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Abstract 

It will be argued in this thesis that Australian conceptual and post-object artists' 

books established the field of Australian artists' books. From an Australian 

perspective, this thesis will investigate the international field of practice as it 

formed within global conceptualism through the period 1963 to 1983. This thesis 

will specifically examine the conceptual publications produced by expatriate 

Australian artists from the late 1960s onwards, and the artists' books produced 

by locally-based Australian post-object artists through the 1970s. This thesis will 

conclude by demonstrating how by the early 1980s, these conceptual and 

post-object artists' books produced during the previous two decades had set 

the material and discursive foundations for the field of Australian artists' books. 
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1. Conceptual art and artists' books: An Australian perspective 

The "artist's book" is a product of the 1960s ... Neither an art book ... nor a 
book on art ... the artist's book is a work of art on its own, conceived 
specifically for the book form and often published by the artist 
him/herself. It can be visual, verbal or visual/verbal. .. a portable 
exhibition. But unlike an exhibition, the artist's book reflects no outside 
opinions and thus permits artists to circumvent the commercial-gallery 
system as well as to avoid misrepresentation ... Usually inexpensive in 
price, modest in format and ambitious in scope, the artist's book is also a 
fragile vehicle for a weighty load of hopes and ideals; it is considered by 
many the easiest way out of the art world and into the heart of a 
broader audience. 1 

So claimed the American writer, art critic and activist Lucy R. Lippard in the 

opening paragraph to her polemical essay entitled 'The Artist's Book Goes 

Public', published in Art and America in January 1977. It is a quote that 

encapsulates the fervour that surrounded the international proliferation of 

artists' books throughout 1970s. In a decade in which 'anything goes', artists' 

books jostled for recognition alongside a range of other art movements and 

practices, including Conceptual art, land and environmental works, installation 

and performance, photography, film and video, correspondence and mail art. 

While in the broad artistic context artists' books may have emerged as one of 

the many art forms and practices that contributed to the character of the 

1970s, a simple question arose: what is an artist's book? It was a fundamental 

question that inevitably led to a complexity of debates and issues through the 

1970s, as advocates, critics and artists themselves endeavoured to establish the 

material and discursive characteristics and criteria that could distinguish and 

delineate artists' books as a distinct field of practice. 

As an advocate of the 'artist's book', Lippard's statement is a succinct 

introduction to a number of the issues, themes and assumptions that are 

pertinent to the scope of this thesis, as well as articulating and historically 

locating some of the conceptions, perceptions and preconceptions about 

artists' books that still linger in some form or other through the literature to the 

present. The artist's book as a 'work of art on its own', the artist's book as 'a 

portable exhibition', artists' books as 'inexpensive in price and modest in 

formar, and artists' books as a means to circumvent the art world and get out 
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'into the heart of the broader audience'. These may appear on first encounter 

straightforward claims, but they nevertheless raise a multitude of issues and 

themes that will be explored in this thesis. 

If Lippard's statement refers to the formulation and role of artists' books within 

the international context the next logical question to pose with respect to the 

scope of this thesis is what about Australian artists' books? This has been a 

difficult question to answer to date, particularly regarding the 1960s and 1970s, 

due to the dearth of scholarly literature on the subject. The first 'history' of 

Australian artists' books was written by the poet writer and art critic, Gary 

Catalano, entitled The Bandaged Image: A study of Australian artists' books, 

published in 1983.2 It was a modest study, numbering less than l 00 pages, but 

nevertheless remained, until the last decade, the single general monograph on 

the subject.3 

There is paradox in status accorded Catalano's publication; in the first instance, 

his book can be seen as denoting a significant milestone in the discursive 

formulation and foundation of a field of Australian artists' books, while at the 

same time, the limited scope his coverage left significant gaps in our 

understanding of the preceding decades, the 1960s and 1970s. Two-and-a-half 

decades on, Catalano's study can now be critically analysed as a historically 

located document implicated within a particular milieu and a symbolic 

bookend to a specific period of Australian artists' books. 

