed on the nightstand
under a dripping glass of water and in a transparent vitrine—even as their status constantly
morphs, forgotten or not, books are these particular things that we, as humanity, are rather
helplessly in love with.

The moment you held.

[Fig.58] Page from and hold (Combind Press, date unknown) (Image source: De Appel Archive).
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The first time I encountered books entitled artists’ books was in August 2020, when I
returned to scorching Seoul in the midst of the pandemic. Like most other people at the time,
thanks to the past half a year of pretending that things were real even when they were not in
front of me, I had already been extremely fed up with telling myself to be satisfied with staring
at images on the screen. I wanted to see real things, so I went outside and wandered around,
gallery-hopping.

In one of them, an exhibition titled ‘Art of Imagination™ was being held. Paintings,
photographs, installations and artists’ books by four artists were displayed. Frankly, other works
have escaped my mind, but I do recall the books most clearly because of how atypical they
were. One book™ was made up of faded papers of various sizes piled up like the contours of a
slope. The book’s spine was sized to fit the largest paper, making it look as if the skeleton of the
book was exposed. Another book™ was made entirely of something transparent. It contained
no text, only faint geometric lines on murky pages. (Later, I found out when I interviewed
the artist who made these books that the patterns were originally on the windowpanes of the
house of a friend with whom she had exchanged letters. The friend sent her a rubbed copy of
the glass, which the artist chose to engrave onto the page.) Judging from the fact that the book
was freestanding, spread out in a fan shape, I could tell that the book was made of something
firmer than plain paper (It was PET film). When I looked at the book from one side, the last
page appeared dimly on the other side, as if I was looking across time. The last book® was
spread out on a reading table-like structure and was made of milky tracing paper. Each page
was punctured with square holes in decreasing order from large to small squares then again in
increasing order from small to large, creating two pools of depth inside the book. These three
books have lived in my mind like some sensation that awoke. It felt as if I found out something
wholly new side of a person I had known for a very long time.

33 At JARK ROOM run by Datz Press (https://datzpress.com/exhibition/2020 art-of-imagination).

34 A3 the leftover, Meenyea Oh (Participant A), 2019, “.When a bookbinder dismantles and rebinds

a damaged book, he changes the blank cover sheets from the front and back into new paper. The removed
papers can be used later when repairing other books, so they are usually kept for future use. These papers con-
tain traces of the book’s life, such as the author’s autograph, a short message from the person who gifted the
book, the price quoted at a used bookstore, scribbles, coffee stains, and water stains. I gathered these leftover
papers that would not have made a book by themselves and weaved them into a volume.” (Artwork description
excerpted from the artist portfolio).

35 2=0]| on the window, Meenyea Oh (Participant A), 2019, “I received a letter from S with a rubbed copy of her
room’s window... I wondered what it would look like if the window became a book. I turned the window into a book,
thinking of my experience on a foggy day when I kept writing on the glass with my finger and erased it repeatedly...
for the things that were there even though they can’t be seen now.” (Artwork description excerpted from the artist
portfolio).

36 H|Z= reflected, Meenyea Oh (Participant A), 2019.
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[Fig.59-61] the leftover (2019), on the window (2019), reflected (2019), Meenyea Oh (Image source: courtesy of the artist).
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At the exhibition, the books were contained in acrylic
boxes. Since they are not meant to be “read,” but rather stand as
presentational objects, it seemed that the artist and curator had
decided that they needed to be safeguarded. The books were also
made as the only copies due to their irreproducible sculptural
qualities, and they were not up for sale, either. So, to come to think
of it now, I would not say that these books holistically represent the
physiology of contemporary artists’ books. Still, they helped me
start understanding that one of the levers artists’ books pull is the
cultural concept of books itself—artists would annotate it, variate it
and utilize it.

In September 2022, once I finished structuring this research
and started interviewing people, I met with the artist who made
these three books. She was the first participant in my interviews.
She told me she thinks making an artist’s book is similar to building
a house. Like levelling the ground, erecting pillars and piling up
bricks or concrete, it takes a lot of common steps and effort to
weave something into a form that everyone can recognize as a
book. Although, she added that people’s “approval” is not exactly
what she is seeking when presenting her artists’ books—rather, she
aims to broaden the frontiers of expectation when it comes to the
book form by making works that explore what constitutes the book.

Her books, however, had come to a halt. To my question
of what factors she considers when pricing her artists’ books,
the artist answered that she had never set prices for sales, except
when signing up for artwork damage insurance for exhibitions.

She explained that although she admires the ethos of democratic
dissemination often linked to historical artists’ books, her books so
far turned out to be unsuitable for mass production, largely because
of the rare materials’’ she used for them. She could have marketed
her books for higher prices like any other unique artwork, but she
had chosen to abide by her values of sharing art—to keep them
within the sphere of public exhibition. In a way, her books had
indefinitely postponed their entry into the market, in a stalemate of
some sort.

37 Tam referring to materials such as the old papers the artist collected
from damaged books (see footnote 34 for context). These materials could
technically be replicated, but the replicas would never mean the same
thing because each original paper represents its unique relationship with
the damaged book.
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Another day in September 2022, I encountered an artist’s book in the most unexpected
of places by sheer chance—when I was digging into a list of books on fine art on a webpage

for a Waterstones-like bookstore chain in Korea. Titled BackgroundRadiationReflection™,

the book seemed like a little bit of everything. An exhibition catalog, an anthology of essays,
photographic documentation of an event and a creative score for a performance. The artist

who published this book later told me during my interview with her that it is meant to be

an alternative space that could be considered as the same level of significance as exhibitions,
screens and stages, to experience a performance she had designed and presented in 2019. In
addition to straightforwardly documenting the performance through photographs, the book
extends the experience by providing the artist’s notes, the score of the performance and the
transcription of a conversation the artist had with two curators after the exhibition of the
performance. By presenting materials that are not only of the performance but also about it, the
book allows the viewer to go through thicker strata of temporality—before, during and after the
performance—which leads to a more holistic understanding of the artist’s practice.
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There is a white box
Events that take place in here
begin the moment you enter

A scene only exists through
the viewing eyes

As a door opens, a white
wall is facing you

You are standing still

looking at the wall

Your gaze draws along the
white surface of the wall,

And the white screen shows you
turning the corner, heading
towards the entrance,

And, disappearing

You are an audience invited
to this space, a performer,
And you yourself

You are hesitating in front
of the revolving door

Pushing the door inside and
then reentering with directions

As you enter, you
give him a look

You move inside a scene
you cannot see

And the scene you're seeing
moves along with the

scene you couldn’t see

You enter pushing the
revolving door
The scene begins so

the door does not open nor close
as light comes in through
overlaid layers

a scene is neither

revealed nor hidden

while one person comes in
And other one follows,
The view is not separated

And the door fitting just
the size of the body

INTRO

#2
o«

[Fig.62] Pages 164 and 165 of BackgroundRadiationReflection (Heesue Kwon, NUN, 2021) that show part of the

score for the performance.

38 HYHSAMAL BackgroundRadiationReflection (NUN, 2021) is a single-volume artist’s book by Heesue Kwon
(Participant D), a Seoul-based artist, that was published as an interpretation of a performance exhibition

in 2019 with the same title. Kwon is most known for her interdisciplinary works combining various media
including video art, film, performance art and writing. In 2021, she founded NUN, an independent publisher
in Seoul, to continue her publishing practice and expand it into collaborations with other artists.
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I purchased the book immediately, which turned out to be a formative
experience because the bookstore chain automatically gave a 10% membership
discount on the price. It was my first time purchasing an artwork off a bookstore
chain website and at such a cheap price, too. After the discount, the book—152
by 225mm big and 232 pages thick—cost me 18,000 won or £12.5. It was a great
deal for me, but I could not help freaking out how cheap that was. The book was
cheaper than most of the books I had bought from that bookstore chain in several
years, which meant that it was even far off the mean price.

Because once it is out there, it is just a book—it is what it is, said the artist
when I asked her rationale behind her price. No matter how much effort she puts
into it, as long as the work takes the book form, the consumers expect a price tag
that seems right for a book. Besides, making a profit is simply not a priority, she
added. The costs that were put into publishing BackgroundRadiationReflection
had not been measured or restrained to ensure any profit. For instance, the book
consists of multiple types of paper that range from glossy to matte and thick to
thin, in order to signal its relation to the original performance the book stems
from, in which the performers use different types of paper as stage props. In other
words, the materials for the book were chosen not for convenience or considering
their cost efficiency, but because they simply make sense for the book and practice.
So, in a way, even after making such an aesthetic choice, the artist had chosen
to commodify the book—this may not sit well with some people, I thought, but
that was the book’s cultural strategy to reach out to as much potential audience as
possible.

The book faced another systematic problem regarding the market,
however, perhaps a harder one to cope with—that artists’ books lack official
platforms where they can be presented and marketed, especially in Korea, where
artists’ books are much less known. They often occupy a section within the overall
book category or individual artists each have to deal with their distribution and
sales on their own. In other words, there is still a lack of public sites or official
markets where artists can interact with their book audience, said the artist. This
had pushed BackgroundRadiationReflection to be displayed in a mundane chain
bookstore. Considering the accessibility and popularity of the channel, this may
come across as an advantage that allows public promotion, but I had to admit
that it is a vastly different process from visiting a gallery and viewing the work
on a pedestal or in an acrylic box before deciding to purchase it, per se. Not that
such an embellishment is an absolute necessity to transacting or buying art, but
it sometimes helps bring out the right sensibility, at the moment of consumption.
It is true that I almost did not recognize this as an artist’s book, scrolling down
the bookstore’s webpage—the environment the book was presented in made it
quite impossible to immediately realize that it is an artist’s book. Such a lack of
incubation had made the whole experience feel uncooked.

I now have two copies of BackgroundRadiationReflection sitting on
my bookshelf side by side, like mirrors to one another. When I met the artist
to interview her, she gifted me another copy not knowing that I had already
purchased one. Looking at the two identical artists’ books that fell into my hands
through two completely different economic channels, I was made to ponder on
what the ways I get to consume these books could mean about them.
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November 2022, an artist’s book displayed on the main shelf of an art bookshop in
Berlin stirred up this reflection again. There was something odd about it—I could see the pages
folded in various directions, escaping the square boundary of the book. When I spotted the
book over the shoulder during a zoom call with my interviewee (Participant G) who was sitting
in the store space, I asked her to give me a closer look of it.

Titled werkboek®, the book is a playful guide to a performative reading experience.
Building upon the fact that books are practical objects to be touched and handled, the book
invites the viewers to physically interact with it by mirroring the photographs shown in the
book that are of the artist’s hands folding pages of another book. As the viewer flips through,
folds the pages or makes creases, the book gradually transforms into a unique object with
sculptural quality. Every interaction that alters the book adds meaning to the object, which, by
its existence, perpetuates and embodies the performance through its objecthood.

werkboek lives its height at exhibitions. To begin with, its artist was inspired by her
own experience during exhibitions, where she found that visitors did not readily attempt to
touch the artist’s books displayed, even when they were guided to do so. People were scared to
touch the books because they were scared of damaging an artwork, said the artist during her
interview. Having wanted to respond to this issue, she created werkboek through collaboration
with another artist. At the exhibition where they launched the book, they invited visitors to sit
on opposite sides of a special device that would hold up the pages of the book as they flipped
through it and participated in the tactile interaction with the object. Even after the exhibition
ended, werkboek continues to live on bookshelves and be handled by more readers in any
presentational setting, thus perpetuating its performance and moment of valuation.

39 werkboek (2021) is a single-volume artist’s book by An Onghena (Participant K), an Antwerp-based artist and
designer, in collaboration with another artist Jivan van der Ende. Consisted of only photographic images, the book
intends to guide the viewers through a performative reading experience, during which they are invited to respond to
the photographs by altering the pages of the book freely.
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[Fig.63] Presentation of werkboek at the exhibition ‘Paraphrase’ (einbuch.haus, Berlin, 2021)
(Image source: An Onghena).

However, as soon as werkboek attempted to enter the market, a
critical issue was revealed—the fact that one needs to actively interact with
the book, more so than other artists’ books require, to properly appraise it.
The exact same quality from which its value was derived during exhibitions
now turns against the book. At art book fairs, visitors were hesitant (again)
to touch werkboek, let alone interact with it according to the artist’s intention
by folding the pages. The artist and publisher of the book at the booth tried

~ to demonstrate the experience for the visitors or had them put on gloves to

~ touch the book, but in the end, they were told that the book was not suitable

to be a collectible item—even at its modest price of €50—because it cannot
be just seen or hung on the wall. In short, it was inherently exposed to too

~ much potential to be damaged in the future to purchase them.

_ This anecdote reminds me of the old, damaged books of libraries,
the serendipitous traces they have collected over years and layers of reading.
Accumulated like time, the traces come in various forms, such as folded
corners of pages, scribbles; underlines, circling of keywords, highlighter
- markings, remnants of post-it notes, detached covers, coffee stains and

more. For a while, I used to go into library collections and search for
what I have come to think of as unique reading marks. And when I did,
1 photographed or scanned them to turn them into abstract portraits of
diﬁereht'ii’nperfecfions or quirky wornness only books develop over time.
- ~Such beautiful marks, howeVe_r, could easily turn into scars and stains.
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[Fig.64-68] Photographs of various reading marks found in books borrowed from the University of the Arts

Hyun Joo Cho).

London library (Photo
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February 2023, I headed over to Tate Modern to meet my fourteenth interviewee. After
our conversation, she let me through the back door into one of the museum galleries where she
was installing her works for an upcoming show. The gallery was divided into a main hall and
a smaller chamber. When I walked into the dark chamber, I could hear a projector spinning
a blank film reel. A dim, white ray of light from the projector repeatedly blinked on the dark
concrete wall, like a lighthouse looking out into a midnight sea. In the main hall were more
projectors and wide screens showing films the artist shot in what seemed to be some kind of
storage facility of a museum™. In one of the scenes, paintings from various eras were being slid
into storage racks that were spaced tightly from one another. When the job was done, the rack
closed even further into a giant rectangular box—to me, it resembled a book, and it felt as if T
just witnessed its process of binding the pages together.

[Fig.70] ‘The Hidden Conference’ (2010-2015), Rosa Barba, installed at Tate Modern, 2023
(Image source: courtesy of the artist).

This was my second time viewing works by the artist. The first was a few months
back when I visited the artists’ books collection at Tate Library to request for the most recent
volume of Printed Cinema®. By the same artist, Printed Cinema is an ongoing project of

40 ‘The Hidden Conference’ (2010-2015), Rosa Barba (Participant N).

41 Printed Cinema (2004-ongoing) is a series of artist’s books by Rosa Barba (Participant N), a Berlin-based artist.
Barba is most known for her films and site-specific installations to incorporate films in physical spaces in an expand-
ed manner. Since 2004, she has published Printed Cinema in parallel to her film projects and major exhibitions. The
most recent addition to the series was volume 23 titled Radiant Exposures, which was distributed during Barba’s
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artistic publishing to render the artist’s cinematic practice in portable objects. In most cases,
the production of Printed Cinema begins with studio work, where the artist curatorially hand-
picks things to be included in the book, as its content. Oftentimes, these components—film
stills, texts, reference materials, unused filmic fragments and image-based documentation

of installations—denote and evoke the artist’s cinematic practice, as if to install works that
originally move, are spatial and temporal within the fixed planes of the book form. Phantasmal
film projections are captured and printed on paper. The dimension between the projector

and the screen is collapsed. The four-dimensional videos that are displayed in the three-
dimensional installations are dismantled and compressed into the two-dimensional images and
texts contained in pages of Printed Cinema. A shift from fleeting images into stillness occurs.
Deconstructing the cinematic practice and reshaping it into a series of printed publications,
Printed Cinema shows how the printed matter prolongs art’s life beyond its mediums.
Whenever a viewer picks up a copy of the series and starts flipping through, they reactivate the
flow of time and enter the virtual space between pages that summon the spirit of the original
practice. During her interview, the artist referred to this—presenting films via pages of printed
matter and thus translating between mediums and materiality—as an alternative methodology
for her practice.

[Fig.71] Pages from Printed Cinema #13 Desert — Performed (Rosa Barba, 2012).

exhibition ‘Evoking a Space Beyond Cinema’ at Museo de Arte de Lima, Peru, in 2024.
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After the production, what is unique about Printed Cinema is that it deliberately
goes through two distinct channels of distribution. The first is when it is initially launched
on the occasion of an exhibition and distributed for free for the limited duration of the show.
Because the artist sees the series as an experience parallel to her exhibitions, the books are
placed alongside the on-site installations and are freely distributed to anyone who is willing
to grab a copy. However, the books are meant to also be independent artworks that have their
own agency and can stand on their own without the context of the exhibition. For instance,
the books are never framed, cased in vitrine or displayed as a captioned work in the artist’s
exhibition, which allows it to claim an independent domain to operate outside of the site-
specific context. They are there to be taken away, into a much wider range of contexts.

Once the exhibition ends, the books go through the second phase of distribution,
which is drastically different from the first phase. In September 2021, after the release of
one of the most recent volumes (#22), the series was compiled into an archival box edition
that is expandable to include future volumes. The box comes in a limited edition of 200 and
can currently be purchased on a few independent platforms such as Dancing Foxes Press
(Brooklyn, New York) and Vistamare Gallery (Milan & Pescara) via direct inquiry at the price
of $700 or €600. The purchase of this edition comes with an ongoing subscription to future
issues. Through this secondary distribution, which should be considered a separate process
of commodification, the books are brought back and re-incorporated into the institutional
boundary—institutional archives such as those of the Tate Library, Stanford University Library
and Walker Art Center have claimed their copy of the edition for permanent preservation.
Through its differentiated channels of distribution, Printed Cinema shows how artists’
books can situate themselves in more diverse contexts of consumption, carrying a systematic
reflection on art ecosystems as its backdrop—the sites of consumption, the audience and the
layers of circulation.

[Fig.72] Printed Cinema, Archival Box Set Edition (Rosa Barba, Dancing Foxes Press, 2021)
(Image source: courtesy of the publisher).
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Beyond all this, they can also hilariously just fall into your hands in a “pirated” version.
After our interview, the artist kindly shared with me her self-pirated copies of Printed Cinema,
which are PDF files of their scans. No more need to run to the Tate Library after a careful
consultation a few days in advance, no more having to summon the books from the abyss of
endless shelves. The books were once again, outside the boundary.

i R —— "&i'ﬂ' i o o

March 2023, an artist’s book arrived in my mail. I was expecting it—
it was from the monthly Book Works Readers Club*, which I had signed up
for at Offprint London* the previous year.

The art book fair was packed. Its venue, the Turbine Hall of Tate
Modern was booming with both people and books. Everyone was there to
see and buy books. The market—the artists, the publishers, the consumers,
the commodities, the transaction—was made visible. There were so many
parallel situations unfolding, piling on top of one another. Everything was
so public yet so personal, as everyone seemed to be moving at their own
pace. The visitors were roaming around the booths in all directions, taking
quick glimpses of the books, while the artists or anyone keeping the booth
patiently waited for questions or requests. Some of them even pretended to
be nonchalant, looking down at their phones or casually speaking to their
neighbors, perhaps to hide their eagerness to score a sale or to let the visitors
feel less watched when approaching the booth. Some visitors seemed a little
overwhelmed by how many books there were, all deserving their attention,
while others dove straight into a very few select copies and almost finished
reading them on the spot. Some of them were scared to touch anything,
probably thinking that their fingerprints would permanently damage the
books, but more of them did not resist the temptation to open the covers that
they judged interesting. Overall, there was a curious air of tension between
the two sides of the booth tables, almost like a force that pressured one into
the moment of valuation. Everyone’s gaze was on the books—the books on
the tables, the books held in the hands of the visitor, the books being newly
displayed by a vendor and the pile of books that got knocked over by the
vendor, cheap books, expensive books, limited editions, the books that were
just sold, the books that were about to venture out into the world.

42 Organized by the publisher Book Works to celebrate the vital role of the community of
readers in sustaining their practice of experimental publishing. One can sign up for £5 per
month or £50 per year. I was subscribed to the membership from July 2022 to July 2023.

43 An annual art book fair produced by the Luma Foundation since 2015. It opens in differ-
ent formats in London, Paris, Milan, and Arles. I visited Offprint London in 2022 and 2023
(https://www.offprint.org/).
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[Fig.73-79] Offprint London 2023 at Turbine Hall, Tate Modern (Photo: Hyun Joo Cho).
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Frankly, it was impossible to make acquaintance with all the
books there because of the sheer scale of the event. I had to rely on
a little bit of luck to find artists’ books in the sea of books, and I did
get lucky. At the booth run by Book Works*, I learned about their
Readers Club, which sends you a copy of a select artist’s book every
month for £5. £5! Most of the books on the booth cost between £10
and £20, which meant that I was getting at least a 50% discount.
Signing up for this incredible deal, I had to keep thinking how
ridiculously cheap it was. I even felt guilty about consuming artists’
books this way and became a little suspicious of the quality of the
copies that would arrive. But there was no ulterior motive behind the
price—the artists’ books that started arriving the following month
already proved it. If anything, the motive was to get those books out
into the world as much as possible, said the Publishing Manager of
Book Works, whom I later met for an interview. Such a spirit had
become a book in a parcel and met its subscriber.

The artist’s book that was sent out for March 2023 was titled
Black Slit®. Originally trained as a sculptor, its artist had developed a
unique practice that combines object-making, writing and publishing
books. The book, produced alongside the artist’s solo exhibition in
2023, documents her process of overcoming writer’s block. Unlike
earlier books by the same artist that contained experimental texts,
Black Slit only shows images, partly of the artist learning to throw a
knife, using vibrantly painted clay objects as targets installed in her
studio, office, classroom and bedroom. The clay was still wet and
unstable when struck by the blade, resulting in unpredictable radical
disruptions to the color and shape of these hand-crafted forms. In
addition to the knife throwing, Black Slit includes scanned pages of
the artist’s notebook where she repeatedly drew lines, as if to create
slits in the paper. The book juxtaposes the two interrelated processes
that the artist went through to negotiate a frustrating situation and
weaves them into a narrative of destruction and resuscitation. The
book has become the successful result of her wrestling with the terrain
of lined paper and of her causing deliberate wreckage to be able to
free herself The book read like a long, yet taciturn letter that only
spoke in reserved, metaphorical terms and gestures of survival.

44 A London-based contemporary arts organisation established in 1984 special-
ising in artistic publishing and bookmaking (https://bookworks.org.uk/).

45 Black Slit (2023) is a single-volume artist’s book by Katrina Palmer, a
London-based artist and writer, in consultation with Paul Sammut (Participant
M), an editor at Book Works. The book documents a symbolic process of the
artist learning to throw a knife using vibrantly painted clay objects as her targets.
It was developed and published alongside the artist’s solo exhibition ‘What’s
Already Going On’ (Mead Gallery, Warwick Arts Centre, 2023).
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[Fig.80-81] Pages from Black Slit (Katrina Palmer, Book Works, 2023) (Image source: courtesy of the publisher).
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The life of an artist’s book often begins when an artist
starts wondering how to intervene in one of the most prevalent
cultural forms—books. Hinging on the universality of the
concept, the artist alters, sculpts and eventually interprets the
matter of book into an art object. Other times, artists’ books
are made to utilize their objecthood—their intrinsic role as
interactive objects that turns reading into a performative
act. They also serve as the format to re-curate an event into
something concrete and less ephemeral, or to document the
process and context of a project, reinforcing its material anchor.
In all these times, artists’ books are conceived focusing on their
quality as the reliable medium to deliver and distribute artistic
practice.

In fact, one of the most important objectives of artists’
books lies in the distribution itself—to attain it, they infiltrate
any situation, even when it is an unflattering backdrop. An
ideal life of artists’ books would be meeting as many readers as
possible to have them experience the art in the book form. To
expedite the circulation, their prices are compromised, leaving
less space for their valuation, since in the current capitalist
market economy, prices are usually set for quantifiable rationale.
This norm of consumption often betrays the value artists’ books
aspire to convey. Even when categorized as artworks, artists’
books are often left in an awkward position because of how they
can age and become frail. Because they need to be physically
activated to be fully appreciated, artists’ books are rarely capable
of maintaining a lofty status expected from an artwork. They are
contested and vulnerable as both books and art objects.

Endorsing the value of artists’ books today requires
courageous effort because it involves a proposition of a
new scheme of value—perhaps post-capitalist, communist,
apocalyptic or utopian, contemporary artists’ books propose
that consuming art can escape being about the possession or
exclusivity, but rather be about forming solidarity and sharing
for circulation. Being objects with a dual status as art objects
and practical objects, artists’ books give form to the value of
practice and translate it into knowledge that their consumers can
collectively refer to and reverberate. In such a sense, the death of
an artist’s book would be not when it gets worn out from being
read too much, but when there are no more people to participate
in their making—to design them, edit them, produce them,

distribute them, display them, sell them, purchase them, collect
[Fig.82] A crumpled corner of a library book them or preserve them.
(Photo: Hyun Joo Cho).




3.5.2. Diagrammatic Expression of Object Biography

The following series of diagrams is a visual expression of the object biography of
contemporary artists’ books. They follow the five cases of artists’ books throughout their lives
and mark major details, relevant sites, actors, events and dynamics.

For me, diagrams have always been an important way of expressing knowledge. The
visual schematization of thoughts on top of any verbal—written or spoken—accounts always
leads to uniquely lucid moments of learning. I was never taught the methods or theoretical
backgrounds of designing diagrams, but being a visual thinker (Grandin, 2022), I have always
found this visualizing apparatus at the crux of my comprehension of the world. Diagrams
allow me to distill complex information into more manageable visual forms, to break down the
intricacies of research findings and situations I observe. By materializing the discursive object
biography into codified visual representations, I hope to make the conceptual narrative the
written version holds more visible and enhance the immediacy of understanding this part of the
inquiry.

The reason why this is a ‘series’ of diagrams, not ‘@’ diagram, is because I wanted to
demonstrate my process of thinking through diagrams. The series is presented in the order
of production. My first diagram (Fig.83) lays out all the major details of the narrative, trying
to schematize all parts of the object biography visually. The second version of the diagram
(Fig.84) summarizes the first diagram into keywords. The third version (Fig.85) simplifies the
summary into more abstract forms, focusing on the larger dynamics in the narrative. The final
version (Fig.86) amplifies the pattern in the lives of contemporary artists’ books recognized
from previous diagrams and interprets it further regarding how the books embrace the
socioeconomic conditions of their valuation and provide reflections on our system of value.
The resulting diagram incorporates findings from previous versions of the diagram and the
‘Social worlds/arenas map’ [p.145] that depicts the sphere this research is concerned with. The
final version of the diagram will be revisited in Chapter 4.3. [p.185] for further discussion of its
contents.

This development from the most verbal to the most abstract/visual and beyond
(interpretive) has proven to me once again the power of diagramming as a practice for
knowledge production. While the written version of the object biography focuses on
spelling out the subtleties of “meanings and experiences...in the cultural web” surrounding
the contemporary artists’ books (Eisner, 1981, p.6), the diagrams “locate the general in the
particular,” hence constructing an “anticipatory schema” (Ibid, p.7) for the situation. Thus, this
part of the practice has revealed that although the lives of artists’ books are overwhelmingly

myriad and countless, they can still be processed, analyzed and added to knowledge.
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4. DISCUSSION
Despite the prevalent doubt of the printed matter in the age of the digital revolution

and the existing focus on historical cases of artists’ books from the last century, the books’
intersection with practice, critique on the art market and proposition of new rationale for
producing and consuming art prove them relevant to today’s art world where the relationship
between the objecthood of art and the contemporary sense of practice needs renewed
discussion on many levels. The following are the major points this research adds to such a

discussion.

4.1. Artistic practice is rematerialized through object translation

The central premise this research aims to establish is that practice and its immaterial
‘substance’—the process and labor—and contextual conditions of artmaking are anchored by
the visibly valuable terms of the object that translate the less tangible terms of the practice.
This research encapsulates this mechanism in the coined concept of object translation. 1
define object translation as an operation driven by the object that has both cultural and
socioeconomic effects of rematerializing the artistic practice. Here, rematerializing refers to
taking a renewed materialist approach to art as a response to the current conditions that put the
valuation of contemporary art at stake—the simultaneous advent of a dematerialized economy
and dematerialization of art that make the process and labor that precede consumption and the
outcome of such activities more and more intangible and thus invisible.

Object translation occurs specifically because art is no longer object-driven, or because
art has taken its practice turn (Schatzki et al., 2001). Since art’s dematerialization and the
subsequent shift away from concrete artwork and medium specificity toward open-ended
actions and projects, the dynamic between practice and object in art has changed from a
conventional course of production to a strategic, statement-like choice to express the artist’s
mind. While practice in the traditional sense was purposed to create the object as its product
of action (poiesis), the renewed sense of practice claims value in itself (praxis)—practice can
now claim the status of art on its own and the object is no longer the sole objective of practice.
Consequently, what art objects signify has also evolved. Now, art objects are made to highlight
what it is that they contain (the content—process and labor) and how they have come to
contain it (the contextual conditions) instead of pointing to themselves as the topic of art. In
other words, in today’s art world where the ontological adhesion between objects and practice
has become loose, art objects have gained a renewed significance as tangible forms that render,
capture, evidence, mediate and/or convey the practice that is expanded over the blurred and
generalized dimension of doing (Boon and Levine, 2018). Thus, object translation is when
the agency of objects is substantiated anew as tangible tokens of practice that produced them
or as nodes in the field of art that manifest the presence of a wider fabric of effort that garners
contemporary art practices. Through object translation, the practice is embodied in the more

concrete, valorized terms of the object, thus resisting the abstraction of their value.
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As mentioned earlier during the thematic analysis of the interviews [p.114], one of
the interviewees raised a critique of my emphasis on the objects’ agency for embodying the
practice, arguing that the “idea of embodiment is a fetish” (Clarke, 2023, 21 March). She
spoke from the Marxist point of view, by which she meant that perceiving artists’ books as
embodiments of other things may restrict the books’ valuation to their materiality. Such a claim
is valid, however, I would like to argue back that the material qualities of objects and artists’
books should still be seen as core conditions of this research, where I inquire how the books
translate the immateriality of practices into tangible terms. This discussion on object translation
is not to argue that the objects function as stand-ins for the practices that erase their presence,
but rather as significant reiterations for their reinforced claims of value. Besides, rejecting
any empowerment of the objects and their materiality would also be a folly of reducing the
perspective to the label of fetishism. As Latour writes in his argument for interobjectivity
to refute a similar critique of fetishism, this is “simply a recognition of the fact that we are
exceeded by what we create” (Latour, 1996, p.237), or an acknowledgement of the influence of

the objects on our culture, society and economy.

4.1.1. Translational objects are synecdochic and metonymic of practice

Object translation operates on the basis that art objects can reiterate the practice they
stem from in terms of their own objecthood. However, such a translation is not simply literal.
The objects with such translational agency, or the translational objects, are 1) synecdochic
(Krauss, 1999) and 2) metonymic (Graw, 2017) of the practice. In other words, the translational
objects signal the practice 1) symbolically and 2) referentially, by representing and alluding to it
as one of its possible outcomes. Such aspects of object translation take from the effects of value
translation and intermedia translation. The former refers to the translational process where the
value of an artistic source is transmitted from the producer to the consumers through symbolic
products that are more readily distributable to connote the original’s value (Hutter et al., 2015).
The latter is the case of translation when a practice is interpretatively delivered by transforming
it into an alternative art form, assuming that the transdisciplinary reproduction of a practice
contributes to the representation of the original by referring to the practice in its own artistic
language (Hopkinson, 2004).

The translational objects can never be the practice itself or completely replace it, but
they can serve as its deferred expressions, often more palpable than the original, within our
cultural and socioeconomic systems. The objects can do so as they operate as signs of worth
and facilitate interactions or communication between the artist, the cultural intermediaries
and the audience, capturing the (im)materiality of practice and its value(s). The processual
sense of doing art, the investment of labor out of love and passion, the social dynamics and
relational aesthetics dispersed throughout practice are distilled and funneled into the objects
that reiterate the practice and make it more graspable as its tokens. The translational objects
are in a relationship to the practice distinct from the traditional sense of art objects that are

produced as the predetermined form of the medium. These objects simultaneously come out of,
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belong to, but are also external to and hence objective towards the practice upon their creation,
distribution and consumption. When and how these objects are produced are a matter to be
decided by the artist, but there is a usual temporal delay between the happening of practice
and the production of translational objects. Because of this gap between the practice and the
objects, volatile elements of practice—such as the liveness of performance, the on-site quality
of installations and the dynamics of collaboration during publishing—that exist strictly in the
moment of practice are lost in translation. However, the temporal delay also allows them to
trace the practice as a mode of documentation, historiography or even interpretation. In such a
sense, the significance of these objects is not found in their ability to suspend the practice in the
justice of preserving like stuffing an animal—rather, it is in their capacity to expand and extend
practice through their afterlives.

Among myriad cases of objects, artists’ books demonstrate their translational agency
uniquely well in both artistic and socioeconomic senses as a ‘currency’ of the contemporary
practice of publishing and its ethos. This argument will be further unpacked in the upcoming
chapters (4.2 and 4.3).

4.2. Contemporary artists’ books offer four modes of object translation

What powers the translational agency of the object is its objecthood, and I argue that
the unique agency of artists’ books originates from their multidimensional status as objects.
As objects, artists’ books are also projects, a medium, an art form and readily tradeable
commodities—they are concrete yet permeable, constantly evolving and circulating. Rather
than being isolated objects to be displayed in museum vitrines, they are an objecthood, a
“state of mind” (Lucy Lippard in Lyons, 1985, p.56) and “artefacts of process-driven ethos”
(Temporary Services et al., 2018, p.18) that can be held and experienced. This intersectional
(Phillpot, 2013) identity results in the agency of artists’ books that perform object translation
in the following four major modes. Although it would be wrong to argue that each artist’s book
is exclusively associated with one of the four modes, for the clarity of explication, each mode is

paired with one typical example in this discussion.