In this thesis it will be argued that Australian conceptual and post-object artists' 

books of 1960s and 1970s established the material and conceptual foundations 

for a distinct field of Australian artists' books, of which Catalano's text was a 

discursive manifestation. Nevertheless, in citing both Lippard and Catalano, as 

respective international and Australian commentators, the question that 

perhaps could and should be raised is to what extent their personal accounts 

may not be isolated instances, but rather two differing perspectives on an 

interrelated history of artists' books. To date, however, this question has not 

been raised, nor answered. It is significant gap in the literature to date, which, 

as is argued in this thesis, inevitably compromises our understanding of the 

history of Australian artists' books within the international context during the 

1960s and 1970s. 
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To readdress this lacuna in the history of Australian artists' books, in this thesis, a 

comparative study of international and Australian artists' books will be 

undertaken, so as to present an Australian perspective on the interrelationships 

between Conceptual art and artists' books. There are two facets to this 

comparative study: the first is the examination of the connections and parallels 

between international and Australian artists' books within Conceptual art more 

broadly, 'global conceptualism', and what came to be specifically known in 

Australia as post-object art. The second is the examination of the divergences, 

variations, and/or strategies that were employed within the Australian field of 

practice, which led to localised differences between Australian artists' books 

and their international contemporaries. It will be shown through this thesis that 

this comparative approach provides a compelling explanation for the material 

and discursive formation of the field of Australian artists' books. 

To present this comparative study, an intertwined chronological survey of 

international and Australian artists' books will be recounted covering the two 

decades spanning, 1963 to 1983. The year 1963, marks the publication of 

Edward Ruscha's Twentysix Gasoline Stations, which across the international 

discourse has been identified as a key moment in the 'founding' of the field of 

artists' books.4 While in the Australian context 1983 was, as has already been 

stated, the year in which Catalano's The Bandaged Image was published. This 

chronological survey will therefore chart the early explorations of the 'book as 

artwork' with the inception of Conceptual art in the late 1960s, through 

Australian engagements with the heyday of international artists' books in the 

1970s, concluding with the historical delineation of a distinct field of Australian 

artists' books in the early 1980s. 

This chronological survey will be presented through a number of juxtaposed 

international and Australian case studies pertinent to each phase of this history. 

These case studies can be broadly divided into three categories. The first 

involves case studies that investigate the alternative spaces and conceptual 

sites that facilitated the creation, circulation, reception and eventual collection 

of artists' books, and which illustrate the broad 'institutional' structures that 

functioned within the field of artists' books. The second group of case studies 

will explore the engagements of recognised practitioners of artists' books, such 
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that their output over a period of time illustrates the way broader issues and 

debates evolved or transpired within the field. The third type of cases studies, 

focus on single artists' books. The 1960s and 1970s were characterised by artists 

who may have made only brief incursions into the field of practice without any 

lasting commitment to the art form. Nevertheless, there are specific titles that 

can be singled out as making major conceptual contributions to the field of 

artists' books, while in other cases a particular title can be identified as 

representative of an entire spectrum of artists' books. 

The next chapter, Chapter 2: The discourse on artists' books, will be divided into 

three categories: firstly, the literature on Conceptual art and conceptualism, 

which can incorporate artists' books; secondly, the international literature on 

artists' books; and thirdly, the literature specifically relating to Australian artists' 

books. In the 1960s and early 1970s Conceptual art incorporated a 

subcategory of the 'book as artwork', such that historical framing of the 

'movement', as well as the current literature on Conceptual art its global 

variants, including Australian post-object art and the critical perspective 

provided by 'Institutional Critique' can be taken as broad frames of reference 

by which to investigate artists' books. 

It was not until 1973, following a landmark exhibition, so-titled Artists Books, that 

the term artists' books entered circulation to ascribe a new field of artistic 

practice.5 As will be outlined in the review of the international literature, the 

proliferation of artists' books throughout the 1970s was sustained by the 

evolution of a complementary discursive history of artists' books. While the 

international discourse may address North American and European artists' 

books, the literature on Australian artists' books, despite its limited coverage, 

nevertheless indicates a complementary and parallel discursive formulation of 

what now constitutes the field of Australian artists' books. 

In Chapter 3: Historical debates and contemporary perspectives, a number of 

the central themes that defined the field of international and Australian artists' 

books during the period 1963 to 1983 will be outlined. It is argued in this thesis 

that the historical debates that characterised the 1970s, which were introduced 

with Lippard's opening quote, can be conceptually bound to concordant 

contemporary perspectives, which will therefore be employed as the 
13 



theoretical backdrop to the comparative chronological survey of international 

and Australian artists' books. The first consideration is the recent upsurge of 

interest in 'global conceptualism' and how this can inform the theoretical re

configuration of Australian artists' books within the field of international artists' 

books, as well as present a contemporary perspective on the 'dematerialized' 

network of the 1970s. 

The second component is the articulation of the discursive frame and the key 

themes and debates that defined artists' books across the two decades 

covered by this thesis. This discursive frame provides a historically-delineated 

frame of reference by which the inter-twined material and discursive histories of 

international and Australian artists' books can be approached from a 

contemporary viewpoint. Thirdly, it is argued in this thesis that the work of the 

French sociologist and theorist Pierre Bourdieu and his conception of the field of 

cultural production, provides a broad interpretative framework that can be 

adapted to assist in the analysis of international and Australian artists' books 

undertaken in this thesis. 

Chapter 4: Conceptual art and conceptual aspects will focus on the proto

discursive international field from 1963 to 1972, instigated by the publication of 

Edward Ruscha's Twentysix Gasoline Stations. This chapter will outline how 

Ruscha's 'perplexing publications' were subsequently incorporated and 

legitimised by their inclusion within the broader frame of Conceptual art at the 

end of 1960s. This chapter will also illustrate how the publishing activities of the 

New York art dealer and entrepreneur Seth Siegelaub contributed to the 

conceptual legitimacy of artists' books in the late 1960s, with specific reference 

to the books produced by two of his most closely affiliated artists, Lawrence 

Weiner and Robert Barry. This chapter will conclude by outlining the initial 

Australian engagements with artists' books, firstly, by placing the experiments of 

the New York-based Australian expatriate Conceptual artist Ian Burn within the 

context international proto-explorations, and secondly, by investigating Robert 

Rooney's contemporaneous engagement with books as art in Melbourne, as 

indicative of the trans-national symbolic exchange of artists' books. 

In Chapter 5: Conceptual art and global conceptualism, the entwining of the 

international and Australian histories of artists' books will be undertaken by a 
14 



twofold analysis of Sol LeWitt who is widely acknowledged within the field of 

international artists' books, and New York-based Australian artist Robert Jacks, 

who is recognised within the field of Australian artists' books, but whose 

practice has generally fallen outside the international discourse. In this chapter, 

the parallels between their approaches to books as art will be identified, while 

their extended commitments to the art form over a number of decades also 

illustrates the transition from proto-discursive period, 1963-1972, to a delineated 

field of artists' books by the mid 1970s. In addition, Jacks' practice, both in 

North America, from 1967 to 1978, and after his return to Australia in 1978, 

materially and symbolically bridges the fields of international and Australian 

artists' books. 

Chapter 6: Global conceptualism and Australian post-object art locates 

Australian conceptual and post-object practices within 'global conceptualism', 

by investigating the strategic responses by Australian-based post-object artists 

to international artists' books. Two cases studies will be presented; the first 

being, lnhibodress, as the local outpost of global conceptualism and as a site 

for Australian post-object art and artists' books in the early 1970s. The second 

case study will concentrate on the role of the Experimental Art Foundation 

(EAF) in Adelaide as a local exemplar of the type of 'alternate' spaces that 

became aligned with the artists' books in the 1970s. The EAF published, or 

facilitated the publication of artists' books, which can be seen to have been 

encompassed by discursive frame for international artists' books, while it also 

provided the 'institutional' support for 'Australian' artists' books, most 

significantly through the EAF's contribution in presenting Artists Books/ 

Bookworks (1978-79), as the first exhibition to showcase a combined 

representation of international and Australian artists' books. 

To complete the coverage of the EAF, Chapter 7: A field of Australian artists' 

books, will investigate the theoretical authority exerted by Donald Brook, as the 

most articulate advocate for post-object art in Australia, and the impact his 

'new theory of art' may have had upon the conception of Australian post

object artists' books. As will be argued in this chapter, there was a synchronous 

coexistence of international discursive frame for artists' books and Brook's 

theoretical formulation of 'experimental art', which allowed for the re-
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formulation of artists' books within the Australian post-object environment at the 

close of the 1970s. 

Finally, the thesis concludes with the publication of Catalano's first written 

account of Australian artists' books in The Bandaged Image (1983). Prior to this 

date Australian artists' books can be seen to be have been instituted and 

functioned strategically within the global network of Conceptual art and 

conceptualism. From this historical point onwards, however, a distinct sub-field 

of Australian artists' books can be seen to have been discursively consolidated. 

As is argued in this thesis, The Bandaged Image is both an effect and a cause 

leading to this research. It is an effect because it is an account primarily 

indebted to the Conceptual and post-object artists' books, such that it is a 

discursive text implicated within the period which it purports to document. It is a 

cause, because as the first monograph published on the subject, it established 

the discursive parameters of a field of Australian artists' books, whilst its modest 

scope left significant gaps in our knowledge of Australian artists' books over the 

preceding two decades, which is readdressed in this thesis. 