4.2.1. The book as the performer

Artists’ books take on an active role in their own presentation, bridging the gap
between the creation and consumption of art. They encourage viewers to engage physically by
necessitating nteraction like opening covers and flipping through pages. Touching the artwork
provides a unique and individualized understanding for each encounter. Moreover, artists’
books are physical entities with a strong emphasis on their material presence, enriching the
immersive experience of reading. This immersion is also heightened by the sequential flow of
pages, adding a temporal dimension to the act of reading. Often, these books are also utilized
as props symbolic of the artist’s practice in exhibitions, further emphasizing their performative

aspect.
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A notable example that best demonstrates what I mean by this mode of translation
is werkboek (2021), published by An Onghena (Participant K) [image available in p.158].
werkboek is an outcome of a collaborative project between Onghena and Jivan van der Ende
where the two artists place the book in a special metal tool that holds up the pages of werkboek
to facilitate a performative reading experience. This work refers to the artists’ shared experience
of exhibiting their artists’ books to be flipped through and experienced only to find out that
the audience would not—feeling prohibited by the convention that artworks are not supposed
to be touched. At the exhibition of werkboek, two readers were invited to sit on opposite
sides of the metal tool and work their way through the pages, folding, making creases and
turning the book into a live “sculptural object” (Onghena, 2023, 17 January) with its figurative
qualities constantly evolving as the reading continues. The images in the publication that show
Onghena’s hands interacting with paper function as an inspirational ‘guide’ for the audience/
readers to respond to the book. Even after the project ended, werkboek continues to live on
bookshelves and be handled by more readers, perpetuating the performance.

This repetitive process of ‘damaging’ the book by perpetuating its purpose of being read
is a symbolic testament to the bodily qualities within the objecthood of the book. Being bodily
objects, (artists’) books own both longevity—the sense of being able to perpetuate their role—
and frailty—due to their physical composition based on paper—entwined within themselves.
werkboek draws out the contradiction between these qualities of books, showing that the
rematerialization of practice through the books’ object translation is another, metonymic state
of art, which may be closer to slowing the pace of the practice down and granting it eventual
impermanence, rather than containing it in a vacuum of time, severed from the momentum of
practice. Thus, there is an ontological parallel between the practice of publishing and the object
outcome of the book to be found in this case, which adds to the integrity of the translation

artists’ books provide for the practice.

4.2.2. Editorial choices as curatorial apparatus

Artists’ books exemplify how editorial choices can serve curatorial purposes, enabling
artistic practices to be exhibited in a tangible and tailored format. Many artists and their
collaborators view the virtual plains of artists’ books as alternative sites of exhibition that
can be more intricately designed and densely arranged than actual galleries to facilitate the
encounter between the practice and the audience/readers. For example, the sequence of pages
can function as a predetermined path for exhibition visitors, while the pages themselves offer
a spatial limitation that serves as the rubric for composition. In other words, the editorial
interventions themselves—by the artists themselves or other collaborators—in choosing
what to include in the book and how to arrange the elements have curatorial significance as
the resulting publications symbolize the contextualizing connections between the content,
format of the presentation, the position of the practice within the artist’s oeuvre and the idea of

conveying the work to the public.
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A notable example that best demonstrates this facet is Printed Cinema (2004-ongoing)
by artist Rosa Barba (Participant N) [images available in pp.163-164]. Printed Cinema shows
that artists can utilize editorial choices for their books as a curatorial apparatus. Since 2004,
Barba has regularly published the series in parallel to her major exhibitions as a way to
deconstruct and re-curate the events. The publications vary in their sizes and formats, but
together they form a supplementary or alternative literature on Barba’s practice by presenting
film stills, texts, research materials, unused filmic fragments and photographic documentation
of the installations Barba builds. Editing the exhibitions to fit the book form, Barba translates
her practice and artistic process into portable units of cinema. Barba thus attempts to refer
to her previous curations of her practice through an editorial approach, installing—or
anchoring—the works that originally move, are spatial and temporal within the planes of the
book form, which she calls “anarchic spaces” (Barba, 2023, 16 February) to discuss and grow

her practice in a way that is much more aware of the expansive contexts of production.

4.2.3. The book as the artifact of practice

Artists’ books serve as enduring evidence of practices that persists even after
their conclusion or dissolution. Unlike exhibitions or live performances, books possess
archival qualities that do not diminish over time. Functioning as archives, artists’ books
contain multiple layers of metadata, offering access to a wealth of literature that extends
beyond the original practice. This literature may include the artist’s research materials,
references, blueprints, photographic or textual records and fragments of practice that were
not incorporated into the final work. Consequently, they represent evidence of the holistic
process surrounding a practice, from its inception to its presentation through performances
and exhibitions, serving as repositories for internal reflections and references crucial to the
realization of the practice. Thus, artists’ books not only document the practice itself but also the
contextual factors that influenced it. As constructed documents, artists’ books are commonly
used to document performative practices, enabling their reactivation even after the initial event.
Beyond the realm of performance, many artists’ books can be viewed as post-event documents,
offering an additional means of sustained communication following exhibitions or other
transient events. Some contributors describe artists’ books as traces of practice, highlighting
their role as tangible remnants that endure beyond the practice itself, granting them a historical
significance akin to relics or remnants of the practice.

A notable example of this mode is instagram@kdkkdk (2019) published through
a collaboration between artist Dokyun Kim and publisher Jeongeun Kim (Participant B).
Dokyun Kim, also known as KDK, is an artist based in Seoul exploring the social and
psychological encounters with spaces beyond the visual and physical realm using tools of
photography. In 2017, the artist exhibited 1,555 photographs printed in polaroid format that
he had previously uploaded to Instagram over the course of 2,456 days between 2011 and
2017. All prints were made available to purchase during the exhibition period and were sold

out by the time the exhibition finished. KDK also deleted all photographs from Instagram,
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making his book instagram@kdkkdk which chronologically compiles all 1,555 photos the only
artefact retaining the practice comprehensively. The book also records the list of collectors who
purchased the prints at the 2017 exhibition, adding another layer to its identity as a relic and

final form of practice.
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[Fig.87-88] (Left) 20110326-20171214 Instagram@kdkkdk 20171215029171231" (Sahngup Gallery,
Seoul, 2017) (Image source: Dokyun Kim) / (Right) instagram@kdkkdk (Dokyun Kim, TANN Books,
2019) (Image source: courtesy of the publisher).

4.2.4. The book as the social thing

Artists’ books echo the sociality of practice. They provide a platform for collaboration
among creators and with their audiences. Many contributors stress that contemporary
artists’ books are not solely the work of the artist; rather, artistic publishing typically involves
expanded authorship, with various collaborators such as editors, designers, technicians,
translators, proofreaders and other cultural intermediaries contributing from their unique
perspectives. This collaborative process fosters active and critical dialogues, transforming
artistic publishing into a communal endeavor. Facilitated by the sense of community that
coalesces around the public act of publishing, collaborators become contextual factors for each
other, influencing, assisting, reciprocating and reflecting upon one another’s contributions.
Upon distribution, these local, project-based scenes reconnect with the broader cultural
network or ecosystem of artistic publishing. Within this expansive communal space for
exchange, artists and collaborators encounter new publishing opportunities to engage with.
In a sense, they themselves—not just their books—become disseminated into new contexts,
perpetuating the act of publishing like self-perpetuating waves. Artists’ books also draw their
audience into this collective spirit by inviting participation in their content or inspiring them to
create their own books. While appearing as familiar, ordinary objects, artists’ books possess a
captivating accessibility that often ignites further creativity. Furthermore, being often produced

in multiples, artists’ books convey a sense of democratic distribution and offer easily accessible
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gateways to cultural knowledge (Cella et al., 2015; Gilbert, 2016; Temporary Services et al.,
2018; Romberger et al., 2021; Yonemura et al., 2021; Chang, 2022). Through these social effects
on individuals, artists’ books are consistently and collectively revered as cultural artifacts,
thereby creating the social conditions for their valuation.

A notable example of this mode of translation is art collective N55 and their N55 Book
(2004). N55 was founded in 1996 as a Copenhagen-based Scandinavian art collective that
works between art and architecture to devise ways of realizing utopian ideas. Current members
are Ion Servin (founder), @ivind Alexander Slaatto and Sam Kronick. Since 1996, the collective
has produced materials that they define as ‘manuals’ that teach their readers how to construct
structures, create environments or curate events that they believe would contribute towards
sustainable ideals within daily lives. In 2004, N55 compiled 24 of these manuals published
between 1996 and 2003 into an open access PDF book titled N55 Book, which shows their
commitment to democratic distribution and providing accessible entry points to artmaking.
Through this publication, the collective invites their audience/readers to empathize with their
values of the ideal and eventually participate in their practice, using the book as a platform for
new aesthetic collectivities to form. Their initiative is still ongoing—new manuals published

after 2003 are also available open-access on N55’s website.

Contents:
Manual for NSS BOOK™: .. voaiv ane win s oo wvepe oo anase o 1
Manual for NS5 ., vcins o smeiiame e Wines e smae doe s 7
Manual for DYNAMICCHAIR . . . . . . . ... ........... 1
Manual for TABLE: “.id &0 o5 o o0 Siaid 8% oais 28 was & 17
Manual for BEDMODULES . . . ... ............... 21
Manual for HYGIENESYSTEM . . . . . . ... ... ........ 25
Manual for HOME HYDROPONICUNIT . . . . . .. ... ... ... 35
Manual for SOILFACTORY . . . . . .. ... ... ... ...... 49
Manual for CLEANAIRMACHINE . . . . . .. ... ........ 59
Manual for N55 SPACEFRAME . . . . . .. ... .......... 67
Manual for FLOATING PLATFORM . . . . . .. ... ........ 81
Manual for MODULARBOAT . . . . .. ... ............ 99
Manual for SNAILSHELLSYSTEM . . . . ... ... ........ 105
Manual for SUSPENDED PLATFORM . . . . . . ... ... .. ... 123
Manual for PUBLICTHINGS . . . . .. ... ............ 133
Manual for CITY FARMING PLANTMODULES . . . . .. ... ... 159
Manual for SMALLFISHFARM . . . . . ... ... ......... 167
Manual for BARMOBILE . . . . ... ................ 177
Manual for MOVEMENT . . . . . . .. ... ... ... 191

RR e i R0 Manual for SHOP . . . . . . ..o 197
Manualfor FACTORY .. .:. sconsivms sim amess wile soite sish snesie, st 217

Introduction: Manual-for ROOMS: e i svwmie apeanein wve a%ie s aneie o% 223
Manual for LAND ooy oo aamdme 350 Ren &6 A% S ses O 229

N55 BOOK is an accumulation of manuals for different things made by N55. Manual forDISCUSSIONS . . . . . . . . vt v v v v v v v v e e 241

New manuals and developments of existing manuals will be published con-

tinuously at www.N55.dk.
Soundtracks:

Construction: Music by Anders Remmer for a number of N55 things can be downloaded for

free at www.N55.dk
Most of the manuals have been published separately between 1996 and 2003
as periodicals and on the N55 website. They do not appear in N55 BOOK in
chronological order. Publisher:
A digital version of N55 BOOK can be downloaded for free at www.N55.dk.
Pork Salad Press and N55.

Copyright: Pork Salad Press / Jacob Fabricius
Dannevirkegade 2, 1. th.

The texts and images in N55 BOOK may be copied, reproduced and distrib- 1763 Copenhagen V, Denmark

uted freely. N55 will be thankful to be notified on n55@n55.dk whenever Phone: +45 33 31 01 08

material is being used. www.porksaladpress.org

E-mail: jacobfabricius @wanadoo.dk

2 3

[Fig.89] Introductory page of N55 Book, (N55, Pork Salad Press, 2004) (Image source: N55 website).
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In summary, the four modes of object translation contemporary artists’ books offer
represent how different facets of the books’ objecthood can be utilized as the apparatus to
rematerialize and revalue practice and its conditions. With their materiality, the books embody
their reading as a reiterative performance and an ongoing practice itself As a format of
documentation, the books serve as the conceptual structure to rematerialize the process, labor
and context of practice. With the enduring temporality inherent in the experience they provide,
the books capture and preserve practice even after their termination, reinforcing their impact.
Lastly, they function as a platform for participation in practice due to the sociality embedded in

their making and consumption.

4.3. Contemporary artists’ books embody the economic trouble of art valuation
Through object translation, artists’ books not only embody the artistic practice itself
but also speak for the experience of valuation the practice undergoes by providing value
reflections (Graw, 2021) on the current system of the art economy and consumption. For
this discussion, I revisit the final version of the diagram I produced in Chapter 3.5.2 [p.173].
As shown in the diagram, I condense the major economic situations contemporary artists’

books go through into four stages: 1) production, 2) distribution, 3) commodification and 4)

collection.
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4.3.1. Production

The stage of production is where the (im)materials of the practice meets with the
rationale to publish and become rematerialized into artists’ books that present themselves
as cultural artifacts. How artists’ books are produced varies in every volume because each
publication is a unique creative endeavor—straightforwardly put, as Rosa Barba told me, “[i]
t’s hard to define what happens” (Barba, 2023). In general, however, production is when artists
amass value in artists’ books by reflecting their artistic intention onto the book’s contents,
format and materials.

In most cases, the production begins with studio work, where the artist hand-picks
things to be included in the book as content. Oftentimes, these components are synecdochic
and/or metonymic of the artist’s practice. In the case of Printed Cinema, each volume includes
various elements of Barba’s works such as film stills, texts, reference materials, unused filmic
fragments and image-based documentation of installations. This selection is led by a particular
“editing principle” (Barba, 2023, February 16) of installing works that originally move, are
spatial and temporal within the fixed planes of the book form. Unlike the permeable fabric
of exhibitions where visitors can often decide their order of viewing, the book form operates
on carefully designed dynamics between components—sequence, gaps, segmentation and
juxtaposition—that facilitate the translation into printed matter. However, the potential of the
book is not necessarily limited to these dynamics—even when the readers do not follow the
intended sequence and take randomized approaches, the experience still remains within the
curated finitude of the book, similar to how an exhibition can still be appreciated by following
one’s own route. Depending on the case®, artists even omit pagination to grant the audience/
reader the whole liberty to lead their experience within the work.

It is also crucial to have the materials and format align with the book’s content.

In other words, it is important to choose the materials and format that “make sense” (Oh,
2022, September 14) considering what the book is about. For instance, as a stylistic mode of
expression or an aesthetic, materials can connect the book to the original practice. In the case
of BackgroundRadiationReflection, the book consists of multiple types of paper that range from
glossy to matte, thick to thin, to signal its relation to the original performance the book stems
from, during which the performers use different types of paper as stage props (Kwon, 2022).
For some of the volumes of Printed Cinema, Barba chose to make them as large posters folded
into a book form, which indicates the publication’s connection to the artist’s cinematic practice
as an anchor that signals the artistic event of film screening or a token that symbolizes the
underlying practice.

Some artists also incorporate external contexts as part of their books’ identity and
value. Printed Cinema, once the contents of the publication are decided, moves into the local
context of where the “occasion” (Barba, 2023, February 16) is happening—because most of
the series is published and distributed in parallel to the artist’s exhibitions, the process of its

production is always entwined with the event’s curation and situational factors. To minimize

46 From the artists’ books that I have mentioned so far, werkboek and most issues of Printed Cinema are not
paginated.
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logistic procedures and costs, Printed Cinema is printed in the locality of the occasion, which
contours the production as a unique parameter. The size, format, paper, printing method, color
scale, binding—all technical details reflect what resources were available in the locality during

production.

4.3.2. Distribution

Artists’ books enter their first moment of valuation (Antal et al., 2015) during their
distribution. This stage should be differentiated from commodification in that the artist and
other stakeholders of the publication focuses on the dissemination of their books itself, rather
than marketing them to gain monetary profit. Upon publication, artists’ books enter the
public domain where they are situated in cultural sites to be presented to their audience. This
is when the artists propose the value of their books to the public, and where the most playful
consumption of artists’ books occurs.

The sites appropriate for the distribution can be any place or event where the
dissemination of artists’ books focusing on their valorization in cultural terms can overpower
their evaluation in economic terms—in other words, where the author’s intention can be
heard louder than the consumers’ personal tastes. The most popular sites for such distribution
are exhibitions, particularly those prepared around or in parallel to the publications, where
artists and their close collaborators such as curators have more immediate control over the
zone of appreciation. Rosa Barba’s Printed Cinema demonstrates this—each issue of the series
is published on the occasion of an exhibition, where it is distributed for free for the limited
duration of the show. Some notable exhibitions where the distribution has taken place in
Museo de Arte de Lima, Peru (Volume 23, 2024), Neue Nationalgalerie, Berlin (Volume 22,
2021), Wiino Aaltonen Museum of Art, Turku, Finland (Volume 21, 2021), Museo de la
Inmigracién, Buenos Aires, Argentina (Volume 14, 2014), Tate Modern, London (Volume 11,
2011), Dia Beacon, New York (Volume 10, 2008) and the Istanbul Biennial (Volume 4, 2005).
Inspired by the grassroots ethos of “free screening” and independent artistic publishing (Barba,
2023, February 16), the artist prioritizes meeting a wider audience over making a profit—or
sometimes even generating any income—from selling her books. Another widespread site of
distribution is where open-access artists’ books are available online. Mostly provided in PDF
formats, the open-access artists’ books are often distributed via artists’ websites or non-profit
digital archives. The N55 Book by the collective N55, Bucle” by Vinicius Marquet (Participant

I) and Craftowne* by Billy Simms (Participant S) are notable demonstrations of the open-

47 Bucle (2017) is a PDF publication by Vinicius Marquet (Participant I), an independent designer, author, and re-
searcher based in Mexico City. The book is hyperfiction based on the life and work of artist Ulises Carrién including
the manifesto “The New Art of Making Books’ (1975). The book explores the potential of the PDF format to offer

an interactive mode of reading, where the reader can click or type into parts of the book powered by Adobe Flash
Player. Unfortunately, after Adobe’s termination of their Flash Player software support in December 2020, the book
no longer functions as Marquet originally designed.

48 Craftowne (2017) is a visual novel and comic book by Billy Simms (Participant S), an artist and educator based
in Miami, Ohio. The book contains a series of pieces that brings together text and images to create a narrative of a
planned suburban community outside of Washington, DC during the 1970s and 80s. The narrative is fictional, but
largely inspired by the artist’s personal experience of growing up in a similar town in Maryland. Originally a printed
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access distribution.

These liberal modes of distribution “extend the project[s] into a wider range of cultural
and social contexts” (Barba, 2023, February 16), aiming to promote the democratic value
artists’ books propose. Here, the proposed value overpowers the valuation of artists’ books,
owing to the fact that the audience is ready to look for what the books propose, what they are

intended for and what ideals they serve.

4.3.3. Commodification

Things change drastically once artists’ books enter the situation of commodification.
Commodification of artists’ books most often occurs after the initial distribution or at least
separate from it, at art book fairs, art fairs, online and offline bookshops that specialize in art
books. Here, exhibition turns into display, audience turns into consumers, and the distributed
objects becomes cultural commodities.

The relationship between artists’ books and the market is intricate from the point of
entry. As hinted in the earlier situation of distribution, the producers of artists’ books do not
prioritize generating financial profit (J.K. Kim, 2022; M. Kim, 2022; Ku, 2022; Kwon, 2022;
Barba, 2023; Britton, 2023; Kelly and Schroeder, 2023; Sammut, 2023; Zoller, 2023). Despite
the considerable labor and resources required to produce artists’ books, the artists and their
collaborators often sacrifice potential gains or profits to make their books more affordable by
pricing them as low as possible and viewing them as products that can introduce new values to
the art economy, emphasizing democratic access to art. Such a phenomenon is readable from
the perspective of social reproduction theory—this may be a symptom of the producers of
artists’ books giving into the logic of “labor of love” (Child et al., 2017), a sacrifice expected of
today’s cultural workers to make in order to propose their values. Doing so, the artists disregard
the time and effort invested in the production, opt for a larger production scale to reduce costs
per unit, or rely on external capital —mostly governmental grants—to operate their projects
rather than on the market to support them. In short, the artists repeat the exact same value
proposal that they made during the distribution in the market.

However, the conditions of the market that artists’ books must navigate are not as
favorable as what they encountered during distribution. Artists’ books, along with books in
general, face severe saturation in the market (Desjardin, 2022; J.K. Kim, 2022; Kwon, 2022),
particularly given the limited and uneven consumer base (Bae, 2022; J.E. Kim, 2022; J.K. Kim,
2022; Ku, 2022; Chang, 2023; Sammut, 2023). Demand for artists’ books remains primarily
within specific art communities already familiar with the books’ cultural significance, with non-
expert consumers among them who are not deeply involved with the art world often favoring
works by famous and popular artists (Bae, 2022; Britton, 2022; Ku, 2022; Sammut, 2023;
Zoller, 2023). Moreover, the position of artists’ books in the market is ambiguous. Unlike other

art forms, they lack established platforms, making it difficult for artists and their collaborators

publication, Craffowne has been digitised and shared open-access via F(r)iction, the online imprint of the Brink
Literacy Project, a non-profit initiative.
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to engage with consumers and market their works (Kwon, 2022; Sammut, 2023). Even within
recognized channels such as art book fairs, the categorization of artists’ books is unclear,

often conflated with neighboring genres like book arts and exhibition catalogs (J.K. Kim,

2022; Kwon, 2022; Oh, 2022; Sammut, 2023). With their category obscure, artists’ books are
sometimes viewed as mere by-products of other practices or events (Kwon, 2022), not works
of equal standing or parallel domains, which further complicates their recognition as a distinct
cultural phenomenon.

Most critically, the value of artists’ books proposed by their producers often fumble
with meeting the capitalist standards. This is largely because artists’ books, being at the
dual status as art objects and book objects, have two modes of expectations to satisfy as 1)
artistic products and 2) book commodities. As artistic products, artists’ books are frequently
undervalued due to multiple reasons. While their cost-efficient production methods such as
risograph printing and the use of recycled paper have enabled mass production, they have also
led to devaluation in the market because of their less durable quality (J.K. Kim, 2022; Onghena,
2023; Zoller, 2023). Durability is a significant factor in deciding the value of a product in the
market, which also means that the tactile nature of artists’ books that makes them inevitably
wear out as they are read and consumed presents challenges in positioning the books as
worthwhile products. In addition, their status as multiples further diminishes their appeal
to consumers compared to other art forms that ground their value in rarity and uniqueness
(Desjardin, 2022; M. Kim, 2022; Sammut, 2023). Along the same vein, their lack of artist
signatures only worsens the situation (Bae, 2022; J.K. Kim, 2022). Lastly, the unconventionally
low prices for art objects, prioritizing democratic dissemination of art over monetary profit,
further contributes to the books’ value confusion or even mistrust in the market (Desjardin,
2022; Sammut, 2023). Simply put, as products, artists’ books are too ideal to be true, or, in
other words, erroneous in the capitalist standards.

Even as book commodities, artists’ books are prone to being undervalued due to the
market’s preconception regarding books. To contemporary consumers, books are already
affordable commodities that serve as open podiums of knowledge that should not be barricaded
with price tags. The market even systematically applies discounts on books to promote their
egalitarian consumption, such as that found in large chain bookstores or memberships
for reading clubs. This means that the proposed democratic value of artists’ books is only
redundantly implied in their status as books to the eyes of the consumers, contributing no
additional factors to the equation of valuation. The producers’ effort to provide their works in
the most affordable form is overlooked, exactly due to the preconceived idea of the books. To
make the situation worse, the consumers could even consider artists’ books overpriced when
they appear to be regular paperbacks offered at a slightly premium price for a hinted sprinkle of
creativity (Desjardin, 2022; M. Kim, 2022; Oh, 2022; Sammut, 2023). Unless the artistic labor
is overtly marked in the forms of illustrated pages, sculptural format, experimental binding,
decorative elements, fancy use of paper or vibrant colors—which most often incur costs too
high to be affordable for most producers—artists’ books are easily brushed oft as simply pricey
books.
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In such a sense, commodification reveals the discrepancy between the dual status
of artists’ books or a critical dissonance between the proposed value and perceived value;
the sociocultural value and market value; the objective value and subjective value; what is
produced and what is consumed. “The text-as-produced is a different object from the text-as-
read” (Johnson, 1986, p.58). Thus, this moment in the valuation of contemporary artists’ books
could be considered a value inflection from the proposed value to perceived value overtaking
the valuation—in other words, the command of value swings from the producers to the

consumers. Afterall, valuation always comes in two parts: valorization and evaluation.

4.3.4. Collection

Despite the discrepancy, the commodification of artists’ books enables their transaction
through which their value is validated—transaction is where an equilibrium of value is reached
between the axes of the proposed and the perceived. Upon transaction and transition into
the situation of collection, artists’ books exit the market and swing back to their status as art
objects—another value inflection occurs at this point. At libraries, archives, museums and
university collections, the librarians, archivists, curators and collectors seek and restore the
original intention of the artists in their books. These human actants are often the most ardent
fans of the value the books propose and are the bedrock of the market’s demand for them.
On sturdy shelves, in archival boxes, customized cases and vitrines, artists’ books return to
the vacuum that they once were in during distribution—they are now free from the capitalist
rationales, free to preach their values once again. Occasionally, they may return to the market—
mostly to the secondhand market—where their perceived value is taken to another extreme,
but until then, the books serve their ideal to be shared as reference materials and educational
sources for researchers, artists, students or anyone willing to participate in recognizing their
value (Britton, 2022). The value of artists’ books that have been swinging between the axes of
the proposed and the perceived meets the chance of reaching an agreement—an equilibrium.

The situation of collection has its limits, however—the books in collections need to
be correctly summoned in order to be accessed. At public collections such as libraries and
archives, the books remain in their designated spots of seclusion until they are requested to be
brought into the light of public access. Requiring more effort to be seen, artists’ books in this
situation are readily skewed toward specific groups of audiences who already have professional
reasons to consume them. Furthermore, in cases of private collections that do not provide
standing gateways for the public, without deliberate occasions, the collected artists’ books
may even be deterred from realizing their value(s) of being shared and available. Regardless,
the situation of collection is still meaningful in that it powers a cyclical dynamic toward other
situations. Surpassing the threat of time, these collections serve as a reservoir of value(s) that
channels ways to further production, distribution and even commodification of artists’ books.
Viewing them within collections, in carefully gathered yet massive arrays of accumulation,
anyone could be inspired and dream of making their own books as artists to add to the body of

knowledge—both physically and figuratively.
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Considering this potential of endless repercussion, it can be inferred that all
aforementioned situations are, in effect, connected to one another, operating as one, non-linear
economic mechanism that facilitates valuation as a whole. This is because the exposure to the
idea of artists’ books on any level or in any context can garner value in that it is always linked to
the potential of adding more to the mechanism of practice, of further doing. Such a revelation
may be true for any art form in that they inspire their audience all the time, but it is particularly
true for the case of artists’ books because they are books, the cultural things that everyone is

familiar with and has aspired.

4.4. Contemporary artists’ books set new paradigms of valuation

Throughout their journey through various economic situations, contemporary
artists’ books carry out their value reflection, where the proposed and perceived values are
“renegotiated” (Graw, 2021, p.7). As Graw mentions, as objects, artists’ books can generate
“value-reflective statements” (Ibid, p.10) which function as sites for us—human subjects—to
reconsider the value we invest in artists’ books and our broader values, furthermore. The

following are the points of these statements artists’ books provide today.

4.4.1. Advocating multiplicity of culture

Contemporary artists’ books add to the multiplicity and diversity of culture. They
propose new cultural forms by reimagining the book format and challenging conventional
expectations. Artists’ books, guided by the creative freedom of the artist, explore experimental
and unconventional formats, thereby reshaping the boundaries of art. They also challenge the
hierarchical distinctions between publication and exhibition, advocating for artistic publishing
as an equally significant domain. Artists’ books provide viewers with a distinct ontological
experience, sometimes even prioritized over exhibitions by practitioners. Moreover, the
concept of artistic publishing continues to evolve, departing from its historical roots in the
1960s and 70s. Contemporary artists’ books are more globalized and localized, adapting to
diverse cultural contexts and narratives. They serve multiple roles beyond their traditional
definition as visual artists’ creations, expanding into social and economic spheres as dynamic,

evolving objects.

4.4.2. Ethos of self-representation

Contemporary artists’ books embody the ethos of self-representation. Those involved
in artistic publishing take on multiple roles across conception, production and distribution,
often shifting between or assuming several simultaneously to exert holistic control over the
publishing process. This pursuit of self-sufficiency allows them to carve out their own sphere
of autonomy, enabling creation and dissemination without external constraints. Pricing is

considered a critical strategy unique to artists’ books, offering autonomy in setting initial prices
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based on considerations beyond finances to optimize circulation. Thus, pricing is viewed as
integral to the artistic concept of artists’ books. Participants also acknowledge the marginality
of artistic publishing and embrace it as part of their ethos. They see margins as spaces of
resistance, autonomy and self-empowerment, where struggles can be asserted. Independent
presses, seen as the backbone of contemporary artistic publishing, play a crucial role in
bookmaking and art practices, embodying ideals and values. Furthermore, artists’ books are
viewed as platforms for presenting and affirming new cultural experiences and artistic practices.
Artists emphasize their exploration of disciplinary boundaries, integrating various media into
the publishing format to advance inter- and transdisciplinarity. Through artists’ books, they

validate, valorize and evaluate the immaterial aspects of practice.

4.4.3. Democratic distribution of art

Contemporary artists’ books prioritize widespread and democratic distribution, even
if it means compromising the monetary profit they may earn. Achieving this often necessitates
compromising on pricing—the producers of artists’ books keep their prices as low as possible
or even distribute them for free—to maximize the books’ accessibility and affordability. Artists’
books also give up on the lofty status traditionally expected of fine art by offering tactile
experience, by having to be interacted with to be appreciated. With such a rebellious position as
both a commodity and art object, contemporary artists’ books advocate for a new approach to
valuing art, one based on solidarity and shared circulation rather than possession or exclusivity.
These books embody the value of practice and translate it into collective knowledge. Ultimately,
their agency offers a glimpse into the potential for reevaluating how artistic practice is valued in

society, hinting at a shift toward a more equitable and inclusive approach to art consumption.
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5. CONCLUSION
5.1. Summary of Findings

Through this practice-based theoretical research, I addressed the following question:
What relationship do artists’ books establish between the objecthood of art and the contemporary
sense of practice, particularly in the socioeconomic situation of art valuation?

To answer the question, I integrated critical literature exploring what values practice-based art
proposes, how those values are valorized, evaluated and transmitted as value, what art objects
are capable of within this context of valuation and how contemporary artists’ books function

as such art objects. The theoretical inquiry is echoed and amplified by an empirical inquiry

of biographing contemporary artists’ books in actual situations of production, distribution,
commodification and collection. Interviewing various stakeholders of artistic publishing

to understand the objecthood of contemporary artists’ books negotiated throughout their
ontological operations from conception to consumption, interpreting the collected accounts
through situational and thematic analyses and weaving them with my first-hand observations of
artists’ books, I construct a written object biography and diagrams schematizing the findings.

The theoretical inquiry is represented throughout Chapter 2 of the dissertation.
Through Chapter 2.1 [p.18], I established that contemporary art has taken the practice turn,
which has made it more focused on the aesthetic of praxis and doing, turning art into a ‘state
of encounter’ or a continuum of social activities that emphasizes the process and immaterial
labor themselves as artistic achievements. This has led to various movements since the previous
century, most notably the dematerialization of the art object, the rise of the intermedia and
the discovery of participation as a mode of practice, which are described as the post-medium
condition of art that relies on conceptual means and temporal situations to convey art rather
than on the traditional sense of art objects and their materiality. Such a paradigm shift has
given rise to the issue of art’s embodiment to anchor its ethos and gain concrete presence.

In Chapter 2.2 [p.41], I analyzed the idea of valuation and its system, which revealed
that the value of art is socially constructed and performed by different stakeholders, including
the artists themselves, cultural intermediaries working with the artists to produce and distribute
artworks, and consumers who acknowledge the artworks. It became evident that valuating art
is a dynamic process that involves the proposal (valorization) and recognition (evaluation)
of art’s value, during which various social conditions such as the positional and situational
coordinates of the stakeholders within the field and/or conscious efforts to make specific
value claims can influence the valuation. Bringing this idea of valuation into the economic
framework, I highlighted the trouble that hatches when artworks enter the market and are
given the commodity status. Due to the reductive nature of monetizing, the value of artworks
can only be articulated incompletely in a commodity form, with the complex trajectories of
valorization and evaluation not plainly visible. This has made commodifying art considered
problematic since it bears the risk of defectively representing the worth of lives and labor
provided by cultural workers to create art. Here, I discovered the potential need to reconsider
representing art in its object form, a metonymic material that renders the art’s value even when

it is alienated from the artist. Especially now when the art is process-driven, and what the
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artwork we are attempting to transact in the market is interchangeable with the artists’ lived
actions themselves, the matter of embodying process-driven art is not only cultural, but also
largely entwined with its economic impact.

In Chapter 2.3 [p.49], I began to test this hypothesis that art taking an object form can
mean a strategy for claiming art’s value by analyzing various discourses on the object’s agency.

I established that many scholars have argued that we must recognize the epistemological
significance of objects, which participate in the matrix of social relations as nonhuman actors
and serve as trappings of worth or carriers of value. As artifacts that are handled, applied and
used by us, objects can also be considered ‘social facts’ that project meanings and provide us
with opportunities to reflect on our systems and values. In addition to these findings about the
object’s agency, I showed that there are emerging discourses around art’s rematerialization,
which refers to the conceptual stance to restore the value of the dematerialized labor and
objects of art against the dominant system of neoliberal and capitalist economy that makes
them intangible and invisible. As long as the artist seeks institutional and/or market recognition
or attempts to ground a position within the existing field of art, they are subject to this system.
Furthermore, I examined documentation and conservation of contemporary art as examples of
how the idea of rematerialization is being put to realistic use. I concluded that these operations
translate intangible and/or changing artworks into distributable and lasting reiterations of the
original practices. Based on all findings, I coined the concept of object translation, which refers
to the rematerialization of art facilitated by objects that render, capture, evidence, mediate and
convey the practice as metonymic and synecdochic tokens of the original work.

Lastly, in Chapter 2.4 [p.62], I turned to the case of the book and its specific genre of
artists’ books to explore how they may facilitate object translation. To understand the agency of
artists’ books, I first explored their objecthood as books. As books, artists’ books are physical
objects serving practical functions, printed (and digitizable) medium for communication and
evolving artifacts born of creative experiments in a dualistic status as both art objects and
commodity objects. Their tactility, portability and universality as nodes in the cultural network,
books and artists’ books not only represent but also actively deliver multiple layers of cultural
endeavors and socioeconomic positions that make art. Then, focusing on the history of artists’
books from the early 20th century to the present, I demonstrated how their presence in the
art world has evolved from being an alternative art form or ‘cultural strategy’ to channel art
more democratically to being organic outcomes of publishing as artistic practice and social
interactions between the practitioners. In a nutshell, I concluded that contemporary artists’
books today are material anchors of art’s ethos, speaking for the value of the process-driven,
self-asserted and reproductive nature of practice.