Notes to Chapter 

1 Lucy R. Lippard, 'The Artist's Book Goes Public', Art in America, vol.65 no. l, January
February 1977, p .40 
2 Gary Catalano, The Bandaged Image: A study of Australian artists' books, Sydney: 
Hale & lremonger 1983 
3 It was only in 2008, 25 years after the publication of Catalano's study, that the National 
Gallery of Australia released a general monograph on Australian artists' books; Alex 
Selenitsch, Australian Artists Books, Canberra: National Gallery of Australia 2008 
4 Edward Ruscha, Twentysix Gasoline Stations, Los Angeles: A National Excelsior 
Publication (self-published), First edition, dated 1962, published 1963 
s Artists Books, Moore College of Art, Philadelphia, 23 March - 20 April 1973 
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2. The discourse on artists' books 

The discourse pertaining to this thesis can be broadly delineated into three 

identifiable yet intertwined areas of literature; the first the literature on 

Conceptual art and conceptualism, which can incorporate artists' books; 

second, the international literature on artists' books; and third, the literature 

relating specifically to Australian artists' books. This review of the literature will 

therefore explore each of these three areas so as to provide a broad backdrop 

to this thesis, whilst also identifying specific issues of importance to an Australian 

perspective on Conceptual art and artists' books. 

Within each of these three areas of literature, a further distinction will be made 

between the historical literature and the contemporary discourse. This 

distinction is made to allow critical analysis of the literature that is 

contemporaneous with the historical period addressed in this thesis, as separate 

from the contemporary perspectives allowed by historical distance. Moreover, 

as this thesis will show the evolution of discursive history of artists' books is 

implicitly bound with the international circulation of artists' books. 

2. 1. Conceptual art and artists' books 

The literature on Conceptual art since the 1960s presents the broadest sphere 

of writings encompassing artists' books, and historically, in the late 1960s and 

early 1970s bound artists' books within a broader 'movement'. Conceptual art 

provided a frame of reference for a subcategory of the book as artwork, as it 

was not until the early 1970s that the term artists' books entered circulation and 

was ascribed to identify a new field of artistic practice. 

In the first instance, therefore, the historical literature on Conceptual art 

encompasses what can be described as the proto-discourse on artists' books. 

In this context artists' books produced by Conceptual artists are discussed as 

one facet of their broader practice, or as one of the many 'dematerialized' 

forms of Conceptual art. 
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Secondly, the role artists' books played. within Conceptual art has meant that 

the proliferation of literature on Conceptual art in the last two decades has 

presented new perspectives through which to re-evaluate the role of artists' 

books within Conceptual art as well as provided opportunities by which to 

address Conceptual artists' books within the specific discourse relating to the 

field of artists' books. 

2. 1. 1. Conceptual art and the proto-discourse on artists' books 

If there is one publication that illustrates the status of artists' books before they 

became identified in the discourse as artists' books, it is Lucy R. Lippard's Six 

Years: The dematerialization of the art object from 1966 to 1972, published in 

1973.1 As a writer, curator and critic inextricably linked with Conceptual art 

Lippard's Six Years remains a key historical document as an edited 

bibliography of books, magazines and periodicals, a listing of events, 

exhibitions, interviews and symposia, as well as fragmentary texts and/or 

annotated commentaries by the author herself.2 A feature of the publication is 

the prominence given to artists' books, and what is a partial chronology of the 

artists' books prior to the widespread use of the term in the mid- l 970s. In 

Lippard's account 'Books' (encompassing multiple and editioned works, 

unique copies, Xeroxed booklets, etc.) are integral to 'the dematerialization of 

the art object' in the late 1960s. The fourth entry for 1966, for example, reads: 

Ruscha, Edward. Every Building on the Sunset Strip. Los Angeles, 1966. 
Two-sided, fold-out boxed. Ruscha's extremely influential 
"antiphotography" books first appeared in 1962. They were: Twentysix 
Gasoline Stations (1962), Various Small Fires (1964) (Rep.), Some Los 
Angeles Apartments (1965) ... 3 

Lippard's retrospective citation of Ruscha's 'extremely influential' Twentysix 

Gasoline Stations is followed by a transcription of an early interview with the 

artist in Artforum, concerning his 'perplexing publications', which through 

Lippard's editing can be read as a manifesto for an entire genre of Conceptual 

artists' books to follow. 'Quoting' Ruscha: 