The empirical inquiry is represented throughout Chapter 3, which is assisted by the
catalog of artists’ books I examined for this research [p.213] and Appendix 3, the transcripts of
the interviews [p.255]. Here, I verified my findings from the theoretical inquiry by analyzing
the actual situations of contemporary artistic publishing and collecting accounts of the
stakeholders. The thematic analysis of the interviews [p.109] revealed: 1) several mechanisms

that can be seen as effective towards facilitating object translation, 2) statements on the art
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economy of cultural workers artists’ books represent and 3) points of institutional critique the
books make as an experimental art form.

The situational analysis of the interviews [p.142] resulted in two ‘maps’ of the project—
the situational map and the social worlds/arenas map. The former revealed that: 1) There
are more nonhuman elements/actants than the human elements/actants involved in this
inquiry, which supports my choice to center the research’s focus around an object—artist’s
book; 2) Certain voices are only represented and implicated—those of the general consumers
of art, books and artists’ books, in particular, were collected indirectly, filtered through the
perceptions of the interviewees, who are professionals of art and publishing industries; 3) The
relationship between the human actants and the political/economic elements (art economy,
art market and book market) is negative—the human actants often work around, ideologically
disagree with or attempt to escape the systematic influence of these elements; 4) The major
issue that was repeatedly brought up by the interviewees was the ethos of collectivity and
democratic distribution of art. The latter—the social worlds/arenas map—revealed the
groupings of human stakeholders and their sites of practice. This mode of mapping was
especially useful for defining the different cultural practices involved in artistic publishing
and for confirming that my interview participants appropriately represent different groups of
stakeholders.

The object biography [p.146] was an attempt to explore and understand how artists’
books are produced, treated, transacted and eventually exert their influence on us in actual
sites and situations by focusing on five select cases that I could closely observe throughout the
research project. The practice resulted in a text-based narration of the different trajectories
the books took throughout their lives and a series of diagrams that visualized the trajectories.
Together they revealed: 1) An artist’s book begins its life when an artist seeks to transform a
common cultural form—the book—into a unique art object. Artists reinterpret books, turning
reading into an interactive, performative experience. These books can document events or
projects, offering a concrete and material form to otherwise ephemeral artistic practice; 2)
Artists’ books occupy a precarious space when it comes to their valuation as artworks because
they inevitably age and become frail due to their need to be picked up and handled to activate
the experience of their content; 3) Regardless, the key goal of artists’ books is still the idea
of distribution, even at the expense giving up financial gains, to reach as many readers as
possible; 4) Promoting the value of artists’ books today requires bold efforts, suggesting a new
value recognition system that transcends capitalist idea of value and emphasizes solidarity
and sharing. The true end of an artist’s book is not its physical wear but its absence from
social participation. As objects, they embody artistic practice—of publishing, performance,
installation, conceptual, participatory, etc.—and translate it into circulatable forms of

knowledge that symbolize and refer to the practice.
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Based on these inquiries, I reached the following key points of discussion:

[1] Artistic practice can be rematerialized through object translation. The practice and
its immaterial ‘substance’—the process and labor—and contextual conditions of artmaking are
anchored by the visibly valuable terms of the object that translate the intangible terms of the

practice.

[1-1] The objects with the translational agency, or the translational objects, are
synecdochic and metonymic of practice. They signal the practice symbolically and referentially.
Object translation operates on the basis that art objects can reiterate the practice they stem
from in terms of their own objecthood. Such a translation is not quite literal—the objects are
never the practice itself However, as limited as any cultural form in holistically representing
ideas and experiences are, the translational objects can still speak for the practice as its tangible

expressions, even amplifying their presence in the cultural and socioeconomic systems.

[2] Contemporary artists’ books offer four modes of object translation that originate

from their multidimensional or intersectional status as objects.

[2-1] Artists’ books are performers. They take on an active role in their own
presentation, bridging the gap between the creation and consumption of art. They encourage
viewers to engage physically by necessitating interaction that leads to immersive experience
of reading. This immersion is heightened by the sequential flow of pages, adding a temporal
dimension to the act of reading. Often, the books are also utilized as props symbolic of the

artist’s practice in exhibitions, further emphasizing their performative aspect.

[2-2] Artists’ books show how editorial choices made during their production can
serve curatorial purposes, enabling practice-driven art to be exhibited in a tangible and tailored
format. Artists and their collaborators view the virtual plains of artists’ books as alternative
sites of exhibition that can be consciously and intently designed and arranged to facilitate
the encounter between the practice and the audience/readers. The editorial interventions in
choosing what to include in the book or in arranging the elements have curatorial significance
as the resulting publications symbolize the contextual connections between the content,
format of the presentation, the position of the practice within the artist’s oeuvre and the idea of

conveying the work to the public.

[2-3] Artists’ books serve as enduring evidence of practices that persists even after
their conclusion or dissolution. Unlike exhibitions or live performances, books possess
archival qualities that do not easily diminish over time. As archives, artists’ books contain
multiple layers of metadata, offering access to a wealth of contextual information that extends
beyond the original practice. This literature may include the artist’s research materials,

references, blueprints, photographic or textual records and fragments of practice that were
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not incorporated into the final work. Consequently, they represent evidence of the process
surrounding a practice, from its inception to its presentation, serving as repositories for

internal reflections and references crucial to the realization of the practice.

[2-4] Artists’ books echo the sociality of practice. They provide a platform for
collaboration among creators and with their audiences. Contemporary artists’ books are
not solely the work of the artist; rather, artistic publishing most often involves expanded
authorship, with various collaborators contributing from their unique perspectives. Upon
distribution, these local, project-based scenes reconnect with the broader cultural network or
ecosystem of artistic publishing. Within this expansive communal space for exchange, artists
and collaborators encounter new publishing opportunities to engage with. Artists’ books also
draw their audience into this collective spirit by inviting participation in their content or
inspiring them to create their own books. These collaborative processes foster active and critical
dialogues, transforming artistic publishing into a communal endeavor, echoing the ethos of

proactive doing.

[3] Contemporary artists’ books embody the economic trouble of art valuation. As
translational objects, artists’ books not only embody the artistic practice itself but also speak
for the experience of valuation the practice undergoes by providing value reflections on the
current system of the art economy and consumption. The ability to represent the process-
driven consideration of artistic practice allows artists' books to be valued, in principle, not just
as static commodities dictated by market prices but as dynamic operations that facilitate the
appreciation of the labor involved in their creation. Yet, this nuanced understanding is often

obscured and overpowered by the conventional capitalist standards for market valuation.

[3-1] The stage of production is where the (im)materials of the practice meet with the
rationale to publish and become rematerialized into artists’ books that present themselves as
cultural artifacts. How artists’ books are produced largely varies because each publication is a
unique creative endeavor. In general, though, production is when artists amass value in artists’

books by reflecting their artistic intention onto the book’s contents, format and materials.

[3-2] The stage of distribution is where artists’ books become situated in public,
cultural domains to be presented to their audience. This stage should be differentiated from
commodification in that the artist and collaborators focus on the dissemination of their books
itself, rather than marketing them to gain monetary profit. This is when the artists propose the
value of their books to the public, and where the most playful consumption of artists’ books

occurs, often away from the conditions of the neoliberal and capitalist market.
[3-3] Commodification of artists’ books is staged in more commercial arenas such

as on- and offline bookshops, art book fairs and art fairs. Here, exhibition of the books turns

into display, audience turns into consumers, and the distributed objects become cultural
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commodities. The conditions of the market do not exactly favor artists’ books—being both
artworks and books at the same time, they face obscure positioning within the market; as art
objects, they are often devalued for having to be ‘touched’ and thus vulnerable to the chance
of becoming damaged; they are also considered suspiciously cheap as artworks, leading to
underestimation of their value; as books, they are considered unjustifiably overpriced. Thus,
as commodities, artists’ books reveal the discrepancy between the dual status of artists’ books
or a critical dissonance between the proposed value and perceived value; the sociocultural
value and market value; the objective value and subjective value; what is produced and what is

consumed.

[3-4] Despite the discrepancy, the commodification of artists’ books enables their
transaction through which their value is validated—transaction is where an equilibrium
of value is reached between the axes of the proposed and the perceived. Upon transaction
and transition into the stage of collection, artists’ books exit the market and enter various
institutional, public and personal sites where the original value artists have invested in their

books is recognized through the act of purchasing to keep and preserve the books.

[4] Through their journey through various socioeconomic situations, contemporary
artists’ books set new paradigms of art valuation by functioning as the conceptual arena for us
to reconsider and discuss our current scheme of constructing and recognizing value of artistic

practice.

[4-1] Contemporary artists’ books add to the multiplicity and diversity of culture.
Guided by the creative freedom of the artist and the art’s turn toward practice-driven
experimentation, artists’ books propose new cultural forms by reimagining the book format
and challenging conventional expectations attached to it, thereby reshaping the boundaries of

art.

[4-2] Contemporary artists’ books embody the ethos of self-representation. Those
involved in artistic publishing take on multiple roles across conception, production and
distribution to exert holistic control over the publishing process. This pursuit of self-sufficiency,
wanting to control the process, allows participants to carve out their own sphere of autonomy
to claim the value of practice. Participants acknowledge the marginality of artistic publishing
and embrace it as part of their ethos. They see margins as spaces of resistance, autonomy and
self-empowerment, where struggles can be asserted. Furthermore, artists’ books are viewed
as platforms for presenting and affirming new cultural practices. Artists emphasize their self-
exploration of disciplinary boundaries, integrating various art forms into the publishing format

to advance inter- and transdisciplinarity.

[4-3] Producers of contemporary artists’ books prioritize democratic distribution of

art over the conventional —monetary—form of profit. Artists’ books imply a new approach to
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valuing art, one based on solidarity and shared circulation rather than possession or exclusivity.
Their dualistic agency as both an art object and commodity object suggests a potential shift

toward a more equitable and inclusive approach to art consumption.

Therefore, contemporary artists’ books, as a currency of practice and its ethos,
remind us that cultivating methods of valuation built out from the belief in practice is central
to insisting on the valuation as a form of post-capitalist struggle and as the basis for building

solidarity and new social structures.

Concluding this research, I sincerely hope for it to be read, discussed, interpreted,
rejected and bolstered by anyone who finds it relevant to their situation, but especially by those
who are starting to feel fatigued from the practice of publishing, which, at times, could feel like
throwing pebbles in the ocean to build a piece of ground to stand on. I want to remind them
that what they are doing may appear vain at the moment, but it is certainly dropping anchors in

our minds as an inspiration, point of reference or exactly what we need to feel heard.
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5.2. Notes for Future Studies
This research entails the following points of limitation:
[1] Being based on qualitative inquiries that focused on a relatively narrow pool of

participants and cases, the findings of this research cannot be fully generalized.

[2] To minimize the risk of interview accounts becoming skewed, I tried to distribute
my participants as much as possible regarding their professional and cultural backgrounds.
However, due to realistic constraints such as time and willingness of people to participate, some

categories of roles and cultures are less represented than others in this research.

[3] This research was initially developed to include an element of bookmaking
practice—I considered producing an artist’s book myself and tracking it through its stages
of distribution and consumption. However, the plan was later revised to scope the project
realistically and focused on conducting interviews for situational analysis and constructing
the written object biography based on my first-hand experience as a consumer and observer
of contemporary artists’ books. Thus, this research relies heavily on the interviewees’ accounts

when discussing artists’ books from the perspective of the producer.

Possible agenda for further studies includes:

[1] One could conduct practice-based research on this topic from the perspective of an
artist who publishes artists’ books or whose practice could benefit from an object translation
into an artistic publication. This could help promote empirical knowledge production, which is

now considered extremely valuable in academic endeavors.

[2] One could focus on the translational relationship between artists’ books and
specific art disciplines. For instance, many of my interview participants (Participant D, F, K,
Q, R) emphasized the connection between performance scores and artistic publishing, which
could also be seen in historical cases such as the event scores produced by Fluxus (Chapter
2.4.2 [p.69]).

[3] One could situate the findings of this research in contexts other than the
cultural West and Global North. Much of the academic discussion on artistic publishing
and artists’ books have centered around works from Europe and North America. However,
the contemporary practice of artistic publishing has grown into a global activity or artistic
tendency (Chapter 2.4.3 [p.84]) that could be analyzed within the much-needed framework of

decentralization and decolonization.

[4] One could conduct a comparative study on how the concept and role of artists’
books has evolved in different localities. Many of my interview participants (Participant B, E,
F) from outside of the European and North American contexts have informed me that as the

practice of artistic publishing became globalized, artists have interpreted the cultural notion of
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artists’ books to suit their local art scenes.

[5] One could further develop the methodology of object biography. As mentioned
earlier (Chapter 3.1 [p.91] and 3.5 [p.146]), object biography has not yet been strictly theorized
as a methodology and thus has room for interpretation and creative application. Such an
attempt could contribute to the current post-humanist shift of academic perspectives and

further recognizing the cultural, socio-political and economic impact of objects on humanity.
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ARTISTS’ BOOKS

This catalog lists the artists’ books I interacted with in person throughout this research project.
The list roughly follows the chronological order, but some books that are relevant to each other are
grouped, ignoring the chronology. I am the source of the images unless specified otherwise. The books I
was able to purchase have the price and date of collection listed. The prices are what I obtained the books
for and may differ from the books’ official prices.

1.

Carl Andre, Robert Barry, Douglas Huebler, Joseph Kosuth, Sol Lewitt, Robert Morris, Lawrence Weiner
a.k.a. Xerox Book

Seth Siegelaub, John W. Wendler

New York, 1968

27 x 21.2cm, 190 pgs

PDF format downloadable from Primary Information

CARL ANDRE
ROBERT BARRY
DOUGLAS HUEBLER
JOSEPH KOSUTH
SOL LEWITT
ROBERT MORRIS
LAWRENCE WEINER

(Image source: Book as Exhibition)
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2.

I am Still Alive

On Kawara

Berlin: René Block, 1978
21 x 24cm, 205 pgs
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3.

Variations on I am Still Alive On Kawara
Sol Lewitt

Firenze & Lugo, 1988

12 x12 cm, 40 pgs

SOL LEWITT / VARIATIONS ON | AM STILL ALIVE ON KAWARA

ON KAWARA, T AM STILL?

I, ON, AM KAWARA

ON KAWARA, AM I ALIVE?

I, ON, AM STILL KAWARA w
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4.

Burning Small Fires

Bruce Nauman

San Francisco, 1968

95 x 125cm, folded into 32 x 25 cm

.....

(Image source: Artsy)
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5.

Continuous Project Altered Daily
Robert Morris

New York: Multiples, Inc., 1970
183 x 31cm, folded into 11 x 31cm

Continuous Project
Altered Daily

R. Morris 1969
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6.

Publication

David Lamelas

New York: Primary Information, 2016

Originally published by Nigel Greenwood Inc., Ltd. In 1970

20 x 14.5cm, 34pgs
£15.00, 14 June 2022

1. Use of oral and written language )
2. Language can be considered as an Art Form.

tion.

Their mmwm.nmmmmmmmmofmm
mnmlanGmmlmmummhmwumb&
and the 6th of December 1970.
Idomuhmnunthmmﬂummm ince, as a receiver of all the

reference is prejudiced.

~ contributions, my
Mydmd onhnhmmmmmdon mply-gmmmovﬂagmmomwm
~any n
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7.

(a, b, c)

Ulises Carrién

Geneva: Boabooks, 2016

Originally handwritten by the artist in 1972
14.5 x 10.5cm, 48pgs

8.

(rrr)

Ulises Carrién

Geneva: Boabooks, 2016

Originally typewritten by the artist in 1972
20 x 23.5cm, 24pgs

Ulises Carrién
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9.

Looking for Poetry / Tras La Poesia

Ulises Carrién

Cullompton, Devon: Beau Geste Press & Amsterdam: In-Out Center, 1973
15 x 7.5cm, 60pgs
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10.
Tell me what sort of wall paper your room has and I will tell you who you are

Ulises Carridn
Amsterdam: In-Out Productions, 1973, 1974 (2nd ed.)

18 x 11.5cm
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11.

In alphabetical order

Ulises Carrién

Geneva: Boabooks, 2016

Facsimile of magazine published by the artist in 1978

21 x 14.8cm, 48pgs

ARTISTS

IN ALPHABETICAL ORDER

Cres

ULISES CARRION JULY 1978

L A-N=advD

THERE HAS BEEN A CHANGE IN OUR RELATIONSHIP OF LATE

MY BEST FRIENDS, PEOPLE | LOVE
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12.

Gossip, Scandal, and Good Manners
Ulises Carrién

Amsterdam: Stichting De Appel, 1981
29.4 x 21cm, 8pgs

Ulises Carrién GOSSIP, SCANDAL, and GOOD MANNERS RODDEL, SCHANDAAL, en GOEDE MANIEREN
lezing/lecture

25.6.1981

Oudemanhuispoort

organisatie/
organisation:
Stichting De Appel
Amsterdam

5D )
e

7

f this is gossip (information chain) then th is rumor (multiple movement)
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13.

Notable Days

Pavel Biichler

London: Book Works, 1990
21.5 x 14.5cm, 208pgs
£12.50, 3 December 2021

(Image source: Book Works)
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14.

Annual Table on Art in Austria
Bernhard Cella

Vienna: InfoArcadia, 2000

89 x 154cm, folded into 22.5 x 15.5cm
€18.00, 20 June 2022

The first from a series of six silkscreens shows the art world in Austria structured according to season, size.
‘community and type of event. In the five other silkscreens one aspect is more ditferentiated than the others:
- the region of a province, the distribution of exhibition venues, type of exhibition (group or one- ¥
‘man/woman show), participating artist(s) and title of exhibition. The optical representation of the compiled
‘data is based on colors, symbols and distances, using these abstract elements to generate a total image. 3
mmmumofmwsmanmsceneuusoanwvoranalys;smammgsmbomagn- 5
phic and a more pictorially academic sense.

The Yearbook: -
the yearbook with a schedule planner the temporal dimension of the art world and s artistic representat-
merge with time and the calendar for the following year. In addition to the phenomena already depicted in

the silkscreens are all other aspects considered in the study, e.g., all exhibition titles from 1993 and 1994. The

calendar should offer the functional benefits of a yearbook, along with its informative and illustrative value.

The Presentation: 2
‘Silkscreens and the yearbook were presented as part of this art project in exhibition spaces and various
% ‘media, the specific character of which is to make reference to the collection of this data material.
The presentation (in the following exhibition venues: Depot Wien, Neue Galerie Graz, Kunsthalle Krems,
2 Oberwart, Neue Galerle der Stadt Linz, Ferdinandeum Innsbruck, Galerie 5020, Kamtner
o rer Kunstverein and Galerie bois) was done to contribute to the reintegration oi the art- ¢
""mhuumwmapom-yoawo P

vocasa
© 2000 Burbers Cota-

chselnden Ausstelu mit zeitgendssischen Kanstier

3] err R e i

il rFelviy 31‘MalMaJumJumJu liJuliJuliAug SeptemberOktober
> ¢ Woche Woche 9% o

it ; 97“8?“"0"9 1 021 22‘1"2|?HIIIII|lIII21"5IIIIIIx| 293 {Hn \uummmmmu;‘nnm

il | |\unnn il
9y o e B IIII A
l l” I” < (rm (h' 'l \'(n; ALLGLLE

| Il
" ' ||||

\||| huum ||||‘ \lllll lll\\ ‘\M \
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Tl i u 1L

.M | !l' |', L ,
! \ | A - Nl
[, | B

225



15.

Reading Karl Marx

Rainer Ganahl

London: Book Works, 2001
23 x 17cm, 56pgs

£7.50, 3 December 2021

READING KARL MARX
[epp

Firumirg Ract i, by oo, gt 7O

| = BN
|

(Image source: Book Works)
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16.

N55 Book

N55

Copenhagen: Pork Salad Press & N55, 2004
Project ongoing since 1996

21 x 14.8cm, 400pgs

Free, 23 October 2022

PDF format downloadable from the artist website

(Image source: N55)
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17.

UR... A Practical Guide to Unconscious Reasoning
Marcus Coates

London: Book Works, 2008, 2020 (2nd ed.)

18 x 12.8cm, 320pgs

£13.00, 3 December 2021

A PRACTICAL GUIDE
TO UNCO I3 REASONING

MARCUS COATES

i B -

BECOMING A BAT

Cas winy ceetenrt. ovmipe reture?
Cas s el i, g Il

.
Cas v Bear

Cish il ik veenll SoamdT
¥ yes b0 mrey of the alere thef e e mare 15 comomeon
vl m b han voo mogh b Thea gt

¥ mane

Psl on &5 epe mask/hiadiold

Al Temreld 10 hold Uises ohgeets in Troat of e
fure Cnpgeon B0 erm i), ome 8L o Eme,

# o ihoon

A tewg [Bat wres fering)

A pen [kl beortao ally b

P - 13l

(Image source: Book Works)

228



18.

The Dark Object

Katrina Palmer

London: Book Works, 2010, 2013 (2nd ed.), 2023 (3rd ed.)
19.5x 13cm, 128pgs

£5.00 (Book Works Readers Club subscription), 2023

| =

“The writing of fiction and the mak,

“Addison, you're under the desk, but it would B £
different activities in pursuit of the

bu to get out, the furniture isn’t piled on top of same object. I reck
 head wound doesn’t look as serious as you make ¥ there are acleast three perspectives on the objectof cone
[And Ican't pass judgement on the reality of your here, There s the objectin realit,the object offirion .
bn tell you something about objects. Or I can show e object of sculpture. You mustremember hat e
STty looking at three different objects, SRR
same, tis the idea of i that chan

ng of sculpture are

the Tu:ivcr always stays the
ges. This me
« she traces a schema in the condensation on the ; dheabjctathe cnteof the g, Tt
BT e obscure howerersitis not thre or our consumpion. sy
itis engaged with as part of a practialactivity. Evenif the
objectis real, we cannot fully know it ecause we neversee
the far side, never perceive allsdes at once. The subject who
perceives the object s fiction remains on thefar side,the
unknowable side. To summarise what I have ssid so far
T can be said that the subject who sees the object ared,
doesn’t knowit's real, but believesinit anyway, whereas
the subject who sees the objectas fction, knows it not ral
but believes init anyway."

Before resuming her explanation, the soman goes over the
shapes and lines of the diagram with her inger i an auempt
t0 defineit. She draws a sries of watery arrows connecting
the sculptural object, the real object and the fctional one.

“The subject who perceives the object as sculpture doubis the
object and may simultancously look atit asfiction or s areal
object that has been ised. This subject may impos
doub that is inherent in the sculpture back on the real object.
I, for example, you are told a particular chairis a sculpture
ofa chair, then the extent to which you believe n it changes.
Maybe you don’t want tossit on it anymore. This doubt may
be carried over to the experience of other real objects that
aren't sculptures because the only thing that introduced the
doubt wasa label, a context, an anitude. Although we must

(Image source: Book Works)

19.

End Matter

Katrina Palmer

London: Book Works, 2015
18 x 12cm, 96pgs

£10.00, 3 December 2021

palia indicate what the

In addition, extended unwritten marg
is not. It is dependent on absences but ads

of substance with any form of

upersensib

mantly does not equate a lac

\ranscendentalism, quasi-religious mysticism or spiritualism.

Fascy farm

Importantly, the Loss Adjusters acknowledge that sapersen
bility cannot begin to compensate for the devastation of

emotional loss or gric

“They return frequently 1o the impos.

sibility of articulating grief and the lox of the attempt to

overcome bereavement by making loss present in stone. This

d me

attempt, that is so much the work of sculptun o
rial, is an issue at the heart of their enquiry, but one which is
vet to be resolved. Here the process of representation appears

transfived or petrified

Among the Adjusters there is rumour of a deleted folder
which if recovered and opencd must be invest
team. ‘The valiant Adjusters who work i
ger that they themselves m

en

st assss the da

phced, or cease to be present. According to fhe pri

supersensibility, they must proceed by investigatin

5. And they will b

sciousness of their own percept
asking if it will be possible for their work to continue to exist,
should they themselves vanish

THE ISLE o
PORTLAND "5

(Image source: Book Works)
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20.

A Vancouver Bibliography

Arnaud Desjardin

London: The Everyday Press, 2014
20 x 14.5cm, unpaged

£8.00, 14 June 2022

‘This bibliography, a list of books and published
material, was produced following a period of

the Library of Emily Carr University
of Art and Design in Vancouver, Canada.

One usually provides a bibliography in order to
relate arguments and ideas to existing arguments
and ideas previously published in books. Itis an
academic requirement to have a bibliography
with any text or essay, partly in order to define
the field of knowledge on a chosen subject as it
stands and also to - possibly - argue for nex posi-
tions and definitions.

e 2 ¢ In this respect this bibliography lack a significant
> thing: a constructed argument for it being put
together, it lacks a rationale and justification
for ts existence. In a way it is  bibliography for
its own sake: the book transactions operated in
the library justify the grouping of those books
togetherand there is no fundamental reason for

the selection.

21.

Why I am no Longer an Artist
Arnaud Desjardin

No date

28 x 20cm, unpaged

Free, 14 June 2022
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BOOKS.

-1 Abbing, Hans. Why are artists poor?: the
exceptional economy of the arts. Amsterdam:
Amsterdam University Press, ¢2002. Print.

-2 Archer, Caroline. Paris underground. 1* ed.
New York, NJ : Mark Batty, 2005. Print.
-3Arendt, Hannah. Between past and
future: cight exercises in political 1
‘Harmondsworth : Penguin, 1977, c1956. Print.

-4 Baldessari, John. More than you wanted
t0 knoro about Jokn Baldessari, Zurich: JRP/
Ringier, 2013. Print.

-5 Baas, Jacquelynn. Fluzus and the essential
‘questions of life. Hanover: Hood Museum of
Art, Dartmouth College, c2011. Print.

+6. Barthes, Roland. The Eiffel Tower, and other
‘mythologies. New York: Hill and Wang, c1979.
it

+7. Barthes, Roland. Elements of s /. New
York: Hill and Wang, 1968. Print.

+s Bartram, Alan. Futurist and
the typography

text. New Haven: Yale University
Press, 2005. Print.



22.

Cash or Smash

Bada Song

London: eeodo, 2015
20 x 20cm, 50pgs
£14.95, 30 ]uly 2022

CASH OR SMASH

BADA SONG

well now
where are they 7
they are many
look ! temporal industrial sand-dust
like a song it was raining
my mother didn't understand Cash or Smash
like a song ora film
inmost time
the time of consciousness.
i could hear from outside
from the rain its turning breath

Cashor Smash

%

= The vendor's voice thundered through
my ears like ringing bells in a distant
market town or busy street. There

CATARINA CUBELO

before my eyes was something resem-
bling a sacred offering or a plentiful site
with food or tiny homes, cheap enough
for everyone not to ever be hungry or
homeless. A piece to admire, digest and
wonder about the repetition of life, its
dreams and disappointments. Something
to consume and destruct. Something

delicate enough to break and treasure.

CHELLY SAENZ
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23.

o (Infinity)

Emilie Lindsten

London: Jane & Jeremy, 2015
20 x 14.5cm, 60pgs

£50.00, 10 September 2021

(Image source: Jane & Jeremy)
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24.

AR the leftover
Meenyea Oh

2019
24.5x17x3.2cm

25.

220 on the window
Meenyea Oh

2019

21 x15x3cm

26.

H|Z & reflected
Meenyea Oh
2019

23.8x16x0.7cm
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27.

instagram@kdkkdk

KDK (Dokyun Kim)

Seoul: IANN Books, 2019

10.7 x 14.7 x 6¢cm, 1568pgs

42,000 KRW (£24.00), 15 September 2022

005 40 UonIP3
HOH
AP P @weibeysur

8-0Z-VLESS-LL-6L6 NEGSI

UOM QQO'ZY 9dld

NNVI

(Image source: IANN Books)

o8 201 0rene
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28.

The Dematerialization of the Art Object (for Kids)
Thomas Geiger

Vienna: Mark Pezinger Books, 2020

21x21lcm, 6pgs

€16.00, 20 June 2022

235



29.

Airport Love Theme

Hamishi Farah

London: Book Works, 2020, 2023 (2nd ed.)
20 x 15cm, 128pgs

£5.00 (Book Works Readers Club subscription), 2023

S0 IF SOMEBODY ON THE STREET
THINKS YouR SHIT I3 DoPE AND WANTS
To BUY ONE, YOU WONT JELL (T.°

NT | WeuLoNT, | COULP ADVIS
THEM To GET IN CoNTACLT wiTH
THE GALLERY THOVGH

@H THATS

—\ U

T - e
WE GoT OURIELVES l
A PRMA DaNNa' U

—

A e

fa

L 1

11

TOFFICER. ROBERTA GAWINS EXITS

(Image source: Book Works)
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30.
i B S AFEEAL BackgroundRadiationReflection
Heesue Kwon

Seoul: NUN, 2021
22.3 x 15.2cm, 232pgs
18,000 KRW (£12.50), 14 September 2023
Free, 28 September 2023
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There is a white box

Events that take place in here
begin the moment you enter

A scene only exists through
the viewing eyes

INTRO

As a door opens, a white n
wall is facing you

You are standing still

looking at the wall

Your gaze draws along the

white surface of the wall,

And the white screen shows you
turning the corner, heading

towards the entrance,

And, disappearing

You are an audience invited
to this space, a performer,
And you yourself

You are hesitating in front
of the revolving door

Pushing the door inside and
then reentering with directions

As you enter, you

give hinm a look

You move inside a scene
you cannot see

And the scene you're seeing
moves along with the

scene you couldn't see

You enter pushing the
revolving door
The scene begins so

the door does not open nor close 42
as 1ight comes in through Mo
overlaid layers

a scene is neither

revealed nor hidden

while one person comes in |
And other one follows,
The view is not separated

And the door fitting just
the size of the body

237




31.

The Inner Monologue of a Book
Rahel Zoller

London, 2012, 2021 (2nd ed.)
21 x 14cm, 8pgs

Free, 1 February 2023

RAHEL ZOLLER

R ,
sl Th il

The Inner Monologue
of a Book

will il uevive i s raditional form or whether the E-book. ith
Tieriy

LONDON, 2012 wmon 2 {3/

32.

Catalogue of Mistakes 2011-2021
Rahel Zoller

London, 2021

21 x 14.8cm, 24pgs

£15.00, 7 April 2022

(Image source: Rahel Zoller)
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33.

Printed Cinema

Rosa Barba

New York: Dancing Foxes Press, 2021 (Archival box edition)
Project ongoing since 2004

22 issues of various dimension

Free, 16 February 2023 (PDF file provided by the artist)

(Image source: Dancing Foxes Press)

34.

werkboek

An Onghena & Jivan van der Ende
Antwerp: kabinet.studio, 2021
29.7 x 21cm, 48pgs

(Image source: einbuch.haus)
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35.

Before the Breeze

Seungeon Yi

2022

12.5x 19.5cm, 56pgs

$30.00 (including international shipping), 20 July 2022

, Jet’s Shae mac”
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36.

Book Manifest (3rd ed.)

Irma Boom

Koln: Buchhandlung Walther Ko6nig, 2022
15x 11 x 4cm, 1000pgs

£38.00, 29 October 2022

(Image source: shashasha)
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37.
Dear Bathos, Love

Fiona Banner

London: The Vanity Press, 2022
14.8 x 10.5 c¢m, postcard
£5.00, 7 April 2022
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38.

The Woods Decay, The Woods Decoy and Fall, a Noh Play in Three Acts
/ Pranayama Organ: Eight Thoughts (Recto/Verso)

Fiona Banner

London: The Vanity Press, 2022

29.7 x 21cm, unpaged

£15.00, 7 April 2022

(Image source: Fiona Banner)
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39.

The covers might be soft
Claudia de la Torre
Geneva: Boabooks, 2022
17 x 24cm, 112pgs
£25.00, 12 May 2023

(Image source: Boabooks)
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40.

Fantasies on a Found Phone, Dedicated to the Man Who Lost it
Mahmoud Khaled

London: Book Works, 2022

17.8 x 10.6cm, 144pgs

£5.00 (Book Works Readers Club subscription), 2022

Fm weoriong with
rasearch and
dmymlegrmn) | wemply

lave iy ! | live nzn
called Bead Lif, Bt |
i o Hhiing. Ses will
o guy on regular bess,

FANTASIES ON A
FOUND PHONE,
DEDICATED TO THE
MAN WHO LOST IT

IO

41.

Practice Makes Perfect

Rosa-Johan Uddoh

London: Book Works, 2022

14 x 20cm, 140pgs

£5.00 (Book Works Readers Club subscription), 2022

PRACTICE MAKES PERFECT

L -
2

)

-
ROSA-JOHAN UDDOH

CY

- "3

-

-

s, ™

(Image source: Book Works)
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42.

Black Slit

Katrina Palmer

London: Book Works, 2023

18 x 12cm, 96pgs

£5.00 (Book Works Readers Club subscription), 2023

Katrina Palmer

- |
= ~
- R —— —+

(Image source: Book Works)
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43.

Did you spot the Gorilla?

Sigune Hamann

London: The Everyday Press, 2023
23.3x17.5cm, 32pgs

Free, 25 January 2023

(Image source: The Everyday Press)
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44,

Other Reflexes

Diana Georgiou

London: Book Works, 2023
18 x 11.5cm, 176pgs

£5.00 (Book Works Readers Club subscription), 2023

@i -

~etexes

B

(eo oo

SONIC MEMORIES

Did I ever tell you that [ am a little deaf? My left ear

is more tuned up than my right. This is the ear I sleep
on to shut the world out. It is the one that I press the
handset against when I pick up the phone. The ear that
I always extend to spy on secret talk, the one that I first
pierced at the helix, the left ear that once leaned over to
meet your lips in a noisy room.

Did I ever tell you that I used to be afraid of the
dark? Mum would have to sit patiently by my side or
pretend to sleep so that I could doze off. When she
snuck out, she would make sure that the door was half
open so that a triangle of light lit up our floor. Triangles
of light still make me feel safe. We slept together until
I was nine. Rather, I slept, while she guarded my dreams.
I don't ever remember her sleeping.

A window in the bedroom, as far as I can recall,
would always have to be slightly open and never covered.
To this day, this little detail follows me through the
hundreds of rooms I have slept in. I developed an aver-
sion to curtains, low ceilings, thick fabrics, clothes,
tights — restraining and swaddling things. I cultivated
a passion for transparent, light and delicate goods,
like filo pastry and lace, poreelain tea cups and crystal
ashtrays. But this is not what you need to know. As one
of my first lessons in perseverance, I refined my ability
to block out certain sounds by becoming more of a
reader than a listener. While such a conversion shouldn’t
ordinarily be of concern, it is nonetheless the reason

14

(Image source: Book Works)

for where you and I find ourselves. Let me tell you
what I remember; memories from before I made myself
selectively deaf.

With the night window about three inches ajar,
I could feel that outside my room the world was still
reassuringly in motion. Late at night, in such a small
town, all you might hear would be the occasional car, the
neighbours taking out the trash, the odd couple speaking
in hushed tones on their way home from a restaurant.
Pigeons would rest between the rooftops cooing gossip
to one another, and bats would swing into the trees like
acrobats somersaulting onto a luscious banquet. The cats
were always the highlight of my evenings. They made
me laugh and, if I wasn’t too sleepy, I would jump to the
window, watch their spiky backs, and feel my own nape
hairs prick up at their shrill and throaty threats when
they fought over the contents of the garbage cans. Only
later did I find out that this was the preliminary sound
to what most often ended in savage copulation. These
fl."w 5()11]’1{!5 were cn()llg]’l f(IT me to kl'l(.‘w l‘l‘!at a" was
as it should be in the world outside. These sounds also
signalled that the morning would soon arrive, and with it
the buzzing that I longed to hear. There was no danger
in sleeping if I could hear even the faint humming of the
day in the darkness and stillness of the night.

Morning. The tempo slowly rising. Cars and trucks
revving up their engines at the crack of dawn have long
held a place on my roster of comforting sounds. We
didn't have trains. The reverie of endless distance and
escape which they evoke was something that could not

15



45,

That Fire Over There

Prem Sahib

London: Book Works, 2023

24 x 17cm, 240pgs

£5.00 (Book Works Readers Club subscription), 2023

(Image source: Book Works)
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APPENDICES

Appendix 1. Participant Information Sheet
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PARTICIPANT INFORMATION

To whom invited,

| would like to invite you to take part in my PhD research. To help your decision, | will briefly
explain what this research is about and what it would be asking from you. | ask that you first
review the following information. Please feel free to ask any questions that may arise.

It is entirely up to you to decide whether to participate in this research. If you agree to take
part, | will then ask you to sign a consent form. Please note that you have the right to withdraw
your participation at any time without having to give a reason before the fieldwork period for
this research is terminated (by August 2023). Even after this point, you will still be able to
change your consent regarding data use and request for withdrawal of any specific
information or quotation until the research is completed (August 2024).

Research Title and Purpose
Anchoring the Practice—Contemporary Artists’ Books as Translational Objects

This research rediscovers the contemporary presence of artists’ books, focusing on how they
embody and represent artistic process. In light of the art market’s relative lack of interest in
artworks that are dematerialised, ephemeral, and hence more process-driven, artists’ books
can be seen as an alternative mode for representing these practices. Within this context, the
research investigates how publishing artists’ books today can be an effective cultural strategy
for translating the values in the immaterial dimension of practice into distributable outcomes
and clarifies the rationale for choosing artists’ books as a methodology to convey art.

What Your Participation Entails

Your role in this research will be an interviewee sharing your experiences and knowledge
relevant to the production, distribution, and collection of artists’ books. If you agree to
participate, you will be involved until August 2024, which is when this research is expected to
be completed. While you are involved, | will contact you to conduct the interview, check the
interview’s transcription or translation, and ask for your approval of my use of data prior to any
publication of the research.

The interview will be approximately 1 to 1.5 hours long. | would prefer to have the interview
in person, but please express your concern if that would make you less comfortable. In such
case, we can switch to online or written format. When having the interview in person, we will
agree on a venue that we both find most appropriate and comfortable. Examples of ideal
venues would be cafés, public studio spaces, lobbies of libraries, etc.

Participant Privacy and Confidentiality of Data

The data collected digitally through interviews (voice-recordings, photographs, notes,
transcriptions, translations, and self-documentation) as well as the consent forms, will be
encrypted and stored in my password-protected laptop. The data collected in physical form
(notes, sketches, physically signed consent forms) will be reproduced in digital formats
through scans and be stored under the same protocol as other digital data.
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All information you share will be treated confidentially, and data will only be used for the
purposes of the research for which written consent has been sought. | will not share the data
with any third parties. Where specific quotes or pieces of personal information (e.g., your
name, job title, organization) are to be made public, you will always be consulted before any
material is made public.

Upon completion of the research (expected to be August 2024), all data will be securely
deleted. However, if you agree to give me consent, | would like to retain your data for possible
publication opportunities beyond the PhD dissertation for 2 years (until August 2026). If your
data are to be used for any purposes other than the current PhD research, | promise to inform
you again and renew the consent. The data will always be stored securely in a password-
protected device.

Expected Outcomes of Research
The findings of this research will be articulated through the publication of my dissertation
(60,000 words), addressing both general and academic audiences.

Contact Points

Research Degrees Team: researchdegrees@arts.ac.uk

Research Ethics Team: researchethics@arts.ac.uk

Central Saint Martins, UAL: Granary Building, 1 Granary Square, London N1C 4AA

Thank you for your time and attention. Your participation will be immensely appreciated.
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CONSENT FORM

Research Title
Anchoring the Practice—Contemporary Artists’ Books as Translational Objects

Please tick boxes for the consent you give:

(|

O

| confirm that | have read, understood, and been given a copy of the information
provided about the research. | have had the opportunity to consider the information,
ask questions, and | have had them answered satisfactorily.

| understand that my participation is voluntary and that | am free to withdraw at any
time until August 2023 without giving any reason, without my legal rights being
affected.

| understand that even after August 2023, | can still request to change my consent
regarding data use and request for withdrawal of any specific information or quotation
until the research is completed.

| agree to take part in the above research.

| agree that my interview can be voice-recorded and photographed.

| provisionally agree to my name, job title, and organization (if relevant) being used in
the PhD dissertation. | understand that | will be consulted again before any material is
made public.

| agree that my interview data can be retained beyond this PhD research for possible

publication opportunities other than the PhD dissertation, such as journal articles, book
chapters, conferences, and monographs until August 2026.

Name of Participant:

Date:

Signature:
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Appendix 3. Interview Transcripts

This appendix includes edited versions of the accounts provided by the official interviewees.
The interviews are listed in chronological order. For interviews that were conducted in Korean, I
included both the original transcription and their English translation. The transcription of non-

English names in the text referred to the official version given by the interviewee.

Interviewee A

Meenyea Oh is a visual artist based in Seoul. Her practice is deeply rooted in book arts as
she uses creative binding and printing techniques such as cyanotype and Van Dyke brown printing to
turn various materials into book form, many of which are singular copies due to the irreproducibility
of materials. She defines her works as artists’ books that contain her ideas within their experimental
materiality, structure, and images. Her recent exhibitions include ‘The Sound of a Book Closing
20| E5l= A2 (Mumokjeok Gallery, 2023), ‘New Classic’ (KT&G Sangsangmadang, 2022), and
‘Unreachable O|2| 2| Q=" (Perigee Gallery, 2019).

14 September 2022, Seoul

Hyunjoo Cho: Which category of participants best defines you? Please tell me all that apply: Maker
(artist, designer), Facilitator (curator, editor, publisher), Distributor (distributor, retailer), Collector
(collector, archivist, librarian, consumer).
Meenyea Oh: I am an artist making artist’s books and consumer of artists’ books by other artists.
OtE|AESS TEE 2{7t0|A} CHE OIE|AESS9| AH|AIL}
HC: Why do you make artists’ books? How do your books fit into your overall practice?
MO: Artists’ books are books, and the book is a medium that we have a pretty common cultural
understanding of People have certain expectations when viewing books, like concepts of pages or
symbols in texts. As an artist, it’s interesting to be able to vary these rules. O}E[AES2 240{| A A| &
QUM Hojets A2 222 gol7t & OiA0]A] 27t AFd=0| 0] 7|thst= HhS0[ AL,
H|O|Z[2] 7HFO|Lt HHIAES| FRE & FoxE A& FES0| AU EL A 28 HFE &
U= A0| 27t2M S0| S,
I always liked reading books since I was young, and I went to an art-focused middle school where I
came to know about art books and artists’ books. I studied design in college and took a ‘conceptual
design’ course. One of the assignments from the course was to interpret everyday experiences through
designer’s eyes, and I chose to make a book for that project. Then I went to graduate school to study
art history, but I felt that it suits me better to make my own works than to curate exhibitions or
research. So, I started making books again, but the print shops just didn’t understand most of my
plans or projects. I decided to learn how to make books from scratch including printing and binding
techniques, which led me to a workshop that made books very traditionally. In the beginning, I
repeated the process of disassembling old books to repair it page by page and binding them back
again. The whole act felt like a process of healing, and I felt as if I was meditating. From that
experience, I came to think that the process of making a book is similar to building a house. Just like
laying groundwork, erecting pillars, and building walls, it takes a lot of time and effort to turn sheets
of paper into a book. I want my books to have such a sense in their quality and structure, so I try to

come up with formats and materials that match the contents. 2 FE| 2#Z Q= Z ZOIIUY D
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‘Why a book? Why does it have to be a book?” When I hear questions like this, all I can say is that it
just happened. Works that I think don’t ask for the book form are made in other mediums, too. I've
made framed prints, hanging installations, and fabric pieces. ‘2 2H0|0}? of 25 2H0|0{Of 5f{?* O| 2

2SS SOl T T HACH of7|2of & 4 QICH 0| OfLI0|E &l 2RSS Ot el
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HC: Do you think artists’ books are socially and culturally valuable? If so, what makes you think that
they are?

MO: Yes, I do think so. The reason is that historically, people—poets and artists at first—were able

to rediscover books through artists’ books. I think the book medium today have higher chance of
surviving because of the unique physical properties artists’ books offer. These properties include
spatiality and temporality. And, although it’s not the case for my single-copy books, most artists’ books
can be relatively mass-produced and thus are more accessible to people than other forms of art. Also
because they’re just ‘books. Personally, I don’t wish to make works that the public finds too esoteric.

I think I worry about this aspect because I make ‘books’ 1 Z L1 MZISICt O|F= FALHL =
OtE|AESES Sall AIO|L} Ol SO| S MEAY 4 AAY| W2O0|Ct OE[AES 1 SR
=30 A7|0f| 240] Ot 2tE0| FH HORICIL E2tst &t 1 =240 S7Hg2t AlZHS0l
SOU7I=StL7E 2|0 Y= 2IFQ U &Y YA 2= T2 LHE OtE| AESS2 H| w4
CHe Y Lhol 7hsstal, &, 2H0|7| Ii20f BHE oz 2FZE0 AlgE2 82401 8 w2 + UL
25ttt JHl 22 tiE0| HF Halsitil L7 AE5S WS A A| gths E40| UL U7t
g =7 i2of ol 1S ste A E7|%= Stht

HC: Why are your books unique copies? Is this something that you pursue on purpose?

MO: I don’t particularly pursue to produce unique copies. It’s usually due to unavoidable conditions.
When I can no longer obtain the paper I used for the first copy or when I relied heavily on
coincidental effects to make the book’s aesthetics that I decide against making further editions. I am

aware that this somewhat conflicts with the values of artists’ books I mentioned just now. R Y22

Y2l 3254 242 OlLICH 220l A8 B01E CfE 23 YUEN, Suiol Buj p

o - O
247t BEA| ote 27t 2Us W20 72=s TS T Ol 2| E40[ oA ”E*%J
OfE|AESO| 712|2f CiA HE5tth= A2 24 '3f ULt

HC: How would you describe the position of artists’ books in the contemporary art market? What are
the things that you notice are different in their consumption compared to artworks of other mediums?
MO: While other mediums are mostly distributed through galleries, artists’ books go through

bookstores. Other than that, the most common way to present artists’ books to the public is
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exhibitions. Book fairs are another major channel, but the categorical boundaries between books that
are traded at book fairs seem quite ambiguous. When I visited, there weren’t that many books that I
would call artists’ books. I can’t speak for book fairs in other countries since I haven’t been to them,
but at least Korean book fairs seem to focus more on independent publishing and related goods. CI=
OfiA|S0| E& A2{2|E ST OIE|AES2 TP MEHE Sste A 2T 1 2/0f 37i=l= A2
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HC: What about the position of immaterial art and its consumption? Do you notice anything?
MO: I agree with your view that the current art market favors traditional mediums and that it makes
it difficult for immaterial art to be fully recognized. To a certain extent, this is inevitable because
immaterial art generally disappears after its staging or exhibition, and it’s virtually impossible for the
audiences to fully remember it. Even when you archive it with photographs or videos, I don’t think
it captures all the tension or realism of the site at that moment. Because it’s already over. That’s why
there’s always a gap between the viewer and the artist when it comes to immaterial art. Of|= A[ 0]
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HC: One of my hypotheses in this research is that artists’ books can function as the container for
immaterial art. Does this idea make sense to you? Have you made any books in line with this idea?
MO: That hasn’t been the direct motivation for any of my works yet, but I am planning on turning
my dance into a book in the near future. I've been dancing tango for six years now, and I'm thinking
of making a book about the process of learning the dance or my experience with it in general. I think
that would be an example of bringing immaterial art into the format of a physical book. 124 2| Z 20|
S7|2 Aot2 M2 ot SAB, YOR £2 MO UIS0HI M7l BT 61 HEE YIS
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HC: What do you think are the differences and similarities between artists’ books and exhibitions as
modes of presentation?

MO: Most books have texts, images, and spatial concept that we call ‘pages’. I once thought that these
elements are quite similar to those that make up exhibitions. But they are also different. I find books
to be ‘closed structures’—their most natural state is when their covers are closed, to begin with. But
exhibitions are spatially open, open structures. These conflicting qualities make it difficult to exhibit
artists’ books (or any books). You have to open this previously closed object and present it in an
open space, and it’s not easy. In my early days, I kept my books in acrylic boxes or vitrines to prevent
damage, but that way was disappointing that only a very small section of the book could be shown
and that the audience could not feel the weight or texture of the pages. So, I started to exhibit video
recordings of me turning the pages and displayed them in QR codes or just risk the book getting
damaged and let the visitors flip through the books themselves. £ & 240fl= 21t O|0|Z|7} 11
A|H0|2tE 0| A, 0] 2450| StH| WAIE Fd5ts RS2 U= EZS & 40|
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HC: That’s one of the effects of working with the book medium on your practice, I guess. Is there
anything else that you find unique to the practice of making artists’ books?

MO: Since I deal with artists’ books and the book medium, I’'m always conscious of my boundaries.
It’s almost always vague whether my works are just books, artworks, or craftworks. My audience

has vastly different reactions as well. In fact, any art contains at least a little bit of craft-like element,
but it feels like books are more strongly associated with crafts. I think about this issue when I'm
applying for grants as well—whether to apply in the crafts category or the visual arts category. I hope
people’s understanding of artists’ books could be expanded. OtE|AES 12|11 240|2t= 04| S
CHE7| 201 FA|Ol CHEr A210] S AT O'd 2|, 245 217|, s0f|elz] 23 250 &
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HC: Do you think the value of artists’ books are expressed well in their prices in general? In other
words, do you think artists’ books are traded at fair prices?

MO: I think they’re still too cheap, even when they are handmade special editions. Perhaps it’s
difficult to enter the market with higher prices because people generally perceive books as cheap. OF2
L2 AZototal d2feith a2 oCdSE D% AFRS0| 22 28 ATl Q47| 20
AlYo =2 7HH 2= 2ste A F2( A 2L

HC: What factors do you consider when pricing your artists’ books? Are there any particular
standards or reasonings behind your prices?

MO: When setting the price, I think the cost of raw materials, amount of time that went in, and the
prestige of the artist are the key. In the case of Korea, there are not that many famous artists who make
artists’ books, which I think could be making the prices lower in general. In my case, I don’t sell my
books since most of them are unique copies. The only context in which I set a price for my books
was when I was getting them insured before exhibitions, so, I was more focused on whether or not

I could make the same book again. 7} A2 02 e EE AMZH|, 2t A|ZH 2719 | BS It
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Interviewee B

Jeongeun Kim is the Director of the publisher IANN (founded in 2007) and the Artistic
Director of The Reference, a cultural platform that brings together a bookstore and an exhibition
space in Seoul (founded in 2018). Her background in design and photography has led her to her
current understanding of the book medium. She aims to share and expand such an understanding
through her interdisciplinary work at IANN and The Reference, particularly focusing on the idea of
artists’ books within the larger context of art books.

15 September 2022, The Reference, Seoul

Hyunjoo Cho: Which category of participants best defines you? Please tell me all that apply: Maker
(artist, designer), Facilitator (curator, editor, publisher), Distributor (distributor, retailer), Collector
(collector, archivist, librarian, consumer).

Jeongeun Kim: I'm the Artistic Director of The Reference, which is both a bookstore and an
exhibition space, and the Director of publisher IANN, where I'm responsible for everything from
publication to sales. In summary, I'm a curator, editor/publisher, and distributor/retailer of art books.
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HC: Do you think artists’ books are socially and culturally valuable? If so, what makes you think that
they are?
JK: Artists’ books bring to mind the American Conceptual Artists in the 1960s and 70s or the Fluxus
movement, but today’s artists’ books seem to have become much more diversified and broader in
terms of their roles. I believe that artists’ books can serve as a tool to expand the horizons of how
art functions as art. They are able to disseminate the artists’ thoughts more quickly and make them
more accessible than other types of artworks. Also, I think they’re meaningful in that they continue
to connect people—from artists, publishers, mediators to viewers, and continue to convey this social
dynamic to the public. Artists’ books or art books in general are yet to be deeply understood within
Korea. So, I'm very conscious of defining and expanding this topic through our platform at the
Reference. How we perceive books often decides who we are. OtE|AE20|2tH O|=2| 60EHCH, 70
L 7H'g 0ls0|L SHMA 25 S HES ==, AS2| OtE|AES2 O Ago| HFt
W CHs 02 A ZCE ol=0] olz2A 7|sshs EAl A-UM 2 ABE HsiF= 4
OtE| AESO0| StLto] =47t 4= ACHL Y2HetCt T2 HEfO| AFSELE 25| o WEA 277t
A4 2t5} H|.E Z—|11|-;|-_l 220 T2 4 QA SHe EAS 71R| D QUCH &£ 27 S otE = Al2S
FE 2E Zf% A ASHM At e FEAIZ|L, J2fet AleldE AEsHA S0l
dote Cﬁ@% B2 A7[0f 7| O|SHEfAL Y 2Bt OF27kR|= L0 A OIE|AES e S
ES0[2tl 22|f= =& o= U OlsiE[R] ot U= A ZT J2M HefHaiset=
FHE YA Holstil 2 A[HO} °*77f01| Cheh n210] AL}, 240[2k= A3 O G|
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HC: In the most expansive way, what would the category of artists’ books include for you?

JK: It’s very difficult know their boundaries. In the case of Korea, artists’ books were properly
introduced only in the 2020s within the context of independent publishing that had started to
flourish as a practice in the mid- or late 2010s. Depending on the desired format and function, these

publications can be zines, magazines, monographs, periodicals, or catalogues. Also, just because a

259



publication is labeled ‘artist’s book’ doesn’t mean that it’s made solely by the artist. Editors or other
intermediaries like me intervene as well as collaborators. _1 StH|E 7H55t7| 2 22 O{HCt, o=
E%, 20201010l SO{MoF S STH0| 2E3E|7| Al2fStHA L7t ZHE 2oj2t= 2 Wee =
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The definition of artists’ books, in my opinion, is an ‘outcome of practice’ that can be encountered
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as a tangible object—the ultimate object that adds materiality to a practice. Immaterial practices like
performance art and land art are eventually materialized when their performative processes and
attitudes are captured in photographic documentation or texts. Since books have physical bodies,

I think they can also contain the ‘spirit’—like vessels. We could understand these books as holistic
artworks or as by-products and relics of practices. It’s all about archiving, eventually. Books are shapes
of traces that artistic acts could leave. Lj 7| AZ2t5}= OIE|AEE9| Ho|2t AlZIZ0| QB2 Ot
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HC: How would you describe the position of artists’ books in the contemporary art market? What are
the things that you notice are different in their consumption compared to artworks of other mediums?
JK: I think the readership of artists’ books is very narrow, and the demand is so low to the point that
it’s almost non-existent. An ideal market would grow from the balance between supply and demand,
but there really aren’t that many people who understand and are willing to purchase artists’ books.
So, very extreme prices are set by very small number of buyers. Books by artists who are already have
a reputation always sell better. And the people who purchase artists’ books even when the prices are
high do so because they consider the books as artworks, not just ‘books’ or souvenirs. On top of all
that, the market itself operates to inflate the prices. Ed Ruscha’s 26 Gasoline Stations, for instance—
the price set by the artist was a couple of dollars, but now that the market has taken over its sales,

it’s become this huge title that’s practically impossible to obtain. OlE|AE S0 ZXt=2 AUCH CHEHS|
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Another characteristic of the artist’s book market—or the scene itself—is that it has ironically spread
to every corner of the world and become localized, more than one might expect. Book fairs in
Singapore and Shanghai have grown to become much larger markets than the ones in Korea. It seems
to be an appropriate moment to think of forming a connection of power, or cultural solidarity having
art publishing as a common context. OlE|AES A&} MO| &t 6F 72| E2 O10|2{L|5HAH| =
0| S HMA M M0 T U Zf2f0f 2etol| StE ARt = Fst Ut AO|T.
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HC: What factors do you consider when pricing your (artists’) books? Are there any particular
standards or reasonings behind your prices?

JK: As the Director of IANN, I decide the prices based on costs. I calculate how many copies we

need to produce to make the amount of cost allocated to each copy reasonable. If needed, we publish
books in both special and regular edition. Special editions include artist prints and have much smaller
edition numbers, which allows us to set the prices high. As for the regular editions, we price them
closer to the general price level of books so that any can easily access them. When external grants or
budgets sponsor our projects, we choose to increase the number of copies or lower the price so that
even more people can afford it. 0|9t EAO| CHEZ A= A|2tH|0f| 2} 2 St EQ= HE2 &
o2 LIS M o Fof 7tA0| 4 FetvtE Wl TRSITHE A2 ofCjdat Yt ofcjds
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HC: Why do you make artists’ books? How do your books fit into your overall practice?
JK: I've always ambiguously liked being in the general cultural environment related to books and
reading. I studied Design during college and learned about the medium of photography when I was
in the UK to study abroad. When I returned to Korea, I founded IANN in 2007, then a magazine
specializing in Asian photography art. It later grew into a publishing house. As I encountered
numerous books in the process and traded them at The Reference, I came to know the larger context
of artists’ books to which the magazines and books I had been making belonged. I also learned that
although artists have different values about and ways of using the book medium, they were sharing
a certain collective dynamic between those who work through books. Knowing that, we try to
define IANN and The Reference as platforms where various domains conjoin, rather than as just a
publisher, space, place, or an exhibition site. And we definitely put more weight on the ‘bookstore’
side of the identity at The Reference. It’s as if the element of exhibition, which more people find
familiar, has been brought in as a bait to further promote the concept of art books, including
artists’ books. 24t SA0f| 2AAE Ml 2ot &F 2H0f A= A A E = LAt o
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As for my sense of duty as a publisher, my original goal was to edit to let the artist communicate their
perspective through the book’s materiality. Now, in addition to that, I desire to create works of slightly
larger scale—books that can serve as archives, as metadata. For example, we publish an archival
series on Korean photographers. It’s a series that reissues or reinterprets photo books by modern

and contemporary Korean photographers. 2010 2 A{9| AtHZI0|2}H 2= 2E7to| ZHE M|AS
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HC: I imagine that you have witnessed various artistic practices becoming translated into book forms.
Do you recall any particularly interesting cases?

JK: If I were to pick from the projects I participated in, there is a book called instagram@kdkkdk by
Do Kyun Kim. It’s an artist’s book in the concept of post-exhibition catalogue, and I participated in
its production as a director and editor. Do Kyun Kim uploaded 1,555 photos to his Instagram account
over 2,456 days since 2011, when Instagram was starting to gain attention. And in 2017, he held a
solo exhibition at Sangup Gallery, Seoul, where all of these photos were printed in single Polaroid
format and displayed for sale. All of the photos were sold out during the exhibition period, and upon
the end of the exhibition, Do Kyun Kim deleted his Instagram account. When he published this
book, instagram@kdkkdk, he included all of the 1,555 photos and the list of people who purchased
the prints. All of the photos taken over a period of six and a half years, the dates they were taken, the
one-time performance where the photos were displayed and taken away after being sold, basically the

entire practice remains only through this book. | 20f| 21 2t0{3iH 2HS F oF 71| O|A|E SAIH
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It’s still very hard to find artists in Korea who use books as their primary medium or sole basis of
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work. So, there’s a bit of discrepancy in assuming artists’ books published in Korea so far to be 100%
by the artists. Rather, in many cases, intermediaries like me play the role of presenting the context

of artists’ books and participate in the translation of artists’ works into books. But again, that’s

also a basic condition of artists’ books and books in general—born from subtle tangents between
collaborators. Being involved in these processes is interesting and fun. It becomes very obscure when
someone starts questioning whether the books I published could be classified as artists’ books or not.
I don’t think that’s the crux of the issue, though. O}2] =L{Of|= 2717} 202 25 Of7HZ0[Lt 29
FLE VLR HE FR= L =L Q2iM BN ZLHOIM S2St OtE[AESS0[ 100%
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Still, I think of categories persistently. Right now, I'm holding an art book research meetings with
several colleagues who are active in the art publishing field. It’s mainly a place to diagnose how our
areas of activity are being formed, based on each other’s opinions and findings. Z12H& 2 =20j| C{SH
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Interview C

Yongtae Bae is an art book dealer and collector based in Seoul. He runs Alice Sugar, a
bookshop that deals primarily with vintage art books. His background is in Korean literature, which

has been one of his gateways to understanding and appreciating books.

September 15 2022, Seoul

Hyunjoo Cho: Which category of participants best defines you? Please tell me all that apply: Maker
(artist, designer), Facilitator (curator, editor, publisher), Distributor (distributor, retailer), Collector
(collector, archivist, librarian, consumer).

Yongtae Bae: I'm an art book dealer and collector running an antique bookshop called Alice Sugar.

The item that I collect the most personally is pop-up books. I've been collecting them for 20 years. ¢

YelAfobets QE|A S4E 2EotTA 5 ZHES Hot ULE WA= 71 Bo| £k
=52 HYS0|CE 20EA £ AT

HC: What is your standard when purchasing artists’ books for the collection? What kinds of books are
you after?
YB: Since most of the books I deal with are vintage books from the early or mid-20th century, the
condition, such as that of the binding and paper, is the most important. And considering the rarity
and originality, I try to obtain the original editions, if possible. If not, I choose reprints that are
most similar to the original edition in terms of the cover page, binding, printing method, and paper
type. Also, since books by famous artists are most in demand, I tend to prioritize purchasing books
by artists who are well-known to the Korean audience. BIE|Z|§& 22= Z7t (2E0|CtE L
AP01L 801 & 20| YEpDE 71 B3t I SAHOI 22l2/galelE lﬂﬁHH =2
ETES AT 0L 2TES PH 2 Irie K2 B0 DA, A3 YA, A4f B4, 30| 27
& wAret A4S 1ECL J2|1 OfFeie R 2719 20| AL # 7t BEEL
=U M%*%OI ‘1!475* 27t 2453 HA FYSHA EC.

HC: How would you describe the position of artists’ books in the contemporary art market? What are
the things that you notice are different in their consumption compared to artworks of other mediums?
YB: Artists’ books themselves have a very shallow consumer base. Few people, unless they are serious
collectors, think they can spend a lot of money on purchasing these books. In the case of our shop as
well—there are very few customers who come in naturally while passing by. Most of my customers are
people who directly commission book collecting or those who come by appointments. The biggest
customer currently is Sojeon Book Art Gallery. They gave me a list of about 100 artists and asked me
to collect any books that these artists made or participated in. Public libraries also commission bulk
purchases with budgets between 10 million to 20 million won (£6000 to £12,000). O}E|AES0|2t=
A7t 2B 20| B3| YT B FUR M2 S ARRISO| oLk g
AtE Bl =2 %0l 2 4 AT Y25t= A2 E20 22| el FR0= ALt AAAAE A
S0{2= et &2 79| QItt &E2 UFE U 20 S 2d Q=IsiAL ofefs st 2=
M SO0ICH OF oA 71y 2 &92 ‘A S0IE 42Tt 1008 Y= A7t 2| AES FEAM 1
2750 S HO3UE OE[AESE RIS 2L 2Ot St S8 =ME0IM 1 2
HollM 2 B A = 22 TiF FO0HE 92 %* e QAT
And since artists’ books were an alternative format of art transaction from their beginning, it’s not
easy to associate them with high prices. Some say the genre started with the Arts & Crafts Movement
of the 1880s, some say the French livre dartiste in the 1920s and 30s. In 1920s and 30s, since there
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was a global economic depression, large artworks such as paintings were not selling well. So, art dealers
had artists produce prints and artists’ books that were even smaller in size than prints to diversify their
channel of revenue. Also, artists’ books could have come across as a more strategic choice because they
could target not only the art market but also the book collecting market and gift book market. To be
honest, artists’ books that were basically layers of prints bundled together would have been much more
valuable, artistically speaking. But since the pages of those books weren’t marked with edition numbers
or signed by the artists like individual prints were, artists’ books were often sold cheaper than a single
sheet of print in the market. They still are. That’s why galleries disassembled vintage artists’ books and
mounted each page separately to sell them as individual prints. 12|11 OtE[AES2 EHY BHHZE{ 7}
o=l thetAQl A2 FA0IAY| W20 =2 7HAa HZ A7|7F A| 4Tt 1880 OLE &
A2HZE 250| A|2H0|2H= 07| = 1, 1920~30HCH ZZA livre dartiste 7} A|20|2H= 0f7| =
U=, 1920~30FcH2] F2= MAHY 4 =2&7[0] 28 2 2 4&S0| 2t Ha|Y 7t OtE
221S0| Ui REZ CiAstA st7| flshM Tatd HSEOHE O 22 25 + A= Ol AESSS
S & AO|2fil BICH £, OLE|AESE2 7 AlY =2 OfL et 2 27 AL 7| ZES AZE
B 4 AU7| W20l O Ml RIS A= 2ECL AMY M2 02 9| THetS0| K0
AT osHe2= W O 7127 JARAIT, 2 HO|A|OtCh of T4 g/ 7F 2Lt 21712] AFRIO]
SO{7F2] @271 WE20f AlZ0M Q| OtE|AES2 Tal st YELIHE AP Eele 827t Bt Ak
Jct O2hAM A22| S0l BIE[R| OtE|AESS Zolio A TO|2|0IC} T2 E+15H SO Z2E=Z
27|% et

HC: What role or purpose do you wish your collection to play and serve? Is the collection just for sales?
YB: No. Like most collectors, I have a great desire to keep these books as an archive. So, when a book

I really like goes on sale, I often collect it again to keep it in my personal collection. I often exhibit the
collection as well. I've collaborated with public venues such as Lotte Gallery, POSCO Art Museum,

and Seoul Auction to show these books. OfL|C}, CHE-20| Z=lE{50| O X0| L= 0|H 2H5Z
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HC: Do you think artists’ books are socially and culturally valuable? If so, what makes you think that
they are?

YB: I think bookmaking is valuable because it’s an interdisciplinary practice. If you think of the criteria
for the ‘Beautiful Book Awards) they comprehensively evaluate the cover, binding, contents, editing,
and typography, which is a very wide spectrum of elements. Also, rather than hanging them on the wall
and worshipping like you do with paintings, you can take books out of their shelves and take them to
anywhere and show people the information and knowledge compressed within them. This, I think, is
the power of books—that they can exist anywhere, not just in art museums. To be honest, I don’t really
see artists’ books as ‘artworks’ It’s obvious that they are a genre of art, and it makes no sense to view
them only as mass-produced commodities, but treating them too carefully as if they are untouchable

or sacred, feels like damaging the nature of the book, which is to be held and appreciated. 2i2 BtE&=
A2 otLte] S o= 0|7| TZ0f 7t2[ STl HZITICt. OFSEE 2 Al 7|22 Y25EtE B4,
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Interviewee D

Heesue Kwon is an interdisciplinary artist based in Seoul. Her background is in video art, art
theory, and media art, from which she branched out into further fields including film, performance
art, and writing. She has published artists’ books to provide her audience with more diverse channels
to experience her works, which are largely immaterial and transitory. In 2021, she founded NUN, an
independent publisher, to continue her publishing practice and expand it into collaborations with
other artists. Her recent exhibitions and performances include ‘Dotolim Concert Series_165 =&
H3|_165 (Dotolim, 2023), “TELECINEVol.1 &2j|A|H[Vol.1’ (Collection Complete, 2023), and
‘BackgroundRadiationReflection B A= AtHEAP (Platform L, 2019).

28 September, 2022, Seoul

Hyunjoo Cho: Which category of participants best defines you? Please tell me all that apply: Maker
(artist, designer), Facilitator (curator, editor, publisher), Distributor (distributor, retailer), Collector
(collector, archivist, librarian, consumer).

Heesue Kwon: I'm a film director and a visual artist working in mixed media with a focus on
audiovisual performance. I'm also the director of the publishing company NUN, which I founded
to try producing and distributing artists’ books independently. I continue my practice with an
interest in exploring the frontiers between genres. 312 F3IZH=E 0|2t QU H|FY EIHAZ
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HC: Why do you make artists’ books? How do your books fit into your overall practice?
HK: I make artists’ books because I think the medium of books is another way to experience my
works on the same level as exhibitions, screens, stages, etc. But I do think that reading my books
should stand as an independent experience apart from other works and exhibitions. It shouldn’t
just be about straightforward documentation of works, but should also allow people to experience
things that they couldn’t at the site of the works or exhibitions. So, I consider my books to be both
extensions of my works and somewhat independent domains at the same time. The encounter with
a book is a very material experience of feeling the paper, a visual experience of seeing certain texts
or images, and a very multi-layered ‘place’ where you can lead imaginations while reading the book.
Simultaneously, because books are physically finite spaces with clear boundaries called ‘pages; the
density of their composition is powerful. 2{0|2t= O{A|7} ZA|, 2321, 20 S ST AE
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Also, books provide a more vivid experience that is less fragmented because the experience
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of turning the pages and feeling their flow accompanies the contents. In the case of my book
BackgroundRadiationReflection (2021), which is a project that stemmed from my exhibition and
performance in 2019 of the same title, worked with the motif of ‘revolving doors’ I thought that the
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act of reading a book and turning the pages seem to be in a revolving door-like cycle rather than a
linear, sequential timeframe. &£, 242 H|0|Z|E E7|H S&8 L7|= 480| &S SEtst7| W0
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HC: One of my hypotheses in this research is that artists’ books can function as the container for
immaterial art. Does this idea make sense to you? Have you made any books in line with this idea?
HK: I think it'd be possible to a certain extent, but don’t think an artist’s book can completely
substitute another work. Rather, I think it can be very helpful in understanding the artist’s thoughts,
process, and background in making a work. I think my works and books each deliver its own
experience to the viewer, which are quite different from one another. /= == 7tse 24 2424,
J20| 452 25| tiile = QIS A 20 23] 2717t o 42t 240 25
3 2Hg1 B E S Olstiste Clofl= =30] 0| & 4 US et d24eltt 452 45
OIE|AESE OIE|AESUZE S A0l AlSshe 222 F&0| AUCH d2tstct.

HC: Do you think artists’ books are socially and culturally valuable? If so, what makes you think that
they are?

HK: Artists’ books are a complex genre as their framework is books. First of all, I think they clearly
have value as archives. While exhibitions and performances get consumed and disappear, books

keep things through their spatiality and temporality, making themselves feel like relics. They’re an
effective medium that allows one to experience an artist’s worldview holistically. Performance artists,
in particular, often use their artists’ books as devices to show their ‘scores’ Books are useful for
essentially structuring the scores. In the case of my book, BackgroundRadiationReflection, I showed
not only the score but also compiled personal reasons behind creating the work in an essay format,
included my conversations with people after the performance and a contributive piece by curator
Ji-yeon Kim. Ji-yeon did not see my work at the exhibition in person, but she read my score for the
audience titled ‘Instructions for the Audience who has Converted into a Performer’ and annotated

it. The purpose of this score is not really to encourage the audience to replicate my performance, but
rather to guide them into a realm of imagination. So, as a result, my book contains multiple layers of
time, compiling what was done and not done before and after the performance. I tried to compose the
book so that I keep the work itself at the time of the performance and focus on things that happened
around it. OFE|AES2 1 S0[ Q1 Ph3 5§40l 20t I OF710|E2M9| 712|7t 23|
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HC: What do you think are the differences and similarities between artists’ books and exhibitions as
modes of presentation?

HK: As you just said, both of them are channels for presenting works, but I think the biggest
difference is in their mobility. Compared to exhibitions, artists’ books can move further into intimate
and everyday contexts and allow you to face art by yourself. 255t CHA|TD| SCt 252 ME0|=
S22|, 0|5 40| 7+ 2 2{0[S EQICt YZ5IC). OtE|AES2 OfFeie o LiZet 40t
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HC: How would you describe the position of artists’ books in the contemporary art market? What are
the things that you notice are different in their consumption compared to artworks of other mediums?
HK: I think the biggest difference between them is accessibility. To see paintings, sculptures, and
prints, you need to go to the places where they are displayed, but books can be kept near you. Another
huge difference is that the viewer experiences books through physical contact and that the viewer

gets to control the time during appreciation. For instance, performances have a clear beginning and
end, and the performer is the one deciding them. But books allow more autonomy for the viewer—
you can close and come back to them any time you want. C}Z Oi#|Q| Ol =F =2t 7t & 210|=
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Regarding the market, I think artists’ books lack independent, official platforms compared to other
mediums of art, which explains why there are so few attempts to collect artists’ books. They often
occupy a section within the overall book category or individual artists each has to deal with their
distribution and sales on their own. In other words, there is still a lack of public sites or official
markets where artists can interact with their book audience. This may be because people tend to
consider artists’ books only as by-products of other works, which is insufficient to form a prevalent
culture that orbits around artists’ books. A|20f| CHalf OH7|5tAIH, CHE Df4| =0l H|SH OtE|AEES
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HC: Do you think the value of artists’ books are expressed well in their prices in general? In other
words, do you think artists’ books are traded at fair prices?

HK: There may be a difference in degree depending on the case, but I don’t think they necessary are.
In fact, rather than the current prices, the way artists’ books are traded and distributed in the market
and the cultural perception of creating and experiencing books need to change. Nowadays, since so

many books come out so sporadically, the effort that goes into each book seems to be undervalued. If

267



we make books more carefully and include more contents to make people want to own them, I think
there may be more demand even if the prices are set higher. I myself plan to publish books only when
there is a stronger need and the rationale is clearer. 20 I2} Z=o| 240|= QYA J AHR|=
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At the same time, though, I don’t think the artist needs to accommodate the needs or perspectives of
the viewers when creating a book. The artist should be able to publish according to their ideas and
intentions, and concentrate on the ‘collision’ or sparks books make when they meet the viewers. But
the current book market is incapable of incubating an environment for such a dynamic. Simply put,
the process of going to a gallery to view a painting or sculpture and purchasing it is vastly different
from the process of going to a chain bookstore to find an artist’s book and buying it—it doesn’t allow
people to use their sensibility. SA|Of|, 2717t 242 OF= Off & S| L| =L} 20| 2Z[M BHS
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HC: What factors do you consider when pricing your artists’ books? Are there any particular
standards or reasonings behind your prices?

HK: The price is obviously set based on the production costs. However, I can’t cover all the costs
from selling the books because they’re more than you'd expect. Making a profit out of books was
not my priority to begin with, so I tried to set a reasonable price for consumers. The regular price of
BackgroundRadiationReflection is 20,000 won (£12.5), and when large retailers apply their typical
10% discount, the consumer price becomes 18,000 won (£11). 24| A|2{H|E HIElC =2 JtAS
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HC: 18,000 won (£11) sounds quite cheap considering the quality and variety of paper you've used in
this book. It’s also not a thin volume. Why didn’t you bring up the price level?
HK: Of course, it'd be nice to be able to make a profit, but it’s simply not a priority. It was more
important for me to embody my intentions in the book as much as possible, which is why I used
multiple types of paper in the volume. I chose to do this to make a connection to my performance,
where I also used different types of papers as props. @& £22 & £ QM =71 51 X|0F Che3|
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Also, in the case of Korea, there is no large demand for artists’ books to begin with, so I thought the
price should be kept low to minimize any barriers. I think that attracting people’s interest in artists’
books first requires the artists who create them to be aware of the current situation and their role,
although the artist may not be so interested in playing such a role. &£, 5t=2| AL OIE|AE S0 TSt
27t 3 g-dste|0] UR|= UChs 20| =Lt OIE[AE SO TSt 2l S 0|20 U= A2 f4
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HC: How much do you interact with the community that forms around book production and
circulation? Does this interaction affect your practice/activity in any way?

HK: I'm constantly connected to many people including designers, editors, curators, and retailers,
whether through contractual relationships or my practice. I expect my network to grow more as I
collaborate with other artists to publish their artists’ books at publisher NUN. C|Z}0|L, &I}
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Interviewee E

Myoungsoo Kim is a book artist, curator, and collector based in Seoul. He runs Pages Press, a
private press, to publish his works and lectures at various institutions on book art, book binding, and
artistic value of books. He is also known for his collaborations with artist Keith A. Smith. As a curator,
he specializes in book art and artists’ books and participated in the Seoul International Book Fair and

special exhibitions at the National Library of Korea.
29 September 2022, Seoul

Hyunjoo Cho: Which category of participants best defines you? Please tell me all that apply: Maker
(artist, designer), Facilitator (curator, editor, publisher), Distributor (distributor, retailer), Collector
(collector, archivist, librarian, consumer).

Myoungsoo Kim: I'm an artist and curator working based on book art. I run a private press called
Pages Press, and I also personally collect artists’ books. & OEE 7|8t 2 &5 FQl 47102}
F2{0[E{Ct. ‘Pages Press2h= L20[8l A S 2 Z0|Ct JHQIH o2 HAEIT 511 QCt,

HC: Why do you make artists’ books? How do your books fit into your overall practice?

MK: I’ve always felt that books are the most accessible medium and material—both from the
perspective of the person making it and viewing it. I also spent my childhood reading books, which
gravitated me towards them. And since books can be produced with relatively less manpower and

cost compared to other art mediums, I was able to experiment with them more. Of| 45 E{ 2H0| 7}
H2g0| 28 0L YOI A=t E 2 20 Tes AME Yy0IME OZ 0 B= AFEO
YZOIME JZC Ofls WREH S H2TM ITZH0| U7|= . 221 BHE O30 Bi3H
42 UHL HIE22 X A|2{0] 7hsot7| Tf20l| O €42 d2g 4 U= 0l YOo[AE A &Lt
HC: Do you think artists’ books are socially and culturally valuable? If so, what makes you think that
they are?
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MK: I think artists’ books are interesting because they conceptually expand the form of a book itself.
However, before answering further, I would like to clarify the definition of the genre of artists’ books
as I understand it. First of all, livres d’artiste and artists’ books are different in terms of how much the
artist takes an initiative. Most of livres d’artiste were made in response to the demands of publishers
or galleries, so they’re different from artists’ books where the artist is the main subject. From what I
understand, artists’ books became a trend in the 1960s when the mainstream art world migrated to
the United States after the end of World War II, where its meaning was later expanded by the Fluxus
Group. I think the term artists’ books itself being an English word carries this context. Furthermore,
book art is an umbrella concept that encompasses book objects, sculpture books, altered books,
artists’ books, etc., but it also differs from artists’ books in terms of its purpose. For example, I lecture
on and work with bookbinding, but that’s only a means and methodology, not the goal of my work. In
other words, I think there is a difference in direction between binding to create a work in the form of a
book and making a book for the sake of binding. There’s also a clear difference between artists’ books
and the catalog raisonné or catalogue. OlE|AE S 2H0|2t= YA A E /EH2Z =6t Q7|
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However, the important thing is these genres cannot be fully understood only in one plane. It is
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necessary to distinguish them clearly, but, in fact, they can never be completely separate from each
other as long as they’re all within the meta category of books. If you think about it, their relationship
may rather be three-dimensional. When viewed from the side, they are separate from each other,

but when seen from the front, they may appear overlapping. So, in the end, we could say that it’s the
viewer’s angle that determines their distinction. Z12{L} 235t 242 0[2{5t A=253 WHH{ o =0t
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Coming back to the original question, honestly, I don’t think I can say that artists’ books are socially
important. At this point, I feel like there are many more serious issues, both personally and socially.
But, if you think culturally, artists’ books are valuable because they add to the ‘cultural diversity’

of the arts—perhaps as a minority opinion. Without these attempts, the art world we have today
would not have existed. Everyone would still be working on paintings now. So, I think artists’ books
are meaningful in that they propose a new aspect of art to the viewers. 2222 ZO0I2tA, £2/5]
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HC: What do you think are the differences and similarities between artists’ books and exhibitions as
modes of presentation?

MK: I guess the difference is the size or physical scale. Aside from that, I think they actually have
more in common. The act of turning the pages of a book is conceptually very similar to the routes
visitors are guided to take through an exhibition. As far as I know, that’s what Ed Ruscha proposed
through his artist’s books—a ‘portable exhibition space’ that allows artists in the West Coast exhibit

in the East Coast. {0/ 20|23 2Lt 22|20l A2 12 HQI5He AFM BEHO| ZC %S 2
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HC: How would you describe the position of artists’ books in the contemporary art market? What are
the things that you notice are different in their consumption compared to artworks of other mediums?
MK: The reason why I used to co-direct a bookstore and studio for the past five years was because I
was concerned about this exact issue. What we emphasized the most there was serving as a platform
for discussion about the value of artists’ books. It’s inevitable to think of the ‘deals’ between producers
and consumers within the context of market economy in the capitalist era—accurate supply and
predictions of demand, reasonable price suggestions. From the perspective of artists who make artists’
books, they may be dissatisfied with their position in the market. Books published over the past 200
years after the Industrial Revolution were produced at extremely low costs due to the value of ‘sharing
intellectual property’ pursued by many journalists and intellectuals during the Enlightenment. It’s
difficult for artists’ books to be free from this context since they’re also books. In Korea, the market
value of books as perceived by the public is between 10,000 and 20,000 won (£6 and £12). Imported
books, between $20 and $30. So, if you think of the prince range of a general book, you obviously
cannot capture the value of an artwork in those numbers. However, to consumers, an artist’s book
is clearly a book that most often looks like a book, whether it’s signed by the artist or however much
its artistic value is highlighted. Such a difference in perspectives just can’t be helped. In the end, the
best thing we can do is to share and try to understand the different positions as much as possible.
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When I first made an artist’s book, I also gave it a ridiculously high price wanting to be compensated
for the time and effort I spent on it. I think it’s a mistake any early-career artist can make. However,

now, I'm more concerned about ‘expanding’ the artists’ books market than economic return on the
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project. If you make one copy and price it at 10 million won, there’ll be only one buyer, but if make 10
or 100 copies, the price per volume will decrease, but the market will expand as much. You shouldn’t
sell books at a loss, but in the end, you need consumers and collectors to be producing these books,
and they need artists to maintain the culture of consuming artists’ books. So, you should recognize
this circulation and reach a certain level of compromise when pricing your artists’ books. Lt= 2{&
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I think the curator(commissioner) plays an important role here. Curators must be able to persuade
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the market that the price set on an artwork is justifiable and must also play a role in helping artists
create works more productively. For example, they could suggest increasing the number of editions,
but at the same time keeping the number limited so that the market value of the publication could
be protected and controlled. 07| A S 25t Z10| F2{|0|&{(HO|M)Q| AE0|7|= &t Z4 ZC}.
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In short, artists’ books in the market are expensive when viewed as mass-produced products,

but ridiculously cheap when viewed as works of art. J2|StAtH, A|Z0|A{2] OIE|AESE2 CHE
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HC: How much do you interact with the community that forms around book production and
circulation? Does this interaction affect your practice/activity in any way?

MK: A community where you can share your opinions is very important for artists who make artists’
books. To serve that purpose, I ran a program called ‘Lab’ when I was working for the bookstore,
where we selected artists and supported their publications. I was in charge of guiding the artist

and providing technical advice throughout the entire process of formulating an idea into a book.
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Interviewee F

Helen Jungyeon Ku is a curator and researcher based in Seoul. Her work primarily focuses on
collective art practices and forms of knowledge production and distribution, including art publishing.
She worked as a Curator at Zero One Design Centre, Kookmin University and as a Co-Director at
Mediabus and The Book Society, which are hubs of independent art publishing in Seoul. She currently

works as the Head of Education Research at Leeum Museum of Art.

2 October, 2022, The Book Society, Seoul
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Hyunjoo Cho: Which category of participants best defines you? Please tell me all that apply: Maker
(artist, designer), Facilitator (curator, editor, publisher), Distributor (distributor, retailer), Collector
(collector, archivist, librarian, consumer).

Helen Jungyeon Ku: I'm a curator and researcher who plans and produces various art publications.

I majored in French literature, but I worked for planning cultural events such as film festivals and
started my career as a curator at Kookmin University’s Zero One Design Centre Gallery. C}F5H Of| &
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HC: What made you become interested in artists’ books? How does art publishing fit into your overall
practice?

HJK: My job at the Zero One Design Centre involved curating graphic design exhibitions. At the time
(mid-2000s), exhibitions focusing on design were rare in Korea. Nevertheless, designers were already
developing their own visual language and making various art publications with it in Europe, especially
in the Netherlands, so many of the exhibitions I curated were introducing the works of overseas
designers to Korean audience. This really opened up my thoughts towards art publications, and I grew
to be interested in new formats they were proposing. A2 C|Z}Q1 MIE{0|A{2Q| 20| 2= C|Zt2l
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As I continued to curate exhibitions, a network with designers was naturally formed, which

made me want to create a more independent platform. So, in 2007, I co-founded the publishing

house ‘Mediabus’ with Director Kyung Yong Lim. Since we had dreamed of a platform where we
showcase the stories and works of our colleagues, we published various materials including artist
zines, catalogues, and monographs, and curated exhibitions. We also held events to distribute our
publications, one of which was ‘“The Book Society’. It started in 2009 as an art book fair combining
seminars, book talks, and workshops, and in 2010, we established it into a permanent bookstore space
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Everything started with the objective of consolidating a site, or a community where we could work
with our colleagues. The reason why I, who am not a professionally trained editor, took up this

role was also because I had to deal with the medium of books, which rose to be at the center of this
community. So, I took on my role out of organic necessity. It’s not just the editorial role, actually—I
think I get involved with almost anything along the publishing process. This is more so because we’re
a small self-organized project, independent from institutions, 2= 2 1 (| o = =1}
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And on the other hand, I think Mediabus and The Book Society could happen because we had a solid
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relationship with the designer community as our backdrop. We had become each other’s condition. In
fact, because publishing is such a ‘public’ activity, you always need collaborators. Various members,
including translators, proofreaders, designers, artists, print shop owners, distributors, and so on,
come together to maintain this ecosystem. People who still believe in the presence and significance

of books as a medium with physical properties continue to participate in publishing. 12|11 &
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HC: Do you think artists’ books are socially and culturally valuable? If so, what makes you think that
they are?

HJK: The prevailing view is that our current notion of artists’ books was formed through the
sentiments of Conceptual Artists in the 1960s and 70s. Although I really like those works, I think their
concept really doesn’t fit the Korean art world today. I think the artists’ books produced in Korea
today are not just artists’ books, but rather books by more than a single creative mind. Now, artists’
books serve more as sites that allow various collaborators to come together, and it seems no longer
meaningful to draw the categorical boundary that they’re solely by the artists. I think artists’ books are
valuable in that they open up the possibilities of participation, allowing different subjects to join each
other and co-create works. 2|7} 25| [{Z2|= OtE[AESE 19602} 70E CHO| &-S3HE 7HE
He7I5e YMZRE SYIUCH= AHO0| ABHAH|, 1 2E52 4% o6t |= shAT 25
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Additionally, artists’ books constantly allow for experimental attempts to be made in terms of the
book format. Most popular books often need to follow certain standards or use binding methods to

be easily distributed through large channels, but artists’ books don’t have to stick to these pre-existing
‘forms’ I think artists’ books are still an established medium and platform precisely because being
under their umbrella grants such a creative freedom. And this also means that we can provide readers
of artists’ books with new experiences that are different from normative ways of reading. In such
sense, the designer’s role becomes as essential as that of artist when making an artist’s book because
it’s ultimately the power of design that creates the structure of the book and materializes the content
so that the readers can have the experience we want to deliver. Artists who understand this aspect
sometimes reaches out to designers first, hoping for their active participation in visually interpreting
the artist’s work. £, O[E|AES2 20| YA BHO|ME= FYFIO0| CHEet A|=S0[ O|RAHA =S

SIth 289 tE MAS2 7|22 2SS 0|8t Tt #&S floll Lo #H0ILE A2

YA SS Tetofsts 4271 W2, OFE|AES2 0l2{8 7|22 ‘B2 UR RAlsiE FYstct.
OtE|AESO0|2tE O|F 2tollM SIEEl= A2 &40 THAO| U7| 20 OtE| AES0[ 04| 0| 2}
SUFZT22M Az dEsts A 2T 122|1 0| A2 & OlE|AESS Ae SAS

|7t 7120 e AU THE, MER FEE AMSdt=E 4 Utk = = 0248 A HOofA
OE|AESS TS I 2712 CIAt0|H| 0| B0l ELt FA7F 2|7t Blets 2 ¢
T UEE Ho| A2E WS TUZ2E SASA7|= A2 2= TArI2| 0|7 wh20|tf. Jest
23| HA Lo 24P S AAAH2 2 FHMTIE 4~ U= TIRI0|H 2

5

274



HC: What do you think are the differences and similarities between artists’ books and exhibitions as
modes of presentation?

HJK: I do talk a lot about the relationship between the curatorial and the editorial —I've conducted
seminars on such topics. These days, many artists want to take the initiative in publishing solid,
monograph-like books when they hold solo exhibitions. Books published in this way document the
exhibition as part of the content, but also show the research conducted by the artist, the process

of creating the work, and references the artist came by while preparing for the exhibition. In other
words, these books show a more holistic context surrounding the exhibition. Of course, there are
many cases where the exhibition and the publication stand as separate projects, and conversely, there
are also cases where books are brought into the exhibition to emphasize the conceptual relation.
However, it seems that there aren’t many artists who produce artists’ books only to document
exhibitions. I can’t say for sure because the situations and conditions in which an artist needs the
book medium vary significantly, but I think books that record only the exhibitions would be closer to
catalogues than artists’ books. 2| E2|Z 1} Of| C[E2| S| 2HA|Of| T 0|0/ | = Y& B0l 5hA| =Tt
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HC: How would you describe the position of artists’ books in the contemporary art market? What are
the things that you notice are different in their consumption compared to artworks of other mediums?
HJK: To be honest, there really is no demand for artists’ books. There are many individual artists

and institutions that have the will and desire to produce publications, but I'm not sure if there is a
consumer base that actually responds. Not just artists’ books, but books in general as well—there are
more people making them than ever, but it doesn’t seem like the readership is growing accordingly.
And especially in Korea, because there are almost no ‘collectors’ for artists’ books, it’s extremely rare
for publications in limited edition worth hundreds of dollars to be bought like in other countries.

So, such books don’t really exist at the first place and are even less in demand. If an artist’s book is
purchased in Korea, it would be by someone from a very specific, small group of readers, to whom
the book has value as a research material or artistic reference. It’s rare to find cases where a person
sees an artist’s book purely as an artwork and buys them for aesthetic appreciation. & 2|5t2| 2StAtH
OE|AES2 JE 27t ot ditstAE o], 8+, O I2MEZ £3l5tH = 7| 2SS
2O, 2AZ 02 Hots £H|AS0| U=Al= & 22T OfE|AES E B OfL| 2t 24 22| 7F
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The reason why I talk about the case of Korea separately is because I feel the concept of ‘artists’ books’

has been localized. Artists’ books in the US, UK, Netherlands, and Korea all seem to have slightly
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nuanced significance tailored to their respective art scenes. And as I mentioned earlier, there is a gap
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between the artists’ books of today and of the 1960s and 70s, when the genre met its height and Lucy
Lippard was preaching the standards for artists’ books. Compared to those days when they thought
that the pages themselves are an exhibition space, that artists’ books can’t include texts on exhibitions
outside the book or texts by critics, and that they had to only hold the artist’s voice and art itself, the
art world has evolved a lot, which naturally updated and diversified the conditions of artists’ books.
This will continue to be the case. L7} St=229| AL E E2|ofA E5t= O|-|-|-‘— ‘OlE|AEE’Q| 70|
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Interviewee G

Jae Kyung Kim is the Founding Director of einBuch.haus (founded in 2018), a project gallery
and a book shop in Berlin showcasing books by international artists and designers in the form of
exhibitions, thereby transferring the form of a book into three-dimensional spaces. She also runs
ENKR (co-founded in 2020 with Dah Yee Noh), an independent publishing house specializing in

translating art publications from English to Korean.
21 November 2022, Online

Hyunjoo Cho: Which category of participants best defines you? Please tell me all that apply: Maker
(artist, designer), Facilitator (curator, editor, publisher), Distributor (distributor, retailer), Collector
(collector, archivist, librarian, consumer).

Jae Kyung Kim: I curate artists’ books exhibitions at project gallery einBuch.haus and am a co-director
of ENKR, a publishing house translating art publications from English to Korean. I am collecting
publishing projects from artists who use the book as their own medium and also books on books.

I came across the intersection of books and art including art books, artists’ books, book art, and
binding in undergraduate, during which I majored in graphic design in Korea. Afterwards, in 2012,

I studied exhibition design and UI/UX design in the Information Experience Design programme

at the Royal College of Art in London. During that time, I also made some works that are closer to
artworks, but I wouldn’t introduce myself as an artist now. But, working this way, my various interests
encompassing design, artists’ book, and exhibition came together, and in 2017, I curated a group
exhibition in Berlin of a collection of artists’ books by artists and designers that considered books

as architectural structures. The title was ‘Architectural as Material’ I think this was the starting point

for my career as a curator specialising in artists’ books. Now, ‘exhibition, space, and book’ are the
three keywords I focus on. T2 A E ZH2{2| OfQIE S 5IRA Q| OHEIA ES HA| 7|2 Z}0] 2} ENKR
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HC: einBuch.haus seems to be a very interesting space. Could you please explain a little bit more
about what you do there?

JKK: First of all, my role here, as mentioned earlier, is curating exhibitions that introduce works in the
form of books, such as artists’ books. Doing so, I find myself connecting the artists with the audience,
collectors, and librarians. I think this intermediary type of role suits me best. Plus, since einBuch.haus
operates as both an exhibition space and a bookstore, I'm also in charge of curating the store space. I
tune our selection of books depending on the exhibition theme. And since neither the careers of artists
who mainly produce artists’ books nor our space could be maintained solely through book sales, we
also sell artist prints in the bookstore. Lastly, einBuch.haus has begun publishing books starting this
year, so work needed at any publisher such as editing, designing, and promotion has been added to
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HC: Do you think artists’ books are socially and culturally valuable? If so, what makes you think that
they are?
JKK: The first reason I believe artists’ books are valuable has to do with the characteristics of the
book medium itself Art can be quite difficult for the public to approach, but since artists’ books are
books, people seem to feel comfortable handling them, relatively. Running this space, since half of
it is a bookstore, I’ve seen many people come in more naturally and easily and then grow to enjoy
art. Artists’ books serve as this ‘passage’ that minimises barriers to art. Even during the pandemic,
books were classified as daily necessities in Berlin, allowing bookstores to open legally. So, einBuch.
haus was also able to open, and visitors, even if they came without knowing what an artist’s book is,
many responded that it was nice to be able to see art in such an enjoyable and ‘fun’ way. The gumball
machine on display there, for example, is also an artwork that dispenses mini artists’ books. Artists’
books can be esoteric, but many of them are still made for the readers’ pleasure in mind. Since I'm a
mother, I'm very interested in books that are for not only those working in the art world but also the
general public, including children. O}E|[AES0| 7t2| 22 0| R= A HMZ 20|2t= DA £E/40|
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And artists’ books are accessible in terms of prices, too. Books we sell here range from €1 or €2 to

N

€1,000, giving buyers a wide range of choices. Art collectors often start with purchasing an artist’s
book and, once they can afford it, expand their collection to prints by the same artist. In that

sense, artists’ books serve as a kind of bridge that allows people to attempt collecting art. 12|11
7tAAQ HOIM = OLE|AES 2 H2G0| FC. 07| M TOHSHE O] 7 AL 74y HFst 4 1, 2
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Thirdly, artists’ books can serve as archives. They don’t take up as much space as other mediums and
are easy to store, allowing people to view them for a long time. Also, since they don’t weigh much,
they can be distributed to basically anywhere in the world if the artist wants. They’re an excellent
medium for delivering messages. And recently, risograph printing and copy machines have allowed
us to produce books very conveniently and inexpensively, making distribution even easier, although
the commercial art market underestimates the books’ value because of this facet. A|| HR|Z2 =
OfE[AESE OF7I0[E2 M9 Aes +AlY + AUCt. THE OiA|0f Blsh FIS 0| 2HAISHA| = gi1
E20| EOloiM 23352t = 4= QUCH &£, A= BO| LIZHA| E0tM 2717t Bi2t7| 2 SHEHEH M|A|
OIC| 2= IV} 7hSStht. HIA|XE dEst7|of Erge OHA|TE HJ2[0] 2[2 SO0M= 2|A02t 2L
=A7| 5SS 018aiM & g1 AFst 7tH2= A3 2= 4 A0M O[2{¢ BRI K S

SOl FAC & X W20l ¢ oz AlZolM = OtE|AESS Z 718 O 7[2 str[2h

Lastly, artists’ books propose a truly diverse range of book forms and its materials—from a book made
out of cottons or woods that you might not think it’s a book to the tiny books in a gumball machine

I mentioned earlier. I think it’s important that they pioneer such variety. OtX| 22 2 OlE|AESE
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HC: What do you think are the differences and similarities between artists’ books and exhibitions as
modes of presentation?
JKK: Artists’ books and exhibitions both require a long time and effort to produce, but exhibitions just
disappear after a month or a couple of weeks. Artists’ books are different in that their viewing period
does not expire so fast—once you own them, you can view them anytime, anywhere. Particularly,
many of the ‘books as exhibitions’ that we focus on here at einBuch.haus provide different experience
every time you read them. Even in terms of resources, holding exhibitions requires several or dozens
of times more than producing and distributing artists’ books. In that aspect, the latter is more
accessible for artists as well. OFE|AESZ Ot=E A2 A= & CF FH| 7|2te 22 22|12
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However, one thing to note at the same time is that hundreds of titles are released every day, making
it difficult for them to be noticed by the public compared to exhibitions. That’s one of the reasons
why we produce both of them side by side—to diversify our channels. Our exhibitions select and

highlight books that are otherwise not easily seen when they’re overwhelmed by the publications
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market. They’re in a complementary relationship. And it’s also cyclical—rather than being a one-to-
one complement, the exhibition becomes a book, and the book becomes an exhibition again, and

in the process, a network of artists, curators, art dealers, collectors, and the public is formed around
it. This is also the narrative of the platform for artists’ books itself. For instance, when producing
‘Calendar 2023’ earlier this year at einBuch.haus, various artists participated in the project jointly,

so the book became a focal point for people to connect in many layers. Artists who met through that
project also came up with other projects—this way, production led to more production through our
platform. Z12{Lt SA|0f| 2|A|50Fst= M2 2UF A2 StF0| = 2 A S|V TR0 HA[Of
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HC: How would you describe the position of artists’ books in the contemporary art market? What are
the things that you notice are different in their consumption compared to artworks of other mediums?
JKK: There’s a difference between books that increased in market value due to the artist’s fame and
those that haven’t, but nevertheless, it appears to me that artists’ books virtually have no presence in
the art market. Although artists’ books also have private collectors, their main consumers are libraries,
museums, institutions, and publishers engaged in art publishing. Individuals and professional
collectors prefer prints over artists’ books. The problem with artists’ books as collectibles is that since
they’re books, you need to touch them and turn the pages to properly appreciate them. Even when
we're at an art book fair, since you can’t tell the value of an artist’s book just by looking at its cover,
we either have to put on gloves and turn the pages for the visitors to show them the contents or risk
damaging the book and allow the visitors to see it for themselves. Since books are bound to wear out
in some way, collectors don’t really consider them as investment targets. So, there’s a greater demand
for things like prints by artists who publish artists’ books or ‘wall-hangable’ sculptures made of paper.
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One advantage of artists’ books when entering the market is that they can participate in both art
fairs and book fairs. But of course, in the general book market, the boundaries between artists’ books
and catalogues, visual novels, etc. become even more blurred, making it difficult to have them as

an independent category. OE|AES 0| A Y22 IS o] 5t 72| A2 OLE H|0{2t & I|0f
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HC: What factors do you consider when pricing your artists’ books? Are there any particular

standards or reasonings behind your prices?

JKK: If you take an average of what publishers say, the sales from a publication need to be roughly

four times the production cost to sustain their activities. For example, if the cost was €100, then

four times that is €400, which is divided by the number of editions of the book to get the price per

copy. If it’s an edition of 10, the price per copy would be €40. The reason for setting such a margin

is because it’s rare to sell all of the copies produced, and other costs—artists’ fee, taxes, distribution

commissions, shipping costs, etc.—need to be covered with the sales profit. |2fZ}=0] 5= 0|0}7|2]
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A publishing house in New York called Small Editions published in 2020 a manual called How to Book

about self-publishing. It explains in great detail how to apply for fundings, distribution methods, why

you should attend book fairs, and more. In the case of Small Editions, when an artist publishes an

artist’s book with them, they make a few copies in limited, special edition and sell them at a higher

price to collectors representing libraries or institutions, and keep the rest at lower price using more

affordable production techniques so that the public can access them. This seems like a smart choice

because it gives the market two options and the publisher two revenue channels. 22| Small
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Also, as a personal rule, if the price per copy turns out to be too high when I follow the ‘times four’

equation, I lower the price slightly even if that would mean our loss. I would almost always prefer

to have more people read our books than see the books pile up in the warehouse, even if they need

to be sold at a lower price. I think I feel strongly this way because artists’ books themselves is a

medium aimed at being widely distributed. When setting a price, I also consider the overall end

points of books, such as by whom I want the books to be read and where I want them to end up.
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However, even if a publisher or an artist sets a reasonable price with such an intention, the market

often raises the price arbitrarily. For example, one of Irma Boom’s books, which was sold at €25

in 2013, now goes for €130 in the secondary market. The artist may feel a little proud about this

because it implies that the book’s value as a collectible has been recognised, but it still brings up

the question of whether the price has to be raised by so much. 1214 AtA STEALLE 2717+ O
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HC: How much do you interact with the community that forms around book production and
circulation? Does this interaction affect your practice/activity in any way?
JKK: Yes, of course. Participating in book fairs is partly to bolster our network. einBuch.haus also
serves as a community at the first place. We always hope to provide help to people who produce
and read books—I want people working with books to come together through this place. We are
also planning to collect and publish the know-how of book production of publishers and printing
technicians based in Berlin sooner or later. 20|Ct. 2 HH{E O3 HEQRIAE =53] 57|
LIoiM L7ts S8 E QUCH £ 020 ORI S5IRAE HRLIE| ST 5t QUCH S A2t
= A S0 7t =50| £|1 AC= 42 g ettt J2iM 0 ?_9 SoflA 20} A
Al2tS0| 80| el EQto ™ ZICt= "EEHo |-

% =

718229 =5tRE 2OtM S 2=

2

_=

Interviewee H

Arnaud Desjardin is an artist, a specialist art bookseller, and a researcher interested in the
history of artists’ books based in London. He runs The Everyday Press (founded in 2007), a publisher
of art books and artists’ books that works closely with artists, designers, and writers to release
publications paying particular attention to the book as an object. In parallel to The Everyday Press, he
also runs Bunker Basement, an underground showroom and archive of books. Additionally, he is an
active member of Artists’ Books Cooperative (ABC), an international group of artists, publishers, and

educators seeking to experiment with the form of the book.
1 December 2022, Bunker Basement, London

Hyunjoo Cho: Which category of participants best defines you? Please tell me all that apply: Maker
(artist, designer), Facilitator (curator, editor, publisher), Distributor (distributor, retailer), Collector
(collector, archivist, librarian, consumer).

Arnaud Desjardin: My activity encompasses being an artist, publisher, editor, distributor, and
bookseller. In a way I fit in all of these. I shift from one to the other—sometimes seamlessly,
sometimes awkwardly. To be just one [of these categories] in a way, in publishing and book capacities
is an odd thing. I think most of the people that I know who are involved in art book publishing, at
one point or another have occupied these positions. It’s context dependent. Those categories and
those roles in a sense, are defined by the context, the moment, the activity, the other people. But yes,
I'm an artist. I was trained as an artist—I went to art school, and I have a practice. I guess if I am not
something on the list it would be designer.

I think in a sense, what’s interesting to me about this series [of roles] is really the linearity of that
understanding of the release and distribution of books, and I think that linearity to me doesn’t
really... I mean it exists in the production, but then it really does not at the level of distribution. It’s
changed with technology, which is another aspect of editing now—the birth of ‘designer-editor’ Those
boundaries of roles are now really blurred. When you have the skillset to bring something all the
way from the design process through the editorial process to the printing process, [you tend to do it
yourself]. So, it’s not just a digital forming—it can also be materialization.

So, that question of the linearity of productions and the roles assigned to different individuals along
the line of production, I think is inherently problematic today in the in the digital realm. It’s a more

traditional sense of the process. Publishing to me is not a linear thing. It’s much more a question of
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distributed networks and distributed networks of reception which are also involved in production.

The collector can become a publisher, the distributor may also well be a collector of sort.

HC: So, it’s a cyclical thing?
AD: Yeah, it is. I mean, I don’t want to say cyclical necessarily, but it is very complex in the sense that
things received sometimes will elicit further production. Distribution for me is really the key. The idea

of producing a book without thinking of its distribution is completely absurd.

HC: Why do you make artists’ books? How do your books fit into your overall practice?

AD: Well, for example, this is a book I published a few years back, and the title says Why I'm no
longer an artist, and then there’s no publisher, no publishing date, no artist name. You open the title
page, and it says at the bottom ‘this book belongs to dot dot dot’—as in, you would write in your name
because it’s your book. The rest of the book is blank. So, this ascribes the reader the ownership, which
can also turn into the authorship, in a tangential way. Maybe that shows you how conflicted I am
about the idea of being an artist or about my practice.

I studied fine art. I studied sculpture in Paris in the early 90s, so I have a diploma. Then I started
making sculptures, and then sculptures started to fill my studio, and I couldn’t produce anymore
because it [filled up the space]. In the meantime, I got a job at a second-hand bookseller in London.

I arrived in London in mid 90s, and by the time I got that job it was late 90s. I've gone back to school
to join the master’s program in Visual Culture at Middlesex University, which got me onto teaching

a little bit. I taught at Chelsea College of Arts, Goldsmiths University, and some other places. And
then I got this regular gig working in this second-hand bookshop near Tate, which was called Marcus
Campbell Art Books. It was great, I learned a lot. Marcus specialized in modern contemporary

art, design, architecture, and artists’ books. And it’s really through books—or through second-

hand bookselling—that I developed familiarity with artists’ books and with the subtle and complex
relationship between art and its equivalent in printed form.

After having done that for about 10 years, I got an opportunity to do a PhD in Fine Art, and I thought,
well, maybe it could be interesting to propose the start of a new imprint for artist publications, within
the confines of the practice-based Fine Art PhD. And that tied a lot of loose ends for the things that
I've been doing before. Around that time, I could also see that there was a field forming—the Printed
Matter New York art book fair had just started, for instance. It was really dynamic, really energetic.
Lots of young people were involved, lots of exchanges. The generosity of exchange was very different
from that of the art world in the sense that it was focused on transmission, communication, and
exchanges, rather than on selling unique artworks. And so, I saw it as an opportunity to enter the fray,
really. Knowing fully well that books are very difficult to sell, knowing full well that in the context of
the arts books are just sent out for free to curators, museum directors, galleries, and then not actually
received—they’re put in the box. And then the box when it gets full goes to a second-hand book
dealer.

So, I was really aware of those forms of free dissemination of printed matter that belonged to the art
world as a matter of course. If you're a gallery of a certain standing, you publish catalogues. If you're
an institution of a certain standing, you publish catalogues. It’s really part and parcel of the way [the
art world] functions. It gives cultural kudos to artists to get a catalogue, gives cultural capital to the
institutions to be seen, to be publishing things, and gives cultural capital to curators who have books
published about the shows they produce. So, it’s also part and parcel of constructing the reality of the
art world.

But that’s been changing a little bit in the last decade and a half, I'd say—particularly the relationship
between the blue-chip galleries and major, established publishers. I think the blue-chip galleries have
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started publishing their own books, so they all carry their own publishers or imprints now. Whereas
20 years ago they would’ve gone to a mainstream art publisher—Phaidon, Thames and Hudson—and
probably would have paid for part of the production costs. They would have entrusted the whole
process to an editor, so then the kudos the artist would receive from that large monograph would have
been seen as slightly more independent [from the gallery]. But now, a lot of these galleries produce

their own large monographs, and some of them are well-produced and edited.

HC: Just going back to your practice—so in a way when you entered the field of art publishing, you
sort of transposed your original practice of making sculptures, and then you sort of never returned to
it?

AD: No, I still make objects. I occasionally make things for shows. But it’s just not the only thing I do
now. Recently I've been making these little paper sculptures. They’re pieces of paper that’s concertina-
ed and concertina-ed again with ink blots along the folds. I was inspired by the American artist Bruce
Conner and his ink blot drawings. And then I would give out these drawings, folded like a gift parcel.
When you fold it, it becomes the size of a sugar cube.

I also made some button badges that say ‘No work, no show, no sell’ for a show around 2015, 2016.
My friend who put up this exhibition in his gallery jokes that this is the longest running show he’s had
because the work is still there. So, as you can see, I'’ve always made works that were fairly anonymous
in the make-up of their projected authorship. I was always interested in the conceptual period of
production, ascribing an idea to a work. The primary thing is the information, the idea, and ascribing
the thing to the author is a secondary thing.

I'm also less interested in the ‘unique books), ‘a book object’ type of thing. I’'m more interested in that
question of duplication, multiplicity, but also the idea of a distributed object. Ed Ruscha writes that it’s
really about distribution. He said that one day it would be great if he could meet this Information Man
, who would tell him where all his books are. He'd be able to tell that 2,527 copies of Ruscha’s books of
various sizes stored in so-and-so books in Cologne, and he'd be able to tell me that some are sitting at
an angle of 20 degrees on some shelves and some propped up under a table, et cetera, et cetera. So, it’s
about the distribution and about where the books end up and whether they end up being actually seen

or not.

HC: Do you think artists’ books are socially and culturally valuable? If so, what makes you think that
they are?

AD: I'd say yes. But they’re still marginal. And of course, the margin is the most important thing
because the margin is what defines the rest, the middle ground. They’re also space of resistance.
They are space of autonomy or space of self-assuredness, places where one can assert one’s struggles.
Ultimately, it’s less of a space for individuals producing books, and it’s more of a communal space of
transmission and exchange. A thing that needs to be repeated. It bears repeating because that’s also
why artists can suddenly decide to make their own books. It’s because they’ve seen that it’s possible,
seen other people do it.

And I think it need not be artists. The old, you know, ‘everybody is an artist’ Not everybody is an
artist, but everybody has the capacity to slowly take up on themselves, to do it. It’s not just about self-
expression, it’s about self-determination. If you decide to print 100 copies of your book, you just do it

without any authorization. It is a space of freedom that one gives oneself.
HC: How would you describe the position of artists’ books in the contemporary art market? What are

the things that you notice are different in their consumption compared to artworks of other mediums?

AD: Artists’ books, books as artworks, books as conceptual sideline supplements—there’s so many
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different kinds of modulations now. But the profit motive, or the economic rationale for publication
is quite an odd way of understanding the drive, the impetus to publish. For me, the real focus is all
on distribution. Art may not need the institution, may not need the gallery, but it would still need

a distribution network, forms of social dissemination. It may not need all these structures—these
validation structures of the market, either.

This idea of disinterested or uninterested mediation is something that’s totally under the surface
because of how we accept to talk about our production within the capitalist system. It seems to me
that this system is completely overarching the discourse that you're able to have about certain things
and transmissions you can have, almost to the point that if there is transmission of something—say,
an artist’s book—that is disinterested [in economic profit], suddenly it’s to be mistrusted as having

ulterior motive, as if the financial motive itself was an objective one.

HC: Then, what factors do you consider when having to price your artists’ books? Are there any
particular standards or reasonings behind your prices?

AD: You can claim that something has value, an inherent value, or you can say that the value of
something is what someone is going to pay for it. Those transactions are important because they’re
connected to desire, one’s ability to pay, the availability of the stuff, etc. Of course, the price point

of an artist’s book should be low because you want to distribute it as much as possible. It’s not that
costs of production are not related to the price points of a book. They are, but they are not. The price
of books is totally not commensurate with the production costs. You want people to buy the books,
and you want people to receive them as something that has value but hasn’t been overly expensive,
considering it may not be a unique object, which brings you back to these hierarchies of values and
valuations—the unique versus the multiple, the rare versus not rare.

I mean, if you're a collector, an archivist, or someone who’s interested in the rarified, difficult-to-find,
obscure publications that very few people know about, you enter a realm of desire, which is the frenzy
of art. Or if you’re interested in having a privileged relationship with a unique object—this idea that
you’re in the presence of something that’s one-of-a-kind and that you have a personal interaction with
that object.

For myself, pricing is definitely not an exact science. But when I do book fairs, and so when I'm
public-facing and selling books, I always mix the books I publish with the rare materials I bring to

the table. The latter helps me pay for the trip and expenses—the table cost, accommodation, other
fees—which actually aren’t that cheap. It’s much more difficult to justify spending one or two or three
grand on doing a book fair, shipping the books, staying in a hotel, travelling, living there for a long
weekend by selling £20 books. The money has to come from somewhere else. So that again, part of the
art book publishing realm is propped up by money that comes from the sales of artworks that comes
from institutions or from grants, and other kinds of support systems. For myself, the support system is
dealing in rare books.

I mean, the cost analysis is an ongoing part of the conversations that I have with the people I work
with when I publish a book. How much money we’ve got, what can we do with that money? And then
eventually, we are going to try and recoup some of that money throughout the distribution process,
but that’s just a little bit of sprinkle over time, and it’s not our primary objective. The objective is not

to try and make money from selling books—the production has to be paid for in the first instance.

HC: What do you want people to understand when they see your books? What is it that you’re trying
to achieve through the distributions of books? Why do you keep this practice going even when it’s so
tough to sustain it?

AD: Well, one, the fact that I enjoy making these books. I enjoy it because it’s not just about books,
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it’s about the interaction you have with other people around the projects. It’s about self-knowledge,
transmission, showing things to other people.
And, why do I do this? Because I have to. I don’t know. It’s the best I can come up with. Under the

circumstances, I don’t see any way not. But it’s a positive thing. I'd be really miserable if I didn’t.

Interviewee I

Vinicius Marquet is an artist, designer, and independent researcher based in Mexico City. His
work centers around the exploration of algorithms and game rules as a means of inducing interactions
or processes that create unique experiences, such as a poem, game, or digital experiences. Examples of
his work can be seen in electronic literature pieces like Anacron (2009), Bucle (2017), and Instructions

(2021), as well as in participatory practices like La Mole (2006) and Palopatear (2006).
7 December 2022, Online

Hyunjoo Cho: Which category of participants best defines you? Please tell me all that apply: Maker
(artist, designer), Facilitator (curator, editor, publisher), Distributor (distributor, retailer), Collector
(collector, archivist, librarian, consumer).

Vinicius Marquet: The borderlines of what I do are quite blurry, but 'm an artist, designer, and
researcher. My background is in graphic design, and I also studied video game design and UX design
in the Netherlands. My interest as a researcher lies in the translation and mutation of the written
language into the digital environments including e-books and interactive PDFs. Using these formats,
I’ve made works that I define as electronic literature since the 2000s. More recently, I've started to
pay attention to workshops as formats to promote storytelling. To me, workshops are similar to
publishing because both are constantly dynamic, moving, and alive—they’re more performative ways
of creating meaning. You might have guessed already, but I think it’s the ‘format’ that’s interesting and

important—experimenting with the format of work adds layer and diversity to the practice.

HC: I see. So, your practice is focused on electronic publications, not on printed matter?

VM: No, not really. Things I’ve produced are primarily electronic because that’s the dimension I
explore. In fact, when I made Bucle, the PDF book on Ulises Carridn, I coded in the back of the file so
that if one tries to print it out, they won’t be able to—they’d print something else.

But my interest in these electronic publications does stem from the printed book form. I used to

work with publishing houses to make books, but it ended up being very boring for me because I felt
overpowered by the editors. They play a strong role in basically deciding what is going to be in the
book or not even when they produce artists’ books. I thought the electronic or digital realm is more

liberated from such gatekeeping.

HC: Do you still think artists’ books are socially and culturally valuable? If so, what makes you think
that they are?

VM: Well, I think any book is about ‘sharing’ All these cultural objects are about sharing values.
Historically, they were about that as well—publishing one’s book whenever one wanted, finding
different routes to put them on display, and eventually showing art outside of the gallery system.
Carrién also mentions this in his writings about the mail art—it was about destroying the power,

the idea of power because it was open to share. You could jump over the evaluative systems, and you
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didn’t need to have a lot of money to do it either.

Going back to the question, do I think books are socially and culturally valuable? I think they’re super
valuable—I don’t even question it. The book has maintained the cultural life since the beginning of
the book. The ideas they carried and shared have transformed people and societies. Collecting books
is like charting your journey—buying one by one, forming a library, and then brewing the idea of your
collection of books. It’s basically making your own way into knowledge that would stay there—always

stay there.

HC: Do you think that could still be true now that we have the internet? People get access to a lot
more knowledge on the web nowadays.

VM: Yes, but the book has its own language, its particular way of communicating and arriving to
people. The other day, I was interviewing Johanna Drucker, and she sounded exactly like [her book].
This happens with a lot of books in my experience—when you read a book and you hear the author’s
voice and language. The same goes for artists’ books—artists used the book form as a tool to make

vigorous and accessible statements.

HC: How would you describe the position of artists’ books in the contemporary art market? What are
the things that you notice are different in their consumption compared to artworks of other mediums?
VM: I think artists’ books scene is big and very wide as well. It caters to diverse cultural contexts, too,
especially after the medium expanded into the digital realm. However, I do sense a problem with the
art market itself in that it just inflates the value of an artist’s book—or any artwork, really—and takes
advantage of the artist’s legacy. Institutions look at the monetary value of things rather than their
statements. Carridn, for example, is a typical example of an artist that died poor, leaving everything
to collectors who then invest a lot of money with different actors in the market to raise the market
value of his works. His life has been commoditized—it’s almost like Carrién became a cultural object
himself. And this doesn’t happen just between an artist and a collector—it happens between artists

as well. Artists also re-sell works by other artists when they see the prices go up. The recent boom

of artists’ books is definitely related to this market dynamic. Since artists’ books are often part of a
larger portfolio of works, people invest in artists’ books as well to inflate the value of the whole. This
makes me think that the art market is not different from the stock market. It’s highly variable and

manipulated. So, it’s very difficult to know what’s truly valuable in the art market.

HC: So, you think the prices are not the right indicators of value in a sense?
VM: No, definitely not in the art market. It’s only symbolic of the cost of the purchaser or what they

want to own.

HC: Then, what factors do you consider when having to price your artists’ books? Are there any
particular standards or reasonings behind your prices?

VM: I love art, and I do think it’s art what ’'m doing, but it’s more as a cultural manifestation, not to
sell my works in the market. In fact, I don’t want to enter the art market. Exhibition and distribution

is the furthest I go—I don’t want to sell my works anymore. During the couple of times when I did sell
my works, I just calculated what I had invested, what the work costed me to produce, plus a little bit of

surplus because selling art used to be my source of living.
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Interviewee J

Siobhdn Britton is an artist and librarian based in London. She is currently in charge of
managing the Special Collections and Archives at Chelsea College of Arts as an Academic Support
Librarian. As an artist, she is deeply engaged with the idea of self-publishing and the genre of artist

zines.
9 December 2022, Chelsea Library, UAL

Hyunjoo Cho: Which category of participants best defines you? Please tell me all that apply: Maker
(artist, designer), Facilitator (curator, editor, publisher), Distributor (distributor, retailer), Collector
(collector, archivist, librarian, consumer).

Siobhdn Britton: I'm the Academic Support Librarian working at Chelsea College of Arts. I manage
the Special Collections and Archives. ’'m also an artist—I self-publish zines and artists’ books as part

of my practice.

HC: Why do you make artists’ books? How do your books fit into your overall practice?

SB: Well, this is a very cheesy way to say it, but I always loved books. Ever since I was a child, I was
always making my own little books—I'd be making my own stories and picture books. Then when I
was a teenager, I got interested in punk music, and I came across zine culture for the first time. It was
also the first time I read about feminism, and those two things changed my life—this idea that you
could make something, whatever and whenever you wanted to and put it out there. I felt very drawn
to that.

And then I went to college to study fine art and art theory, where I learned that there’s a whole history
of artists working with the book form and using self-publishing as a platform for their practice, which
fascinated me even more. During college, I was very keen to not just have works in gallery spaces—I
was always more interested in being out in the world and to me, a book or a zine or something

you've self-published has been the best way to do that. It was about challenging norms. I mean, artist
publishing is also a very established practice, but it does have an inherent quality of resistance and
being an alternative. I never studied book arts specifically, but self-publishing using the book form just

made sense.

HC: Do you still think artists’ books are socially and culturally valuable? If so, what makes you think
that they are?

SB: I do think they’re socially and culturally valuable, in lots of different ways. Obviously, I'm
talking from the context I'm in as a librarian and as an artist who self-publishes and makes zines and
artists’ books. I’ll start with the librarian. I've always engaged with the book as a form. And I think,
particularly in terms of the collection we have here at Chelsea, the way we define artists’ books is very
much looking at the movement that developed in the 1960s and 70s with democratic multiples and
this idea that artists were trying to use it to take more control over how their artwork gets out in the
world—how it was distributed—and challenge the received norm of having to have your work in a
gallery space, and it having to be expensive and one-off. I think that’s a really, really significant thing.
If you think about art history, it was the point in time where artists really started to incorporate the
book form into art. And showing these books to students makes me think of their value a lot. Many
students get a lot out of seeing these books and looking at them, finding out about what they are and
why artists have made them. I think that experience can be quite inspiring.

What I also find so fascinating about it is that there’re multiple ways artists’ books work. When you
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look at the collection of artists’ books we have here, these artists come from different types of practice
and backgrounds. They’re sculptors, painters, photographers, performers, etc. They all then come to
use the book form in their own ways, which is very interesting.

And when you think about books in general, they’re often seen as containers for information,

vessels for knowledge. But artists’ books, in addition to that, are art objects in and of themselves.
They construct relationships between the content and the form and the idea of dissemination of
information. Basically, they challenge what we think about books and what our assumptions are about
books. They’re not only part of art history but also a continuum of book history.

From a more personal perspective, I think the idea of ‘putting it out there’ [that makes artists’ books
valuable]. You could say that about any art, I suppose, but there’s something about books, particularly.
I think it’s because they’re portable and affordable most of the time. Not all artists’ books are cheap,
but a lot of them can be affordable—affordable for both the producer and consumer. I almost see them

as the interventionist way of getting art into the world.

HC: How would you describe the position of artists’ books in the contemporary art market? What are
the things that you notice are different in their consumption compared to artworks of other mediums?
SB: Well, to begin with, it’s a very small, distorted economy. Obviously, when you read about the
history of artists’ books, particularly about the kind of books we have here at the Special Collections,
there was this idea of the democratic multiple and radical publishing, like what Lucy Lippard said
about women becoming able to read about birth control, or they could pick up these self-published
artists’ books at the chemist, and they could read these things that they wouldn’t necessarily expect

to read in the supermarket, etc. It never really panned out that way. As always, in the art market,
everything always gets subsumed in the spectacle. Everything, particularly artists’ books that were
made by artists who were already established, even if their intention was to sell their books [at
affordable prices], the market stands in to ramp the prices up. Ed Ruscha’s 26 Gas Stations is an
obvious example of this. He made that book to sell for $10, $5 each, but now they’re worth like £3000.
There’s always a speculative [elements involved], especially with artists’ books that are done in small
print runs and are limited editions. Once they go out of print, their prices ramp up and up. So, the
intention of the artist is not honored, which is not surprising because it happens all the time in the art
market. But it does clash with the original initiatives of artists’ books that were made to circumvent
some of the ideas around value in the art market. It’s not surprising, but it’s kind of depressing.

Going back to what Lucy Lippard said about the potential of the artists’ book to draw those who are
not [involved in the art world] in, didn’t really work. From my experience of going to art book fairs,
[the people who come are] a very specific, self-selecting crowd. Artists’ books do draw people in, but
it tends to be people who are within the art world already. So, the market reinforces itself. As someone
who manages this collection, I'd buy new artists’ books all the time for this collection. We’re all part of
that.

The money in the art world is a weird, opaque thing, but fundamentally, making money from art

isn’t necessarily a bad thing. We all have different reasons for making and publishing our own work,
right? Some people want to turn a profit, and that’s fine. I don’t think artists’ books necessarily have
the same moral issues that zines may have around money. Zine culture assumes all participants to be
not-for-profit, give everything out almost for free. Youre probably not going to make much money off
publishing artists’ books, but it could still be a stable, repeatable practice.

HC: What is your standard when purchasing artists’ books for the collection? What kinds of books are

you after?

SB: Libraries generally have what we call collection development policies, which are guidelines that
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help you pick and choose. When I purchased books for the collection, I think about the collection
quite holistically, what’s already there—my choices are very informed by the fact that this collection is
a continuation of what started in the 1960s and 70s. Something I do consider a lot personally, is trying
not to just buy books by like White, American or European men. They were a big part of founding
story of the books that we have here, but artists who are making books now these days are various,
you know. I don’t want our collection to just reflect a small, limited subset of people, even though
they’re sort of the loudest voices. I'm conscious of the students here as well and what they would be
interested in. Overall, I look for books that reflect what’s going on in terms of the aesthetic trends,
sociopolitical issues, new technologies, etc. These objects are quite historical, too—they tell stories of

their time. It’s important to keep them here.

HC: Do you think the value of artists’ books are expressed well in their prices in general? In other
words, do you think artists’ books are traded at fair prices?

SB: There’s a real range, isn’t there? A lot of them are around £10 mark, but some of them are much
more expensive. But mostly, they’re fine. I don’t think there’s ever anything that I find outrageous. I
think that’s one of the good things about artists’ books—that they are generally an affordable way to
access and own art. And that’s partly about the artists’ intent. They price their publications according
to what artists’ books culturally signify and aim at. Another part to it would be that you’re setting the

price against what people generally think books are worth.

HC: What about when you're pricing your own publications? What factors do you consider? Are there
any particular standards or reasonings behind your prices?

SB: I mean, I have to say that most of the work I make, as I’'ve mentioned, is under £5. I've made a
few things that are slightly more expensive, but I don’t think I've ever made anything more expensive
than £20. And it’s enough to make a bit of money back, I'm not really doing it for monetary reasons.
The worst thing, actually, is when you go to book fairs or zine fairs, people want to swap things with
you. That’s where it gets unfair sometimes. So, somebody coming up to you and wanting to swap, say
you've got a nice risograph-printed zine or book, you're selling it for about like £4 or £5. Then they

want to swap it for a mini zine that they made from one sheet of paper.

HC: What role or purpose do you wish your collection to play and serve?

SB: I try to be conscious of the background of this collection, which is that it was started by Clive
Phillpot for preserving these materials and making them accessible for research purposes. When these
books in museums, they’re kept behind vitrines even when they’re on display. Here, you can touch
them and interact with them to the fullest. It’s important to think of this because it’s installed within
the university, a higher education context. So, I want students and researchers to just be able to access
it as much as they need to. Artists’ books are actually quite ephemeral because they go out of print,
their prices get ramped up, they end up in inaccessible places, or become damaged and destroyed—
basically get lost [in the process of consumption]. So, the fact that they’re here and accessible is even

more important.
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Interviewee K

An Onghena is an artist and designer based in Antwerp. Combining her background in
graphic design and interest in fine art, she creates interdisciplinary works that experiment with the
form and status of books. Her interest extends to exploring the boundaries between science and art
and to attempting to understand the world of unknown. Her recent exhibitions include ‘Bring out
into the open’ (Goldberg Galerie, 2019), ‘Performance for the book’ (Kunstraum Lakeside, 2018), and
‘Remodeling Graphic Habits’ (nr86, The Art Center, 2018). She was an Artist in Residence at the Jan
Van Eyck Academie from 2017 to 2018.

17 January 2023, Online

Hyunjoo Cho: Which category of participants best defines you? Please tell me all that apply: Maker
(artist, designer), Facilitator (curator, editor, publisher), Distributor (distributor, retailer), Collector
(collector, archivist, librarian, consumer).

An Onghena: I found this question intriguing because it’s something I ask myself as well, working as
both a designer and an artist. My academic background is in graphic design—I completed my Master’s
degree in 2014, but I've actually done more autonomous and conceptual works in the fine arts field
ever since. I do still work as a designer—I run a design studio called Kabinet with my friend Freya

Clijmans. So, let’s say it’s more of a hybrid practice that really interests me.

HC: Why do you make artists’ books? How do your books fit into your overall practice?

AO: I think it’s partly because of my graphic design background—the love for books just happens. In
the first year of my Master’s degree, I was already making small books, binding them myself, printing
them. And with every project, I felt the need to make a book or always think in the form of a book in
some way. It’s really important for me that my work doesn’t finish with an exhibition and can still stay
at home—in the homes or heads of people. An exhibition often lasts only a month, and then it’s over. I
always feel a bit sad about that. But with the book, works are brought to another level where they live
further and continue to tell the story.

I feel that books are also more intimate. If you're in an exhibition space, everything goes on so fast.
When I'm at an exhibition or in a gallery, I see the work, but I have to be aware of the surroundings
more and feel more pushed to go onto the next. But with the book, you can go every way—you can
go back and forth, and all moments are yours. It’s more yours. And you can create your own context
because you're reading in your own mind. You have more time for it.

In 2015, I had an exhibition in Hasselt. Every artist got a room. I painted my room dark grey, because
all my works were about the universe and about not knowing what was beyond our solar system. I
made two books for the exhibition. (Showing the book) This one started from a list of stars—all the
stars we can see from the Earth, and I sequenced them by size, and the color changes with the size

of the stars, from purple going into blue, then whitish yellow, red and orange and end up in red. The
smallest stars are red. So, the book is about this simple idea of color and size, and I used my graphic
design background to translate this world of stars into a book. I know others might have presented
this information differently, but for me, the book felt right to do it. To me books feel like the container
for all the information I want to share with the public.

Another example is werkboek published in 2021. It was a collaborative work with another artist, Jivan
van der Ende. The book started with an old ‘problem’ I faced when exhibiting my books. Whenever

I displayed them in exhibition spaces, people didn’t want to touch it—they were scared of touching

it, because they were scared of damaging an artwork. So, we made this book in response to that
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issue. The book is essentially a guide to a performative reading experience—the readers are invited to
physically interact with the book by mirroring the photographs shown in the book that are of hands
folding pages of another book. So, as people go through the book, the book turns into this sculptural
object that is altered by every interaction. This way, touching the book doesn’t really damage it—it

adds meaning to it.

HC: Do you still think artists’ books are socially and culturally valuable? If so, what makes you think
that they are?

AO: To be honest, this is the first time I ever think whether my books are socially or culturally
valuable. Well, it’s not that I never thought about it, but it’s more that I never spoke of it. Perhaps
because making a social or cultural statement through my works is not something I'm focused on. My
general drive to make work starts from wonder, curiosity or excitement for new things, and I make
works to try to have people join me in this perspective and make people laugh, have fun, and be happy

in their own contexts, have a moment of wonder. That’s my contribution, I believe.

HC: Then, is that why you choose the book as a medium—as a channel to reach your audience?
AOQ: Yes, definitely. I think books are much easier to distribute, collect, and keep compared to
other art forms. They’re more approachable and economically accessible, for the most part. I know
books can also be very highly priced, but for me the idea of sharing my work with others is more

important—the democratic sense of showing art.

HC: How would you describe the position of artists’ books in the contemporary art market? What are
the things that you notice are different in their consumption compared to artworks of other mediums?
AO: It’s a difficult question, but it’s something that I’ve been thinking about continuously. How to

deal with the book in the market compared to, for example, painting? As an artist, a painting and

a book have exactly the same standing and meaning. But the market would think that books are
something that you could buy more easily, since their prices are lower than other art forms. It is how
it is, unfortunately. For me at least, making a book requires much more time and effort than making a
print. If I make an artist print of an etching, it’s so much faster—not to argue that it’s less valuable, but
it just requires less resources. The process of bookmaking always takes enormous amount of time, and
the cost per page would actually be more expensive than what it costs to make a print or a painting.
So, it’s very ironic that books are considered cheaper in the market. I think I still choose to make
books for myself. They feel much more private and intimate as a space when making, and I can invest
more emotions in them. In comparison, I feel more distant from prints. It probably has something to

do with whether you can touch the work or not.

HC: Do you think the value of artists’ books are expressed well in their prices in general? In other
words, do you think artists’ books are traded at fair prices?

AO: To be honest, no, I don’t think the prices are fair. They’re too cheap—cheap for their value and
cheaper than other forms of art. I want my work and time to be translated straightforwardly into
prices, but people don’t see that behind just a ‘book’ I find these struggles helpful, though, because
they make me think. And that’s how I ended up making pieces like the werkboek—all because of this
question, not only for the love of books, but also the troubles I had with them.

As it is with a lot of things, that’s just how a system works, or how we’ve developed a certain logic that
everybody assumes to be true. However, I do think that if people find an artist’s book valuable, the
book finds the right audience over time, even if it’s more highly priced than other books. For example,

I only made 10 copies of Analysis of the other side of the moon and asked €150 per copy. I was really
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scared because it’s a high price for a book, especially by a young artist, but in the end I only have a
couple of copies left. Of course, the book is from 2015, so it sold over the course of 8 years—it’s a long
process, but I did find people who were genuinely interested in the book. In that sense, publishing and

selling artists’ books is all about finding the right audience for the book.

HC: What factors do you consider when pricing your artists’ books? Are there any particular
standards or reasonings behind your prices?

AO: I'd like to share the story of how I priced werkboek. Jivan and I agreed to keep the initial price
low to make it more accessible—we settled for €25. Luckily, we had received funding from the Dutch
government, which covered most of the production cost, so we had more room to lower the price.
Soon, 50 copies from the first printing were sold out. In the following summer, we decided to reprint
the book, but that time we had to pay all the cost on our own. So, we had to bring the price up to €50,
and it still sold well.

What I wanted to say from this is that pricing books can be puzzling. Obviously, you need to think
things through and try to earn back the costs you invest in projects, but there’s never an answer.
Sometimes, it’s actually better for the market to adjust to your prices. It takes a bit of experiment and

guessing.

Interviewee L

Rahel Zoller is a visual artist and educator based in London. She specializes in Book Arts and
Design, and her practice is primarily concerned with the concepts of materiality, language, translation,
reading, and writing, as well as the interaction between user, creator, and society. Her works are held
in collections such as the MoMA Artists’ Books collection in New York, Artists’ Books Tate Library
Collection, the Booklet Library in Tokyo, and more. She has been an active member of Artists’ Books
Collective (ABC) since 2015.

1 February 2023, The Book Arts Workshop, London College of Communication, UAL

Hyunjoo Cho: Which category of participants best defines you? Please tell me all that apply: Maker
(artist, designer), Facilitator (curator, editor, publisher), Distributor (distributor, retailer), Collector
(collector, archivist, librarian, consumer).

Rahel Zoller: I started off as a graphic designer, and then I studied book arts and design. I was always
more interested in fine art than in the client-facing aspect of graphic design. The idea of making your
own work and having a voice through an object was always more appealing to me. Now, I would
describe myself as an artist and educator, though I encompass a variety of roles: artist, designer,
curator, publisher, editor, and distributor. Perhaps not a retailer, and I don’t collect professionally, nor
am I an archivist. As an artist who self-publishes books, you find yourself responsible for designing
the books and sourcing everything. Distribution is also a significant aspect—getting the work

into bookshops, collections, or archives. Therefore, you oversee the entire process, which isn’t as
compartmentalized as some might assume. Although having said that, I do occasionally collaborate
with designers. For my work The Catalogue of Mistakes, for example, I conceived the idea and
concept, then collaborated with a designer to refine it together. He served as a facilitator of the idea,
in a sense. Additionally, I like to explore beyond the book format. Materiality is one of the things I'm

really interested in, and I also make sculptures related to paper, focusing on the shape and materiality
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of the book.

HC: What do you usually make when you work with the sculpture medium?

RZ: I recently created a piece titled Paper Weights, where I utilized paper clay—a type of clay made
from paper fibers and porcelain. The piece is an edition of 5 A5 and 4 A4. I rolled out ‘sheets’ of
paper using the paper clay and stacked them like a pile of paper. When I fired the piece, the fibers
burnt away, leaving only the porcelain to maintain the shape. Essentially, the object becomes a sort of
ghost of its original form. The object describes something that it no longer contains, reflecting on the
complicated presence and absence of paper. I also glazed them with matte white to mimic the texture
of matte paper. Now, it’s a stack of paper that can function as a paperweight—hence its name, Paper
Weights.

This approach is apparent in many of my works and reflects my teaching style as well. I always
encourage students to consider their concept, the materiality, and the form, and how these three
elements can interact or coalesce to create meaning. This philosophy extends to the creation of books

as well.

HC: Why do you make artists’ books? How do your books fit into your overall practice?

RZ: Because it’s a format you can actually hold in your hands. Not every artist’s book is very graspable
in terms of its concept, but it’s at least an approachable artwork you can engage with, so there’s an
intimate interaction you can have with it, and you can also take your time with it. You can slow down
time with this object by engaging with it through touch and really focusing on the material. I think
that’s what we’re lacking a lot at the moment.

It’s also about the materiality of paper itself, in a way. I collaborated with another artist, Louis Porter,
on a mail art project during the pandemic called Works on Paper. In that project, we exchanged
various materials made of paper, which eventually question what paper means to our society. We're
born with a birth certificate, and we die with a death certificate. So, what is everything in between
those, and what role does paper play in our lives? It reveals how deeply connected our lives are with
paper. The work, consisting of artist books, unique artworks, letters, creative experiments and found
objects examines our social and cultural relationship to paper and in particular its function as a
medium of transference of information, of touch and aura. As such, the project was an attempt to
maintain a form of connection that reached beyond the digital abyss created by the pandemic.

Also, books can be distributed—they can go places. Like, someone buys my work, and it goes to Chile
or India where I've never been myself. This idea that your work can travel in a small envelope without

many logistical problems is great—it gives you freedom.

HC: Do you still think artists’ books are socially and culturally valuable? If so, what makes you think
that they are?

RZ: Sadly, the community for artists’ books, both in production and consumption, remains relatively
small. While there’s always a dedicated audience, these works often remain within their originating
communities due to their niche nature. However, I still see value in them because once you experience
an artist’s book, it stays with you, even on a personal level. It can trigger something that you wouldn’t
have thought about before. I think that’s the case with any artwork—if it touches you on a level

that you wouldn’t have considered before, then it has already had an impact. I always see an artist’s
book as a reflection on time and also on what people are conceptually engaging with at the time.

This connection is essentially linked to their nature as books, which are fundamentally tools for

communication.
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HC: How would you describe the position of artists’ books in the contemporary art market? What are
the things that you notice are different in their consumption compared to artworks of other mediums?
RZ: There are indeed more artists exploring the book medium now, and there are also more platforms
to showcase them, such as book fairs—these seem to be increasingly prevalent nowadays. Still, I
myself am in the process of figuring this matter out because artists’ books don’t position themselves
properly within the market. Paintings, drawings, and works displayed on walls can be “presented,’

but artists’ books require engagement to unlock their value. I almost believe that as an artist creating
books, one must break away from their usual practice to explore directions beyond books and
consider how different mediums can complement each other. Yet, there’s always a demand for books.
They exist on multiple levels—within artistic practice, exhibitions, and documentation.

Moreover, what’s truly fascinating is that a book isn’t confined to its physical form—it offers a great
deal of flexibility and room for interpretation. This flexibility extends to their prices as well. Artists
can create affordable books, which is quite remarkable; you don’t need gallery representation or worry
about logistics and economics. You can produce an idea inexpensively and distribute it through artists’
books, making art accessible to more people. It’s liberating. However, I do believe that each book has
its own unique direction or angle, particularly when it comes to targeting specific audiences. Different

individuals will be drawn to different types of books.

HC: What factors do you consider when pricing your artists’ books? Are there any particular
standards or reasonings behind your prices?

RZ: Ideally, one should always make sure to cover costs, including materials and printing, and the
time invested, although quite often the former falls off. Honestly, I never estimate the time—I just aim
for production to break even on materiality and printing costs because I'd like to keep my works cheap
and affordable, with the idea for them to travel far and be accessible. But I've also noticed that book
dealers don’t buy my works as frequently because they make no money with them, being so cheap.
There’s not enough margin for them to cut out of. The dealers can add on top of my price—it’s always
an option, but it does inflate the price.

Also, diversifying your price is a good strategy, so that you have both affordable works and books

that you sell for profit. There’s a book I've made called Book of Sand, and it’s a conceptual work, so it
only takes four sheets of sandpaper to make, material-wise. But it’s probably the most expensive book
I take to fairs at the moment and it’s €60 or £50. I heard people who saw this book at a fair and go
like “€60? I can’t believe it. I can do this myself” But these are the books that then pay my hotel and
my transportation. This way, the money I make from other books is 100% profit. I also get them into
bookshops, so they travel a bit further, and then it’s usually either a 30:70 or 40:60 split depending on
their conditions. One can insist on 30:70—I know artists who do that because otherwise, they don’t
make any money. So, price-wise, I always make sure that I cover the costs—materials, printing, the
trips to go to book fairs, basically the amount that I need to keep it going. It took me 10 years to reach
this balance, but now my practice is self-sustainable. I used to have to put what I earn at my paid

University job into my practice to pay for production, but now it pays for itself

HC: So, you're basically posing yourself a double standard, in one stream of which you want your
books to be affordable, so you sort of lower the price consciously, but on the other you make some
books for the collectible market. And I think you do this because eventually you want to make your
books affordable, right? If you wanted to make money, you could make all your books collectibles, but
you choose not to do that because you want your books to stay affordable, democratic, and accessible.
RZ: Yes, I think that’s just the key to maintaining a healthy art practice—to be able to reinvest in what

you do and not become completely exploited. I always aim to offer affordable books, which is why I
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sell some of my works for just £5, and I believe I will always want to have a book available at that price
point. The art world can sometimes be quite cruel and tough, so I value the freedom that the book
form offers—how it allows me to explore different directions. If that flexibility enables me to live in
different areas and constructs, I would rather appreciate that than having just a few collectors control

the price, dictate where it sits, or determine who buys it for which collection.

HC: How much do you interact with the community that forms around book production and
circulation? Does this interaction affect your practice/activity in any way?

RZ: I've been part of the Artists’ Books Cooperative since 2015, and I find it to be a supportive
community. It helps tremendously with practical matters too. For instance, we participate in book
fairs like Offprint London and Paris together as a group. Each of us contributes €100 to a pooled fund,
which allows us to attend at least four book fairs in a year. Just for that, it’s incredible. Otherwise, if I
were to participate individually, a table at Offprint would cost €350, if not more, and breaking even on
that amount from selling books is nearly impossible as an individual.

We also collaborate on projects together. They’re not always limited to books—we’ve worked on
business cards, postcards, and stamps, essentially expanding into various forms of printed matter or
artist multiples. Our projects tend to be quite conceptual, and I believe that’s where our strength lies

as a group.

Interviewee M

Paul Sammut is an editor, curator, and artist based in London. Their practice takes a
research-based, affirmative approach with a focus on narrative forms, marginalized cultures, and
archival practices. Their past works include running the DIY queer project space White Cubicle
(2012-2017) and curating Comic Velocity: HIV & AIDS in Comics (2019-2021), a program for the
New York-based non-profit Visual AIDS. They have also taught as visiting lecturer and/or tutor at
various institutions and organizations, and regularly holds coaching sessions and artist’s surgeries
to aid in project development and realization. Currently, Sammut works as Publishing Manager
coordinating sales, trade, and distribution at Book Works, a publisher and registered charity for

artists’ books.
7 February 2023, Online

Hyunjoo Cho: Which category of participants best defines you? Please tell me all that apply: Maker
(artist, designer), Facilitator (curator, editor, publisher), Distributor (distributor, retailer), Collector
(collector, archivist, librarian, consumer).

Paul Sammut: I'd say definitely more than one category. I'm thinking about things mostly from

my position at Book Works. So, we’re a publisher, but then we also fit into curator because we’re a
commissioning organization through programs. We’re also our own distributor. We’re a retailer—we
retail online and do book fairs. So, we kind of fit into all of these categories, I would say. Individually,
I'm also an artist and curator. Most of us work part-time, which means we do other things outside
of Book Works. I studied Fine Arts, so I've been working in various disciplines including painting
and drawing, and curating has come into my practice in lots of ways. I'm interested in affirmative
approaches to marginalized histories, primarily. I used to work as a duo with an American curator

called Alexandra Terry. We curated a project space in South London—we organized exhibitions and

295



also produced a few publications. I also used to curate this queer project space called White Cubicle in
London. The last big project I did was for Visual AIDS, which is a charity in New York. Their mission

is to promote art and artists relating to HIV and AIDS. I organized an exhibition for them, which also

had a publication program that was based on the representation of HIV and AIDS in comics. I also

hold artist surgery sessions with those who want advice.

HC: What do you do during your artist surgeries?

PS: We just talk about the book, talk about their projects. I've got some training in coaching and in
counselling. So, it’s really just a space for people to talk through what they’re doing. Sometimes people
will want more practical advice on production, but it’s really just talking through the projects and

trying to think about it in different ways.

HC: It sounds like your work until now has connections with publications at various points. What do
publications or books mean to your practice?

PS: I've always been interested in publications. It’s similar to the reasons why Book Works publishes,
actually—I'm interested in them as a kind of mode of distribution, sharing knowledge and making
things go wider and further. I just like books as well, obviously. But I bring in publishing only if it
seems appropriate for the project. A couple of things we produced were artist-led projects, and we
acted as curators and editors for them. For example, when I was working with Alexandra, we worked
with other artists to produce publications that were affiliated with exhibitions, but they weren’t
catalogues. When we produced the book for the Visual AIDS exhibition, again, I didn’t see it as a
catalogue. It was kind of a stand-alone publication. I wouldn’t see it strictly as an artist’s book, either,
because it deals with lots of other people’s practices as well, but I don’t approach these publications
as catalogues because they’re not so situated in a specific way. The publications and exhibitions were
definitely related, but the publications could also stand alone. So, there were texts in there that weren’t
specifically describing the exhibition, and there were works in there that weren’t in the exhibition.
And so, it wasn’t exactly documenting the exhibition—rather referred to it. I'm interested in creating
new entry points like that, and I guess that also aligns with publishing because you’re creating entry

points into various ideas [through books].

HC: Do you still think artists’ books are socially and culturally valuable? If so, what makes you think
that they are?

PS: Clearly, I do. Because we'’re sharing information through them. For Book Works, specifically,

the reason why they started publishing at the first place was to get the artists’ books to go as far as
possible. That was back in the 1980s when you could find artists’ books in chain bookstores, which
doesn’t really happen anymore. But it was about making them as accessible as possible. We publish
in a quite traditional format—we’re not too experimental in format because when you’re thinking
about how it’s going to be distributed through bookstores, although we also rely on gallery, museum
and art bookshops, they still prefer to have things that will go on a shelf. It just makes books easier
to distribute. And one of the reasons why we keep the distribution in-house within the UK is because
then I can maintain the relationships with the retailers who are actually selling the books. We have
book fairs where people will be more open to different formats and things, and we sell through our
website, but when sticking to the traditional distribution pathways, it means that having a more
typical format helps you keep going.

An issue with our value proposition is that people often don’t know where to place us because we’re
an arts charity, and we’re part-funded by the Arts Council, making us a commissioning organization,

but we more often than not function like a publisher. We do produce exhibitions, we do organize
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residences, all those kind of things as well, but for the most part, this side of Book Works that I
work on functions as a publisher. So, we publish books that go into bookshops and that’s the main
distribution method. But people don’t really understand—they are confused by our position or how

we fit into categories. Because of this, we're even seen as having less value.

HC: I think organizations like Book Works or artists’ books themselves are on the boundaries of
many things and are hence marginalized. I’ve had interviewees saying that it’s quite tricky to hit the
right price level because in the end, what you produce is just a book. But at the same time, they’re art
objects, so the values are often discounted from that perspective.

PS: But I think similar to a lot of other art practices, things seem to have more value in retrospect, and
that’s definitely the case with artists’ books, especially in the way we’re making the books. If something
is really handmade and you can see the craft that goes into it, people will perceive it as having more
value because the effort is visible. We’re a charity, so we’re non-profit—our aim is to cover the costs

we need to and then keep the prices low. Because that’s the surest way of making the books more
accessible. And yeah, people don’t necessarily see our books as valuable because they’re priced lower,
but the books will still go further. We can’t control what happens in the secondary market and things
like that, so, we just try to get them out there and share the work.

HC: Just briefly going back to commissioning, when you commission artists for exhibitions and
publication projects, who do you try to invite? Are there any standards you keep internally?

PS: I think standard sounds a bit tricky because it sounds like you're judging the artists, but we do
have a remit in terms of what we create—we’ll develop strands of our program and because we'’re
historically Arts Council-funded. We have to develop that to some extent in advance because we’re
applying for the funding. We invite artists as part of a program and that program changes, responding
to our interest as an organization and the demands of the Arts Council. We also have a co-publishing
strand, in which we work with other organizations that don’t normally publish, so at the minute we’re
working with Chisenhale Gallery, and we’ve worked with the Mosaic Rooms, recently. And we also
have an open submission every year—we’ll first invite a guest editor and then set a theme with them,
and then we’ll have an open call. That’s a way of casting a wider net so that we find out about people
who we don’t necessarily know. Some of our most popular books have come from these open calls.
Going back to ‘standards’, I think it’s tricky because lots of people want to produce books and
everybody loves the book, you know. The way we choose from the open calls is the quality of the
application and whether we think it’s suitable as a publication. The artist’s experience sometimes
comes into it, although we generally publish early career writers and artists. I do artist surgeries quite
regularly, and some of the first questions I ask are ‘why does it need to be a book?” How does this
work as a book? How does it translate into the format? Which I guess gets into your question about
exhibitions and books. The artist or artists have to adapt to the form of the book and what that mode
does. A lot of that is subjective, but there’s a narrative that runs through artists’ books.

We had a conversation very recently, where we asked each other ‘Is that [project] a Book Works
project?” And then we were saying that we could say anything is a Book Works project because if

we decide to publish it, it’s our project. An example would be Dark room by Phyllis Christopher,
which is about queer photography work primarily focused on females. It’s a work around women’s
sexuality and protest. We knew about what Phyllis was working on—there were some of us who were
really interested in Phyllis’s practice. But my concern was, well, we don’t really publish photography
because there’re a lot of people who publish photography, and there’s a whole kind of world around
photography publishing and photography as an art form itself, and that’s slightly aside from what
Book Works usually does—so is it a Book Works book?
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But when we met Phyllis and began talking to her, it was her approach to shaping the book [that
persuaded us]. We normally don’t take projects that are kind of [pre-]formed, but we pulled

in an editor and writer that we all knew to help shape it, and then the design was shaped by a
specific designer. So, it wasn’t just a document—it became more than that for us. There are a lot of
photographs in there, and there are some texts by some writers, but it functions differently from a
photo book. I don’t know if this answers your question, but we do have a remit, and we do have an

idea of the things that we publish, and we do plan some of that in advance.

HC: What do you think are the differences and similarities between artists’ books and exhibitions as
modes of presentation?

PS: With exhibitions, in terms of similarities, it’s a space for sharing ideas and artwork. There’s this
thing David Hockney said that ‘all art is innately positive because when you’re creating something like
that, you’re creating a dialogue’ So, in that sense, you know, an exhibition and a book are the same
because you're placing things for people to interact with or to become the viewer of. But I guess one of
the things about an exhibition is that it has a specific space and time, whereas a book can go beyond
that. Also, more often than not, author and editor for an artist’s book will be the same person, which
means that the artist takes on the role of a curator as well. Whereas in an exhibition, you know, unless

it’s a solo exhibition, [it’s not so individualized].

HC: Have you, as an organization, curated exhibitions and also publish books on those exhibitions?
PS: We have. For example, in 2016 or 2017, we did some projects with some organizations in Hull in
the north of England. We organized it into different strands, but as part of that we were able to access
some public spaces. So, we had exhibitions of the work, but then with the artists we produced books
individually. On one strand, we commissioned six artists to self-publish. Although we were there to
oversee and give advice, they published books themselves.

So, we do publish in relation to the exhibitions because for us it’s all part of the same program. Back
in the 1990s there were some projects that were bigger, touring projects. In fact, about 10 years ago,
we did this project called Again, a Time Machine. We were looking at the fact that we were just about
to turn 30 years-old as an organization, and we were thinking about archiving and distribution—
archiving and how to share that—thinking about distribution as a mode of communication. We built
an archive and invited people that we had work with to contribute new things to the archive, and then
we organized this touring exhibition that was different in different places. I think it was in about five
different locations in the UK and then also in Norway, Germany, and the US. And then we published
a book alongside that. But the book didn’t document the exhibitions—it had contributions from all
participants, again responding to the idea of archiving and distribution. So, our books and exhibitions

are connected, but one thing is not a simple signpost of the other.

HC: How would you describe the position of artists’ books in the contemporary art market? What are
the things that you notice are different in their consumption compared to artworks of other mediums?
PS: It’s difficult to know from where I am. Looking at your later question about how we price our
books as well because we don’t see our books go into the art market—normally they don’t. Perhaps
because they’re being produced in a more DIY way. Even though we’re producing projects by artists,
because they’re new projects that are affordable, they’re not seen as having the same value as other
artworks. Some of the artists would have a very specific collector base—for example, we worked with
Jonathan Monk a few times, and these collectors will always buy his books. But our projects still don’t

enter the art market in the normalized way. So, I'm not the best person to answer that question.
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HC: Would that imply that your books and artists’ books in general form a market of their own?

PS: They take a tangent. They still work within other markets, and artist’s book fairs are everywhere
now, but yeah, they’re often grouped independently. They still cross over into other areas, though—
even at artist’s book fairs, it’s not all artists’ books, and I think that there is also a tendency for people
who don’t necessarily know so much about the art world sort of conflate artists’ books and book arts.
There are tons of crossovers there, but they’re still slightly different. We do a book fair in Edinburgh
every year, and it’s mostly book arts. So, I don’t think it’s completely independent of anything.

I think part of it is knowing how to sell them. For example, we’ve published in the past, probably like
10 years, a lot of text because there’s been a movement of artists writing in place of making objects,
and art writing has become a thing in a way—creative fictions and automatic writing and all those
things. But then that still places us in a different position because I'd try and get those books into more
literary bookshops, and they’re a bit suspicious of them. But then these bookshops will see people
like Jarett Kobek or Deborah Levy, who we published years ago, publishing more mainstream books.
I think this tells about our position—we’re in a position to publish those people while they’re still

working things out, while things are more experimental.

HC: Also, artists’ books in general have a very different economy in terms of where their transaction
occurs. It’s usually facilitated by people who already know what artists’ books are. They come to the
fairs and stuff but that already assumes that they have the knowledge of the field. So, I suspect that the
hurdle is still high for the public—it’s like an acquired taste.

PS: Yeah, I think it depends on the kind of books that you're publishing. It’s interesting being at
different book fairs and seeing different vibes of engagement. We’ll do the Printed Matter NY book
fair and it’s chaos, but it’s brilliant and really interesting because people really do know what we
do—people come looking for specific things. More people also come to just look and find things out.
But when Printed Matter first started their art book fair in LA, it was really bizarre because people
literally didn’t know what they were at. I was asked ‘what is this?” And when I said ‘an art book fair;,
the response was ‘well, what is that?’ So, it’s interesting—the different levels of engagement and
knowledge depending on your geolocation. That’s also the case for bookshops. I just went to Hastings
to visit a bookshop there and it’s quite a new bookshop and the buyer there was really interested in
what we do and knew some of the people that we’d worked with. So, they do translate to varying

degrees depending on the audience.

HC: Do you think the value of artists’ books are expressed well in their prices in general? In other
words, do you think artists’ books are traded at fair prices?

PS: I'm always surprised by how expensive things are. But I come from a working-class background,
and I work for a charity—we price everything as low as we can. When I was in New York, David
Zwirner gallery had just taken on the state of Ruth Asawa, and they had big shows in institutions.
There was this beautiful art book, and I'm sure it costs a lot to produce it, but the price was just
ridiculous. It wasn’t even like a special edition or anything. It was just a regular book they had
published.

In the areas we work, there are more reasonably priced projects. I think that’s also because we work
with early-career or emerging artists. They’re the ones doing more DIY projects, and they’re not doing
it to make them money—they’re doing it to share their work or to experiment. So, for the most part,
the stuff that I see around me isn’t overpriced. But again, I can’t really speak for the art market itself or

the secondary market.
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HC: What about from the perspective of artists? Don’t you think artists’ books are too cheap to
represent what they put into them?

PS: Yes, that’s also true. Even in terms of us, we try and pay fair fees with our sales, but of course, it
often doesn’t go far enough. And if you've got an artist producing a book themselves, I'm sure that
the time and work that they put into it, they probably should be making an awful lot more back, but
I think that’s just not often the case. That’s why, you know, publishing is one of those things where

you're not really in it because you want to make money.

HC: What factors do you consider when pricing your artists’ books? Are there any particular
standards or reasonings behind your prices?

PS: Some books take years to complete, and some happen really quickly depending on the initial
premise for the book or the availability of the artist or the designer. Things take completely different
amounts of time to produce. But we’re just always trying to cover the costs and get the book out
there—that’s why the prices are always quite consistent. It’s rare that a book will be over £15. We
still try and discount on the tag prices because there’re still people who turn their nose up at things
above £10. We are aware that there are publishers selling things for much more. We keep our prices
low because it just means that it’s more accessible. And that’s irrespective of how long we’ve worked
on it or how much work has gone into making a book. Again, most people who are producing them
aren’t producing to make money—they might see a little bit of a return, and that’s obviously helpful
and positive. But also, youre dealing with artists, you're dealing with creative people who will all have

their own ways of doing things, you know.

HC: I imagine that you have witnessed various artistic practices becoming translated into book forms.
Do you recall any particularly interesting cases?

PS: Yes, of course. I think the first example I would suggest is Katrina Palmer. I think she’s a
particularly interesting example, especially now because we’ve just published our fourth book with
her. Katrina, in some ways, epitomizes this idea of writing in place of making objects and her book
Dark Object grapples with other things she’s been thinking about—it’s a negotiation of how and why
she’s doing that. So, the book has become an experimental narrative but essentially a work of fiction. I
think this is an interesting translation because Katrina was trained as a sculptor.

And four books later, we just published a book with her, which is all images, and it’s affiliated with an
exhibition, a big solo show that she’s having at the Mead Gallery in Coventry, which is grappling with
the same subjects, but she’s gotten writer’s block. So, she’s now negotiating and physically making
things, but there’s also a kind of an element of destruction, trying to break through. She’s essentially
negotiating two areas that are the antithesis of each other—writing and not being able to write. The
book has become the image of her negotiating the terrain of lined paper, which can maybe sound
overblown, but that’s literally what she was doing. Images of sculptures she made out of clay, and she
was then doing knife throwing—she recorded a lot of this process.

There’s also a duo called Setsuko (Tamsin Clark and Richard Bevan). Tamsin is also the person who
runs Tender Books. She has this collaborative practice with Richard, and they mostly publish. I think
they’re really interesting because they approach things from the viewpoint of a fan effectively. They
get each other excited about something, and then they get really obsessed with that together, and
then they’ll see it through and create something that embodies that. For example, they made this little
book about this footballer. They collected all of these stickers that were of this footballer. So, the book
is just stickers—some of them are lenticular as well. There’s an element of fan workshop but also a
portrayal of him. The name of their project comes from the Japanese actress Setsuko Hara. Their latest

publication is called Like a Quest, and they got super into Nick Cage the actor. They found out about
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when Nick Cage was courting Patricia Arquette the actress, she gave these quests for him to profess
his love for her, and they were different tasks that he had to do. So, they’ve gotten elements of these
tasks into the book.

There’s another duo and it’s completely related—Tamsin’s parents (Thomas and Laurie Clark) are
also artists. Her dad is a poet called Thomas Clark, and he also run a small press in Scotland called
Moschatel Press. Their influences are a lot older, involving historical things like concrete poetry.
They also have a gallery space there. Most of the things they produce are publications in more
experimental forms, like pamphlets or folded cards. They’re all very tied into the ideas around poetry
and space, calm asceticism that their publications embody. They fit in between book arts and art book
publishing.

There was also a recent book by Aki Hassan which was published by the Good Press in Glasgow. I
think it’s a beautiful example of an artist’s book that is also an experimental comic, even though it’s

quite traditionally formatted. It really embodies this ‘in-between-ness.

Interviewee N

Rosa Barba is a visual artist and filmmaker based in Berlin. She shoots films and takes a
sculptural approach to the medium to build site-specific installations. She inquires into the ambiguous
nature of reality, memory, landscape, and their mutational constitution and representation. Since
2004, she has been publishing an artist’s book series titled Printed Cinema in parallel to her major
exhibitions as a way to deconstruct and re-curate the temporary events. Her recent exhibitions include
‘The Hidden Conference’ (Tate Modern, 2023), ‘Emanations’ (Perth Institute of Contemporary Arts,
2023), and ‘Weavers’ (cccod, 2023).

16 February 2023, Tate Modern, London

Hyunjoo Cho: Which category of participants best defines you? Please tell me all that apply: Maker
(artist, designer), Facilitator (curator, editor, publisher), Distributor (distributor, retailer), Collector
(collector, archivist, librarian, consumer).

Rosa Barba: I'm a visual artist who makes films and construct spatial installations. I also produce

printed publications as another way to engage with my work.

HC: Why do you make artists’ books? How do your books fit into your overall practice?

RB: Printing, writing, the idea of publishing as a different distribution model that is very accessible,
portable, and so on, was always something I did as part of my practice. I've been publishing since
2004 regularly on the occasion of an exhibition thinking that I'm producing a portable film to express
and dismantle the cinematic organism. I know that people consider this side of my work a form of
expanded cinema where everything is in expansion and becomes sort of limitless, constant mutability.
I produce Printed Cinema with the idea that it’s another form of screening, another form of editing—I
believe it opens up additional space for thinking about the project and the material. In the places
where I had exhibitions, the series was seen as a work by itself in the printed format that can be

given out for free or at a very low price so that it’s affordable for many. It’s like building a secondary
or supplementary literature on my work. The publication includes sources like film stills, text,

photographs, research material, and unused filmic fragments.
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HC: How would you describe the relationship between Printed Cinema and your installations in the
exhibition spaces? And how would you describe the relationship between Printed Cinema and your
films? How are the two versions connected and/or different as your works?

RB: I think this way of translating back and forth between mediums or even further is part of my
process of spatialization. I also talk about this idea of cinematic spaces in my doctoral dissertation—
it’s an anarchic organization of cinematic spaces. The work itself often has a voice of self-
organization—my role is to pay attention to that and opening the right door by giving them mobility
between mediums. Mechanisms proper to the film medium find their translation in a different
context.

Printed Cinema also continues my audiovisual work as a personal reflection on the essence of the
cinematographic. Gaps, ellipses, dialectics between images—essentially modernist notions—are
essential in that respect. In Printed Cinema, this is expressed in the editing principle, as well as in the
oppositions between film and printing, between text and image. The specific distribution method,
of course, extends the project into a wide range of cultural and social contexts. In this way, Printed
Cinema challenges the boundary of the artist’s book as well.

Addressing key tendencies in my work, questioning how we occupy space by investigating crisis
through an unusual treatment of time and language, the issues are intended not as companions to
my installations but rather as extended and free-form experiments in word and image that can be
encountered alongside cinematic experiences or stand on their own. The filmic projection is translated
onto paper and confronted with its conditions—its materiality and temporality—reshaping the text
and image fragments from the moving image into stillness. The shift in medium from projection to
print emphasizes the difference of such experiences of image and text, exposing their relationships.
Alongside my film installations, sculptures, and text-based wall works, Printed Cinema further

my inquiries into the ambiguous nature of reality, memory, and landscape while probing the
precarious relationships between historical record, personal anecdote, and fictional narrative.
Printed Cinema expands those dimensions that project the possibility of activating a collective
subconscious—an artistic method of mine—to release and reach into the oscillating environments
of the works they accompany. The series records my continuous engagement with the material and
sociopolitical conditions of the cinematic apparatus in a contemporary environment dominated by
visual information. By means of translation, layering, and fragmentation, the publications reveal
structuring principles of how visual information and the moving image become a means of knowledge

production.

Adeena Mey: So, it’s not just about the aesthetics of film or cinema, what just happens on screen,

but cinema that is also a model to think about art ecosystems—space, audience, distribution,
circulation, and material resources. I'm saying that because I feel like it’s really connecting to other
recent conversations—for example, documenta 15 had videos like that. One thing that defines the
contemporary moment is the fact that we approach, produce, practice, and think of art as a form of
ecosystem. And I feel like you’ve been doing that for a long time, having this cinematic perspective

to rework spaces, circulate, and how you engage not only with images but the atmospheric aspect of
exhibition spaces and temporality. There are so many temporalities you play with. It’s just brilliant the
way you recombine the apparatus. That’s always been what attracted me—the possibility for constant
transformation while, in a way, sticking to cinema and exploring all the possibilities it offers.

RB: Thank you. It’s about using the language, instruments, or tools to open up another thing that you
might not have considered as cinema. Like in my White Museum series, I project out of a building
onto a space to highlight historical hidden history or narrative, and then using that cinematic light to

kind of bring these two spaces together and open up this other space.
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HC: I noticed that the format—the size and structure—of each issue in Printed Cinema is different.
Why? How do you settle on the right format?

RB: It always depends on the material and the subject. They often had similar, a kind of wider A4 size,
but there have been projects that I felt needed to be bigger posters, folded. It’s hard to define when
that happens, but it happens quite often. Perhaps with the landscapes, I tend to go a little bit more
into irregular formats. The paper I want to use, the observation of the color scale on paper... all these
factors bring me to the decision on what size and what materials to use. I often print them in local
places—local to where I exhibit—to avoid shipping and other logistics. When I'm choosing the film
stills and texts to include in the publication, it’s studio work. But when it comes to bringing them into

the printed format, into the decisions of the materials and all that, it’s always a local decision.

HC: What are your main concerns when you install your work in the exhibition space? What are they
when you’re making and editing publications? What do you hope to achieve in each situation?

RB: By reconfiguring the physical terms of cinematic space in the exhibition space—can be outside
architecture as well—my aim is to expand and destabilize the conceptual terms of cinematic space, so
that the formal terms by which we understand that space are extended and incorporate dimensions
that are not conventionally associated with cinema. The goal is to explore how those terms coincide
with the terms of disciplines and areas of enquiry that exist beyond the scope of the norm or

convention. The same thoughts apply to the space of a publication.

HC: How would you describe the position of artists’ books in the contemporary art market? What are
the things that you notice are different in their consumption compared to artworks of other mediums?
RB: Artist publications have a peculiar position in the art market as they offer a zone for reflection
rather than a finalized, fixed product. Their form does appear to be fixed because it’s most often
printed and physical, but its reception or reading is not something that’s predestined. Artist
publications go through individualized processes of comprehension, which makes each of them

unique and different depending on who’s reading it.

HC: What factors do you consider when pricing your artists’ books? Are there any particular
standards or reasonings behind your prices?

RB: I keep the price of Printed Cinema as low as possible as I'm interested in the idea of ‘Free
screening’ at least during my exhibitions. I leave the copies in the exhibition space, or sometimes they
are displayed in bookshops of the institution to be sold for cheap prices. They are never framed or
exhibited in my show in any way. Only after exhibitions, I compile them into an expandable set that’s

sold as a limited edition, archival box.

Interviewee O

Ami Clarke is an artist and educator based in London. As an artist, she works with art and
technology, critically engaged with the complex protocols of platform and surveillance in everyday
assemblages, with a focus on the inter-dependencies between code and language in hyper-networked
culture. She also founded and runs Banner Repeater (founded in 2010), a contemporary art space,

a reading room, and experimental project space dedicated to a wide array of programs including

exhibitions, artist talks, archiving, and publications. She also developed the Digital Archive of
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Artists’ Publishing (DAAP) with a team of people that gathered around Banner Repeater, which is an
interactive, user-driven, searchable database of artists’ books and publications. She currently teaches

as an Associate Lecturer at Central Saint Martins and Chelsea College of Art, University of the Arts.
21 March 2023, Online

Hyunjoo Cho: Which category of participants best defines you? Please tell me all that apply: Maker
(artist, designer), Facilitator (curator, editor, publisher), Distributor (distributor, retailer), Collector
(collector, archivist, librarian, consumer).

Ami Clarke: My practice is an interesting one because I'm an artist, but I'm also a facilitator for other
people, so I also support other people in their projects. For example, the Un-Publish series—it’s a
series of published works that basically looks at the kinds of technologies that we write through. We
then get to see what can be said about these, and you end up in a political domain quite quickly,
because you're dealing with everything from the printing press to the telegram to the telegraph to the
telephone to TikTok. Everything has its own particular capacities that allow certain things to happen
above others. So, it’s very interesting the way they inflect our subjectivity. So, if you take it from a
post-human position, where we emerge in synthesis with our environment, we understand that there’s
an emergent subjectivity that is ongoing, constantly evolving. It’s not static, it’s not fixed in any way,
there’s a performative element to it, and it’s just very interesting to think about the different kinds of
writing that comes of these new ways of communicating with one another.

Un-Publish started with my project, actually. I was interested in the writing that Chelsea Manning was
doing in the lead up to her arrest for transferring classified data and uploading it to WikiLeaks. There’s
this very famous quote now, where she describes how she was sort of singing and lip syncing to Lady
Gaga’s Telephone whilst uploading possibly the largest data spillage in American history. This then

informed the rest of the Un-Publish series.

HC: I see that Banner Repeater is the platform for all these activities. Would you also call it a
publishing house?

AC: We have several imprints—Un-Publish is one of them. The Outage (Erica Scourti, 2014) has also
been a popular one in the series of paperbacks we do. It’s super interesting because it’s the artist Erica
Scourti looking at her data footprint and the different ways this data gets used, whether it’s by HR or
by health insurance looking at whether you smoke or not—all sorts of ways that the data might get put
to purpose. And she gathered it all together and gave this to a ghost writer called J. A. Harrington, who
then wrote her a ghost-written memoir. This has become a very popular artists book—many colleges
have it on their school curriculum. It’s interestingly successful for an artist’s publication.

There’s also a book that Jamie Sutcliffe and Petra Szeman edited called WEEB Theory which includes
commissioned essays, artists’ texts, and interviews with theorists working with media, philosophy,
and animation, that we’re publishing this year.

We also support artists wanting to publish specifically artists’ books. Melanie Jackson (Deeper in the
Pyramid, 2018)—which you can download from our website. We’ve also curated exhibitions about
artist publishing: ‘Publishing as Process’ in 2016 was one of them. I mean, all of these are so process-

based, really.

HC: What does the name ‘Un-publish’ mean? Does that reveal something about how you view
publishing?
AC: It’s from when Julian Assange (Wikileaks founder) and the curator Hans Ulrich Olbrist were

having a conversation and Julian Assange commented on how easy it is to redact things online. And I
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was very interested in this unstableness of writing. Julian Assange went on to suggest it might be better
to print on paper which is of course, a more stable substrate—which can then be distributed outside
the censorious reach of the surveillance aspect of [the Internet]. In 2010, when I first started Banner
Repeater, I was trying to be attentive to the different ways that we write, the different substrates, the
different energies that are used, and the modes of expression that are available, and so on. It was a

very interesting premise— which acted as a sort of ongoing platform, a commissioning platform.

HC: Why do you make artists’ books? How do your books fit into your overall practice?

AC: So, the reason why we do Banner Repeater at all is because it’s a node on a network of
distribution. We’re on a platform at Hackney Central station. What this means is that we can
distribute items from the space very easily. We give out our publications for free, too—Un-Publish,

for example, has always been free. We put them out on the platform, and people pick them up on
their way to work, and youd read it on the train and possibly leave it on the seat for somebody else.
Then, somebody else would pick it up. It could even potentially go up to Stansted Airport, go flying
somewhere else. We were using the public transport networks as a distribution channel.

Whilst having the material resource on the platform, we also started to think about precedents in
publishing that afford insights into what’s happening today in terms of network culture, because
almost everything that has happened in an online sense has happened before in the history of
publishing. It’s just a very straightforward approach because we’re familiar with books. We can
understand that these are multiples, and that there are copyright issues, ideas of authorship, that they
are distributed, and all sorts of things. So, we get to think about them in a very deep way. And that
was the point of Banner Repeater—making publishing history available to people, as an entry point to
something that seemed completely opaque at the time, with regards online culture, you know.

DAAP challenges many of the issues I identified during the programming at Banner Repeater over
the years. So, if you take from a database that is reflecting, say, the status quo, you have to understand
that that is also then going to have the same biases and discriminations of the status quo, at any given
time. This is what the technologists don’t recognise—they say technology is neutral. No, it’s not. Of
course, it’s not. It’s a reflection of society, at any given time. We have power relations all the time
changing, constantly in flux, if they are biased, so will your data-set be. And you’re going to reproduce
them and possibly amplify it by drawing upon those data. So, constructing DAAP was about how to
address these problems that crystallise around archival practice because the archive is the site at which

exclusion typically happens.

HC: Do you think artists’ books are socially and culturally valuable? If so, what makes you think that
they are?

AC: Yes, publishing sort of becomes a framework—temporal and spatial. And the book is almost like
a trace or a remnant of practice. But I reject the approach of examining the book solely within the
material world and about its physical presence. That dialogue has dominated the analysis of artists’
books, but I think it’s only one of many substrates. Yes, this paperback is an incredibly well-designed
thing. It’s amazing. As a design. Just the idea that you can put it in your pocket and get lost in it any
time of the day. It’s just extraordinary. But equally, 'm against fetishizing anything. This idea of
embodiment is a fetish—I think it’s humans having a bit of wishful thinking. It’s not up to certain

modes of production and distribution to limit what can be said and done.
HC: How do you feel about the commodity status of artist publications?

AC: T have no problem with that whatsoever. Artists need to earn a living—the idea that you’re selling

your art is fine.
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HC: Do you think the value of artists’ books are expressed well in their prices in general? In other
words, do you think artists’ books are traded at fair prices?

AC: I think this is an impossible question... So, we’ve got this thing at the Banner Repeater archive
called the Xerox Book Library—you know, the famous Xerox Book. What happened with it was that
in the end it never got to be produced through the xerox machine—it got made as a lithographic print,
which is a more traditional mode of printing. I was at Chelsea Space for a Donald Smith and Theresa
Gleadowe curated exhibition with Jack Wendlers archive, and they had letters and ephemera, some
stuff was in a vitrine, so you couldn’t touch. And I found myself leafing through the Xerox Book. I was
curious about it because the original intention of Seth Siegelaub saying that it’s purely about the ideas
in the book, exemplified by the desire to pass it through the photocopier machine, to keep the means
of production utilitarian, with an emphasis on a poverty of means, completely failed. Now it’s worth
£4000 a copy; and it’s a highly collectible item.

So, I was sitting there in Chelsea Space when Donald Smith just laughed and said oh, Jack Wendler
gave me a photocopy. And I just went “What? He gave you a photocopy? Can I borrow it?’ at last,

this book had become a photocopy! And this began the whole project of the Xerox Book Library.
Back in 2012 or something, we invited people to contribute their own bootleg Xerox Book. So, we

got these copies of copies of copies of copies of copies. We would then have a little brief description,
an anecdote on the back page and what was in each copy. We also included descriptions of the
photocopiers the books had been through, so they then became defined by their reproduction.
Anyways, despite its means of production, the original Xerox Book became a very sought-after book,
and it speaks to the aura of the artist being the essential product. So, value is constructed, entirely,

in art. It’s the biggest speculation. It can be anything or nothing depending on who decides that it’s
great, who then collects it, and who supports that. We all know this. There are many ecologies that are
at work there—peer review, peer discussion, connoisseurship, critique, which is a huge generator of
interest in itself.

When Lucy Lippard spoke of dematerialisation, in her book Six Years, there was a real move away
from the idea of art serving only as a commodity. Things shifted to the idea of somehow avoiding

the markets by means that were either ephemeral or event-like, or happenings, or where there was
nothing produced, in effect. But what then happens is there’s a collecting of the ephemera around
that. You end up with people collecting pamphlets and lists and things associated with the event.
These things started to have more and more value attributed to them because they are the only things
resonating with that ephemeral movement, which in itself just speaks to the ways value is produced.
So, this intention to produce something outside of market forces didn’t take into account that it was
the aura of the artist that mattered. And this is exactly my point. These things do not exist outside of a

system. It’s quite difficult to not be a part of that.

HC: I think a lot of the artists back then thought that the market is more like an institution with a
clear borderline. But I think the market’s more of an expandable thing—something that sets itself up
naturally through new value propositions.

AC: I don’t know if it’s natural because coming from a post-humanist perspective, you might be
critical of the thinking that thinks something is ‘natural’ at all - because what this is doing is saying

it just seems so obvious because it’s become the accepted norm. It just means that we’re caught in a
bubble where market driven forces are seen to be natural. It isn’t necessarily natural at all. I think the
construction of value in the market, specifically in art, takes an enormous amount of work and effort

and intention to keep going — as do other markets. There is little by way of equilibrium at all.
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Interviewee P

Chang Wen-Hsuan is an artist and researcher based in Taiwan. Her practice questions
the narrative structure of institutionalized history with re-readings, re-writing, and suggestions
of fictional alternatives in order to expose the power tensions embedded in historical narratives.
Through versatile platforms including installations, videos, and lectures, she often navigates skewed
documentations and first-person accounts to trigger reflections on how the understanding of history
affects the purport of the present and thrust of the future. In 2018, she launched a long-term project
Writing FACTory, which is a virtual space producing experiences and exchanges concerning writing

and publishing as an artistic and political practice.
26 April 2023, Online

Hyunjoo Cho: Which category of participants best defines you? Please tell me all that apply: Maker
(artist, designer), Facilitator (curator, editor, publisher), Distributor (distributor, retailer), Collector
(collector, archivist, librarian, consumer).

Chang Wen-Hsuan: I'm an artist and researcher. I studied Fine Arts all the way through my bachelor’s
and master’s, and now I'm also doing my PhD at Taipei National Fine Arts University. I also
occasionally do pedagogical projects, and I use writing a lot in my art practice, so sometimes people
think I'm a writer. I like to write and read but I never really thought of myself as a writer. But in a
sense, I'd also define myself as a ‘storyteller’ using not only the medium of the text but also images,
videos, and objects.

In my practice, I focus on the power relationship between different kinds of historical narratives.

As you might know, Taiwan is in the center of political discord and unrest, and this in many ways
influences our current understanding of certain historical figures and events. So, I use diverse
medium to interpret my understanding of historical narratives including publishing, video, archive,

installation, lecture, performance, and so on.

HC: Would you call your publications artist’s books?

CWH: Actually, for my most recent book— Xsport on Paper—I wouldn’t really define it as an artist’s
book. It’s closer to a book made by an artist. I started this project in 2018, and I decided to publish

it in a printed form after the pandemic. For this book, I invited a designer to help me find the right
format, but other times, I usually design my own artist’s books. When I discussed with the designer,
I told him that I really want this book to be a ‘proper’ book as in I want this to be quoted in articles
or brought into class discussions. Of course, artist’s book can also be in standardized form, but the
way we access it is similar to how we access an artwork—it’s quite arbitrary and hard to locate within
a body of knowledge. But for this one, I really wanted it to be read and understood as information.
The designer did play with the outline and stuff, but editorial-wise, it’s just a simple book—not very

complicated in terms of the relationship between the content and format.

HC: Do you approach things differently in your other books? Like, in the books that you would call
artist’s books.

CWH: Yes. In terms of my own artist’s book, I mainly take two approaches. One, I consider it

a portable exhibition space, especially for the projects where I turn my research into an archive
installation. After an exhibition ends, not only the archive but also the whole environment disappears.
So, within the pages of my books I create an alternative space to continue the show, like a 2D version
of the exhibition.
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The second approach is when the book makes an appearance in the exhibition space to create double
layers of narrative as a virtual space residing within a physical one. In my archive installations, I try
to transform the white cube into a specific space for narratives--an editorial room or a conference
room, for example, so that the audience has to somehow put themselves into roles when accessing the
historical documents or text I present in the exhibition and understand the whole thing. So, in this
context, my artist’s book becomes the second or alternative layer of narration. It’s like expanding into
a meta space of the whole thing. The book or the publication appears as an autonomous character in
this setting.

I learn a lot about formats from literature, not from visual arts. My reference comes a lot from
literature. Every time I make a new work or after I finish research, I feel the need to find a proper
format for the content, and I always find it fascinating how we approach different mediums through
different senses of temporality. For example, when we read, because there are physical pages that

we have to flip through, it’s similar to when we see video art that has a frame and buttons to press.
Basically, how we approach a narrative based on objects is through a very flexible and fluent way

of seeing. This somehow reminded me of the boundary or the limitation of the modern way of
understanding historical narrative. In terms of the mode of representation, I think an artist can try to
do more than historians because when using different kinds of medium we can somehow intertwine
different kinds of temporality when we perceive an issue. So, this is why I use more than one way of

narration in my own work.

HC: Do you think artists’ books are socially and culturally valuable? If so, what makes you think that
they are?

CWH: Yes, but when I think deeper about this, I first think about the famous diagram drawn by Clive
Phillpot. The diagram reminds me a lot about art, book, and the relationship between these two
things within social, cultural, or even political contexts. The most inspiring part of that diagram is
how Phillpot made a distinction based on the strategy of distribution—so, how he separated the top
and bottom sections [between the unique and multiple works], and he says he favors the multiple,
which is the case for me as well. The ‘unique’ category is also interesting because the physicality or the
value of a unique book seems much more like that of an artwork like painting and sculpture that are
made to be rare. But for the ‘multiples; I think the focus is more on forming communities based on the
audience or readership. From such a perspective, unique books may generate larger economic values,
but multiple books have more potential to anchor communities by being circulated, which is socially,
culturally, and also politically valuable.

For Xsport on Paper, I actually conducted 30+ interviews and picked out the best cases when
compiling them into the book. I tried to focus on the cases that demonstrated the value of artists’
books in terms of their social and political facets. There were artists making very cool, precious books

as well, but I took them out for the sake of the focus.

HC: I think that’s a very important distinction to make that there’re two tracks of value in artists’
books—one that comes from things like limited editions favored by the art market, and the other one
coming from the accessibility and affordability. A lot of people that I approached with my research
asked me which value I'm talking about because in my research description I say that I'm interested
in the position of artists books within the art market, and some people sort of misunderstand that. It’s
important to be aware of this distinction, yet pay attention both, I think.

CWH: I'm really curious, though, what makes you choose ‘art market’ as one of your key words when
you’re researching about artists’ books?

HC: I just thought that it'd be important to be conscious of it. Before I started the interviews, I
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thought there would be a more synchronized relationship between the artist’s book producers and
the art market because that’s where I thought would be a lot of the distributions happening. But it
turned out that the distribution channels are rather independent from the market or at least the ideal
channels that artists consider important or meaningful are independent art book fairs, bookshops or
press—more grass root channels rather than auctions or gallery bookshops. At the same time, though,
I still think that these two systems are overlapped—the layer of mainstream art market and the routes
that artists’ books take. In reality, those two can’t really be separated. For instance, the art market
appropriates from these other channels, which is what happened with the conceptual art in the 1960s
and the 70s.

CWH: Actually, what you just said about conceptual art is also how I'd like to answer the next
question (How would you describe the position of artists’ books in the contemporary art market?
What are the things that you notice are different in their consumption compared to artworks of other
mediums?).

I once interviewed the Brazilian art historian/theorist Paulo Silveira, and he situated artists’

books within literature, conceptual art, and artist autonomy. This made me reflect on my naive
understanding of artists’ books as just some aesthetic language. What you’re saying reminded me of
Paulo’s interview. He said that at first, the conceptual artists wanted to see their books as an alternative
space to escape the control or governance of the gallery system and art market. But the art market
adjusted to this new art form very quickly. For galleries, conceptual art was a big hit, but it was
difficult to sell. But after the artists turned it into a contained form, into books, they could actually be
traded.

So, every time I think about making a book, I think about not only giving an ideal form to the
content but also the appropriate way of distributing it. My interviewees for Xsport on Paper also told
me that it’s the circulation that really matters. Maybe it’s also because nowadays we’re in this digital
or post-internet era. So, when one chooses to print something, it means not only an old fashion
way of producing information and knowledge but also trying to produce a very specific gateway or
community that access the information.

HC: I think you put it very well—you’ve pointed out how artists’ books are one of the few art forms
that actually want to remain in the ‘circuit’ versus other art forms, for example paintings or sculptures

that are more present in the traditional art market or want to ‘kept’ in museums, collections, etc.

HC: What factors do you consider when pricing your artists’ books? Are there any particular
standards or reasonings behind your prices?

CWH: Well, I just try to make my costs back, and that’s enough. As an artist, 'm not very familiar
with setting a proper price. I actually miscalculated a lot when publishing Xsport on Paper. It’s not

a super fancy book, but somehow the colors and the binding ended up costing me quite a lot to

print. So, when I set the price, I just wanted to cover the printing costs. But I sold this book through
crowd funding platform, and I had to spend some money on advertisement of the project, which was
something I didn’t account for when setting the price. Another cost that I missed is the discount—in
Taiwan, most of the independent bookshops buy my book with a 30 percent discount. So, there’s a gap
between what I'd normally earn and the profit after the discount.

In general, however, when I'm pricing my publications, I set the price as reasonably as possible so
that my readers can think that they are accessible, as long as I don’t lose too much money. Most of my
readers are also a very niche group of people who are used to the artist’s book culture, so I don’t want

to go against the culture and mark my prices up.
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HC: Do you think the value of artists’ books are expressed well in their prices in general? In other
words, do you think artists’ books are traded at fair prices?

CWH: That’s an interesting question, but I might not be able to answer it. It’s similar to asking
whether I think the value of another artwork is expressed well in its price, and I don’t have a good
answer to that either. Perhaps prices depend on what mode of circulation is ideal for the work. There’s
a book called Post-Digital Print by Alessandro Ludovico—he says, in my rendering, there that now,
every choice you make is on top of the digitalized world, so you can’t just choose to print things on
paper just because you like it. Every choice should be based on concerns about procedures. Setting the
price is another choice that you have to make based on your ideal of perception or consumption.

HC: Yes, I think price itself is a statement. As you said, you consciously try to keep a balance between
covering your costs and leaving the price affordable for your readers. And when that’s reflected onto
your prices, that itself is an artist statement on how you think this artwork should be understood.
CWH: Yes, and pricing itself is a medium of the whole artistic project. And this is possible because

we’re dealing with artists’ books—the artist generally has the autonomy of setting the price.

Interviewees Q & R

Karen Kelly is an editor and publisher based in Brooklyn. From 1989 to 2011, she directed
the publication program and organized special programs at Dia Art Foundation, New York. She has
also held editorial positions at the literary journal Conjunctions and at the art journal Parkett.

Barbara Schroeder is an art historian and editor based in Brooklyn. Previously, she served as
editor for Dia Art Foundation, the Austrian Broadcast Company, and the Kunsthalle Vienna.

Together, they run Dancing Foxes Press, an independent publishing platform that focuses on

editorial collaboration with artists and hands-on production of a wide range of publications.
10 May 2023, Online

Hyunjoo Cho: Which category of participants best defines you? Please tell me all that apply: Maker
(artist, designer), Facilitator (curator, editor, publisher), Distributor (distributor, retailer), Collector
(collector, archivist, librarian, consumer).

Karen Kelly: We’re publishers and editors. I'd say that our publishing practice is really an editorial
practice from planning through the conception of a project and all the way to the distribution of a
project, so basically the entirety of an editorial process.

Barbara Schroeder: What’s specific about us is that we value active and critical dialogues through our
process. We're not publishing only painters or any [one segment of the art world]. It’s not thematic,
either. It’s more about the process that relates our books with each other. And that’s how these projects
make sense together without having a rigid theme. So, it’s really focusing on the singularity of each
project and then trying to find its form coming from the minds of artists and writers.

KK: When we’re working with artists or writers, we talk through the content of the project and what
the ultimate goals and missions of these projects are and then work through that to find the form that
they take. So, it’s a dialogue—it’s a dialogue that involves printers, color correctors, photographers,
designers, artists, writers, and us. It’s the totality of that collaboration and how all those pieces work
together to make the project specific and find its own form.

BS: We were wondering how you actually define the term ‘artist’s book’ because I think there are many

different ways. For us, we define it really broadly. We actually wouldn’t call some of our books artists’
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books, but a lot of them we would even when they’re not the traditional examples of artists’ books.

It’s about the collaboration that tries to use the book as a parallel site to an exhibition space. Books
can’t do what the exhibitions can do, but they can do other things. So, we try to really use that form
and that history of the book and work through it and find the form and the content and the design
that relates to the work in many ways. Our books are always coming from the work, and it’s always—if
the artist is still alive—conceived in really close collaboration with the artists. We are sort of helping
them with our knowledge. That’s a little unusual for some artists’ books, you know, but [that’s how we
work].

KK: Maybe to briefly go back to your question, I think our personal backgrounds might help to

see where we’ve come to start Dancing Foxes Press together. We worked together at the Dia Art
Foundation—I was there for 22 years, Barbara for 10. And there, we really tried to work together with
artists on very specific projects to do exactly what we’re doing now here.

BS: And we both had a parent who was an artist and we’re both art historians. So, I think our work is
coming from that too, biographically.

HC: Do you also have your own artistic practice? Would you also define yourselves as curators?

KK: No, I would not define myself either as an artist or as a curator.

BS: I did complete a curatorial studies program, and I worked as a curatorial assistant for two years

in Europe where we made books at the same time as we curated exhibitions. And I learned there that
those two things are very different. We do make shows about the people who work on books and make
books for the sake of public awareness. There are certain similarities between curating exhibitions and
working with artists to put their work into a book form, but it’s still a completely different medium

with its own history, form, logic, limitations, and possibilities.

BS: We’re maybe getting to the second question—why do we make artists’ books or books with artists?
It’s partially because the book is a product you can engage with in a private way. Books provide an
intimate encounter that has a completely different focus from being in a show, for example.

Also, we don’t make books in small editions—we really try to have big print runs and keep their prices
affordable. We don’t really make money from selling books anyway. We’re doing this just to get things
out there. We see the book as a product, but it’s also a process. Everything that leads up to it is part

of it, and also everything that then comes out of it. So, we organize a lot of events and for our book
launches or events that are triggered by the book...

KK: Or events that explore an aspect of the book that amplifies it.

BS: Yes, to make sure that the process and everything that comes after publishing are all a
conversation and keep the connections to things that didn’t make it into the book. You feel you're
connected to other people through reading, because there are a thousand copies of that book out
there. But at the same time, you have this really focused, isolated encounter with it. You can also come
back to it and annotate it. I think that’s very different from experience with other artworks. Moyra
Davey is one of the artists we’ve worked with, and she cuts up her books when they’re too big, and she
takes them everywhere. She also puts a new cover around them and has them with her. That’s what a
book allows you to do—you can make it your own.

KK: I think we should go back to our question of what you think is an artist’s book.

HC: Yes, I should clarify. I really agree with your sense of having a flexible boundary. I'm focusing on
artists’ books that were conceived through the autonomous projects by artists—whether the subject
of this making is the artist themselves. And I think the ethos of artists’ books really moved on to

being accessible from the more traditional forms neighboring book arts. I think this focus on the
distribution or circulation of art is underrepresented in the art world right now because the system is

still very much focused on how one can collect unique or rare art. Artists’ books represent the other
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end of the spectrum.

BS: It makes total sense to me. Karen once said that artists’ books are also a forum to present and
affirm a range of cultural experiences and artistic practices. That’s what drives us in many of the
projects. I think even exhibition catalogues, the more ambitious ones now, are starting to be more
like artists’ books. We just finished a book with A.K. Burns and the book includes conversations
between her and her curator about the making of her works, the research leading up to it, references
and images, her collaboration with others, and her thought process overall. Her practice is to make
video-based installations, so she made film stills, selected them, and designed their layouts in the book
herself. She tried to bring these elements into the exhibition as well, but she thought the book was the
more appropriate moment [to do that]. We’ve been meeting with her since 7 years ago—from the very
beginning of this really epic project, and it was always important for her that there’s going to be an
outlet for this internal thinking and references to her process.

We made another book with Julia Christensen, which is quite similar. It shows how she talks about
the process. She brings in a few pages of snippets of conversations that informed her—it’s very
interspersed throughout the book. She also acknowledges that it’s always the input from others that
forms the work. It’s a beautiful book about an artistic process and at the same time about culture,
waste, climate change, and all these important topics. And we just helped her with the designer to find
the right form for it, to edit it, and make things tighter.

HC: How do your projects start? Do artists come to you?

KK: Every project starts differently. It’s often an artist coming to us, and sometimes it’s a curator
coming to us. We are often approached by an institution when an artist wants to have this kind of

collaborative editorial attention.

HC: Do you think artists’ books are socially and culturally valuable? If so, what makes you think that
they are?

KK: Well, my first reaction was no, not inherently. Many artists actually don’t know why they’re
producing books. They just think that that’s what they’re supposed to do.

BS: To many artists, their practice is just engrained in them. We feel like there has to be a good reason
for making books and try to help artists find their reason. Making a book has carbon footprint—it
takes money and energy, so there has to be a relevance or necessity.

KK: And that question then leads to what kind of book would actually do what you want it to do and
become a viable project.

BS: We also ask that question to inform us to find the right form and to find the right collaborators.
Another question to ask to artists is ‘where do you see your book on a bookshelf—in a bookstore or in
a library? Who do you see next to it? What’s around it?’ This is to think about the other side, to think
of what the book would do in the world. I think that’s part of our responsibility as publishers—to
think about its purpose and what the context of this book is going to be.

HC: In other words, you're asking what value it adds to the world.

BS: And that can be as personal as making a book for your mother. You know, the value can be of very
different kinds.

HC: What do you think happens to make artists think that they need to make a book? Have you
noticed any recurring patterns of projects?

KK: I mean, every book has its own story and reasons. I can give you a couple of very different
examples. One is when an artist who has a very diverse process or groups of works thinks it’s difficult
for the audience to make sense of how these all relate to one another. This would be a panoramic book

where the whole oeuvre comes together.
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BS: It was about bringing out themes to connect these works because her projects are well known
individually but she herself isn’t. And she was frustrated about that. And it’s not obvious, but once
you look at this book, one can make sense of the whole and see that the works actually come from the
same set of questions.

KK: Another example would be like the case of A.K. Burns—when the artist spends a long time on a
project and wants to document the process to provide the reader with a holistic view of the project.
These kinds of project-based books use the space of a book to do what the exhibition might not be
able to do—providing details about the research, process, conversations around it, interpretation,

etc. A good example would be Zoe Leonard’s book (Available Light, 2014) about her camera obscura
projects in London, Cologne, Venice, Texas, and New York. Most of the photos in the book are taken
by Zoe herself, so they act as fragments of her experience in her own work.

BS: It was also her urge to bring those five sites together so you understand how site-specific they each
were, which you wouldn’t have been able to see when you were in the installation.

Another example is Alex Da Corte’s book. He made this event that was based on an Allen Kaprow
performance, and he recreated it in the same space in Philadelphia in March 2020, the day before

the lockdown. This event was so chaotic and so wild that he felt it became a weird metaphor of the
pandemic. So, he called the book a ‘living document’. It brought in performer memories, fragments,
photos by different photographers, and the designers tried to create that energy from that moment.
We're also just finishing a book about 12 individual dance histories. There’s this choreographer who
couldn’t perform during the pandemic, and she invited other performers to write solos which is their
private dance history. So, the book another outlet to think about what they’re doing as choreographers
and dancers. I think a lot of artists feel that publishing is a straightforward way to circulate their work.
HC: How would you describe the position of artists’ books in the contemporary art market? What are
the things that you notice are different in their consumption compared to artworks of other mediums?
KK: Well, I think in terms of the economics of making art books they’re not really viable in general. It
depends on what youre doing, but generally speaking, it’s not like fiction or non-fiction. Especially for
our books, they’re full of images, colors, need nice paper, and we spend a lot of time on them. They’re
very labor intensive and expensive to make. So, it’s not like we’re ever going to earn a surplus from
these projects artists’ books. In fact, money has to be raised first to make an art book. We were just
listening to our distributors talk about this issue, and they were saying that when you see a fancy art
book you can be sure that a painting was sold for it, for example. The financial conditions of making
an art book are actually within the art market to a large degree. If not the art market, then the funding
mechanisms of the art world—institutional support, etc. They’re often tied to these things. The reality
ties them to these things. We also work with artists to raise money they need to publish—helping with
their grant application, for instance.

BS: Also, art books have become such a sales tool for so many galleries now. Galleries now have

all these huge publication departments, like David Zwirner, Gagosian, etc. And they can pay their
collaborators better. For them, that’s of course all about increasing the value [of the art they sell]. What
they make now is not just a simple catalogue but actually has really good text so that they can brand
themselves as a critical environment. The art publishing economy is getting really, really complicated,
and we still have to figure out how we find our way in that. It’s a problem for us not only in terms of
competition, but it’s in that they don’t collaborate with external publishers like us anymore. It’s a very

strange shift that’s happening right now that has a huge impact on the publishing world.
HC: Can I ask you how you fund your press? Do you have a core funding?

KK: We've had benefit exhibitions where artists contributed their works and got us off the ground. We
also apply for grants for each project.
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BS: We're also, in a way, artist-driven. The whole start of our press was really coming from artists
encouraging us and the way we work.
KK: But for each of our books, we had to have separate roadmaps for funding—we had to have the

funding in place to start.

HC: Do you think the value of artists’ books are expressed well in their prices in general? In other
words, do you think artists’ books are traded at fair prices?

BS: Fair for whom? For the audience? For the artists and publishers?

HC: I'd like to hear your answers for both parties.

KK: For us, the book sales is never going to cover its own costs, which means it doesn’t pay a salary
for us, either. We’re not trying to do that. So, it seems better to go for lower prices, for it to be fair for

the consumers.

HC: What factors do you consider when pricing your artists’ books? Are there any particular
standards or reasonings behind your prices?

KK: We really rely on our distributor for pricing. We also think about who might be wanting this book
and think about what price is going to be affordable for them. But of course, we also think whether

it is a hard cover, soft cover, is it a 500-page book? I mean we do look at what the object is and how
much work it’s been. It’s not like we don’t consider what it took to make this book. We just know that
it’s not going to be profit-driven.

BS: Maybe we weren’t clear earlier, but when you’re talking about the art market, I do think that

the role of independent presses is something that we care about and we would really love to be able
to retain. That’s something to think about as part of the whole ecosystem of bookmaking and art
book-making—what are the different roles, who plays what role, what’s the commodity, what can
you afford, and what can you contribute. I think it’s not the same when a gallery does it or when a
museum does it or when a university press does it and when an independent press does it. It makes a

huge difference because of the habitats we each live in.

Interviewee S

Billy Simms is an artist and educator based in Miami, Ohio. His practice focuses on the
intersection of visual art, literature, theatre, and storytelling. Working with an interdisciplinary
principle, his projects have been in a variety of media including printmaking, writing, sculpture,
drawing, painting, crafts, photography, and found objects. He currently teaches on various art practice
courses as an Adjunct Instructor at Miami University. His recent exhibitions include ‘Craftowne: The
7th Hole’ (Pyramid Hill Sculpture Park and Museum, 2021), ‘Leftovers’ (1628 Gallery, 2021), and
‘Hamilton Current: Regional Art Exhibition’ (Fitton Center, 2021).
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Hyunjoo Cho: Which category of participants best defines you? Please tell me all that apply: Maker
(artist, designer), Facilitator (curator, editor, publisher), Distributor (distributor, retailer), Collector
(collector, archivist, librarian, consumer).

Billy Simms: I see myself as an artist. It took me a while to get there. My undergraduate degree is

in theatrical scenic and lightning design, and I worked in technical theatre for 11 years, and then I
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went back to school and got a degree in special education. So, I taught middle school and high school
special education for 15 years. And then all of a sudden, I got into printmaking, and while I was doing
printmaking, I decided I wanted to quit my job and go back to school full-time and get an MFA.

So, ever since I finished the MFA, I think of myself as an artist. I've still gone back and done some
theatre lighting design and all sorts of stuff. I don’t like pigeonholing myself as just a printmaker—I
think of myself as an artist who makes and does what I see fit for the practice.

HC: Why do you make artists’ books? How do your books fit into your overall practice?

BS: One is that I have a great love of books. My wife is a writer, so she has a lot of books to begin with.
I love books, comic books, and I love to read.

When I did my thesis show with my work Craftowne, it was going to have written text, but everyone
kept saying that I should make it so it doesn’t. In the end, though, I realized I couldn’t do that. I
couldn’t tell these stories only in images. So, it just made sense to make a comic book version of it.

I had done a couple of book projects before that, too—I did a 42 woodblock wordless novel, and I
collaborated with a friend who works at Miami University to publish our travel photography. I would
take pictures while I was on trips and send them to him, and he would write texts to go with them.
Also, turning things into books is just a way of for the show to survive after the exhibition. I think
that’s one of the limitations of visual arts, especially installations like my work Craftowne, which is
meant to be seen as a whole. Once the exhibition’s over, you’ve only gotten that limited number of
visitors. So, it was a way to reach a broader audience and have the work live on in another iteration. I
consider the book a bit like a catalogue for a show, but also a compilation of different things that were
involved in the exhibition—I call them artefacts. And the text in the book is the wall text from the

show that explains the overall narrative.

HC: I'm very curious of your process when you’re making this. Where do you start? Do you start with
a story, and then you sort of see it in the exhibition form, and then you collapse it into a book?

BS: It starts with the story. I get ideas or stories first, and they inform the artwork. I grew up in
Maryland, and the town was called Crofton, which I changed to Craftowne in my work. A good
number of the stories in Craftowne are actually true.

HC: So I guess your take on this idea of making a book really comes from two big directions—one,
you wanted to come up with a channel where this your exhibitions and your work lives on and travel,
and two, maybe it was more natural for you to think of it because you start from story, and one of the
mediums that we connect the most with story is the book. Do you think that’s true?

BS: Yes, absolutely. I'd agree with that. Especially once I got into the notion that the installation is
essentially a graphic novel you walk into, the logical extension of that to me was to make it into a
graphic novel, to actually make a physical graphic novel out of it.

HC: How was that spatial transformation into something 2D?

BS: That’s the tricky thing. Making the first comic was really hard because the way the exhibition
worked was that the visitors walked in and they read the first few texts about Craftowne. And you
could wander in the installation and look at it in any order. 'm fascinated by the notion that you and I
can walk into the same show, but if we go and look at things in a different order and read the stories in
a different order it’s a very different experience. There are books that actually do that as well. I've got
a few examples. One of them is called Composition No.1 (Marc Saporta, 1963). It’s unbound, so it’s a
box and all the pages are loose leaved so that you can read them in any order. I love that kind of thing
because it’s a very different experience for each read based on the temporal experience of what you
read first second and third. But with my comics, I did have to put them in a specific order because of

the flow of the narrative. It was difficult deciding the linear order of reading and figuring out the most
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logical way of presenting it.

HC: I think it’s also interesting how you call your publications ‘comics’. Why do you borrow from the
genre of comics?

BS: The reason I call it a comic is because the physical format of the publication was a comic book.

I had it in the same dimension, stapled it, I bought plastic bags and backing boards, so I really
presented it as how they would be selling a graphic novel in a shop. I think I did that because my real
love of reading and books originated from comics. I had a great deal of trouble learning to read when
I was a kid—I'm a little bit dyslexic. Reading comic books was really how I got into reading, and it
really helped me learn to read. So now, I just have this great affinity for them. I also thought if I'm
doing this installation, this show about the town I grew up in, it should reflect the person I am.

HC: I saw on the cover page of your Craftowne written ‘free and cheap’ like the tag—does that come
from the comics aesthetic?

BS: It’s a direct reference to Mad magazine. It was larger than a comic book—more like a magazine
format, and it still gets published but in a kind of a different way. It’s a parody magazine where you
can find movie parodies and TV cartoons. It was a collection of things, and the cover always had the
price written, and under it said ‘cheap. One of my favorite covers ever was just a big slogan saying
‘mad magazine lowers its price) and the price was always written in the upper left hand corner, and

there was an arrow to the bottom of the cover page with the same price but it was just lower on the

page.

HC: What does the price of your books mean to you? What factors do you consider when pricing your
artists’ books?

BS: I think if T sell my upcoming work, I'd do it just to break even for the costs. I'm not a Marxist or a
socialist, but I feel like capitalism has run amok, and the gold standard example of that is the fine arts
and galleries and museums. It’s so insane how much a few select people make on art, which is always
bought by these super rich, elite people. My background, printmaking, is a medium that was very
much for the public. It was about creating art so that any average person can purchase it. So, that’s my

standard when pricing my works—pushing back on the whole system.

HC: Do you think artists’ books are socially and culturally valuable? If so, what makes you think that
they are?

BS: The answer is yes, definitely, because I think it ties into what I was just saying. For an average
person to see art, they have to go to a gallery or a museum, but these publications really get art out
into the world. So, people who don’t normally have access to art can get access through these books. I
think there’s a lot of people who would really appreciate art but live in a rural area with not much of it

around. In short, I think artists’ books help make art a little more democratic and open to everybody.
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