... I am interested in unusual kinds of publications ... Above all, the 
photographs I use are not "arty" in any sense of the word. I think 
Photography is dead as a fine art; its only place is in the commercial 
world, for technical or information purposes ..... they are technical data 
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like industrial photography ... One of the purposes of my book has to do 
with making a mass-produced object. The final product has a very 
commercial, professional feel to it ... I have eliminated all text from my 
books - I want absolutely neutral material. My pictures are not that 
interesting, nor the subject matter. They are simply a collection of "fact"; 
my book is more like a collection of "readymades." 4 

In retrospect Lippard's chronology of Six Years can be seen to present is sub

narrative tracing a burgeoning field of artists' books from the mid 1960s. In 1967, 

for example, Lippard lists a meagre six titles published by Ruscha and members 

of Art & Language. Three years later, in 1970, there is a multitude of 

publications listed including works by Robert Barry, Hilla and Bernhard Becher, 

Daniel Buren, Ian Burn and Mel Ramsden, Roger Cutforth, Jan Dibbets, Dan 

Graham, Douglas Huebler, Robert Jacks, Joseph Kosuth, Mario Merz, Allan 

Ruppersberg, Jeff Wall and Lawrence Weiner.5 Although in Lippard's account 

these publications are not separated from the boarder field of Conceptual art, 

the number of books and other publications being produced were inevitably 

creating a critical mass of works in book form. 

Artists' books were one of the variety of mediums by which Conceptual art was 

realised and documented, and it was perhaps inevitable that an exhibition 

would be held dedicated to the Book as Artwork 7 960/72, as occurred at Nigel 

Greenwood Gallery, London, in 1972.6 The exhibition was curated by the Italian 

Arte Povera mastermind and art critic Germano Celant, and the 

accompanying catalogue included a translated essay by Celant on the 'book 

as artwork' that had been published in the first issue of the Italian Arte Povera 

journal Data the previous year.7 In addition, the catalogue included a 

chronological 'list of books, 1960-1972',8 which like Lippard's Six Years recorded 

the expanding field of practice over the previous decade.9 

Celant's support for the book reflects his broader affiliations with Conceptual 

art, Arte Povera and land and environmental art. 10 It was The Xerox Book, 

published by Seth Siegelaub in 1968, that clearly informed Celant's conception 

of the book as artwork, in combining the ethics of cheap mass production 

printing with the idea of self referential 'identifications'. 11 Celant's predilection 

for this type of work extended to his concluding remarks about a series of books 

published by Gian Enzo Sperone in Turin from 1969.12 This series of books was 

edited by Pier Luigi Pero and Celant himself, and included a number of what 
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are now considered classic titles; Lawr~nce Weiner's Tracee Traces (1969), 

Robert Barry's Untitled (1970) and Two Pieces (1971 ), Douglas Huebler's Duration 

(1970), Joseph Kosuth's Function, Funzione, Funcion, Fonction, Funktion (1970), 

Mario Merz's Fibonacci 7 202 (1970) and Giovanni Anselmo's Leggere (1972). 13 

The exhibition Book as Artwork not only represented Celant's key contribution to 

the literature on artists' books, but also recorded his own involvement with the 

proliferation of the art form through this series of publications. 

2. 1.2. Recent literature on Conceptual art, conceptualism and 

Institutional Critique 

Over the last two decades there has been a resurgence of interest into 

Conceptual art and what has been more broadly termed 'conceptualism'. 14 A 

number of key survey exhibitions have provided the catalyst for renewed 

debate and the reconsideration of Conceptual art in particular; L 'art 

conceptual: une perspective, Musee d'art moderne de la Ville de Paris, 1989; 

Reconsidering the Object of Art, 7 965- 7 975, at Museum of Contemporary Art 

Los Angeles, 1995-1996; Global Conceptualism: Points of Origin, 7 950s- 7 980s, 

Queens Museum of Art New York, 1999; and Live in Your Head: Concept and 

Experiment in Britain 7965-75, Whitechapel Art Gallery, London, 2000. 15 In 

addition, many of the most high-profile Conceptual artists, such as LeWitt 

Weiner and Barry, have received major retrospective exhibitions or have been 

the subject of monographs over the last decade.16 

Benjamin H. D. Buchloh, who has been extremely influential on what has 

become known as 'Institutional Critique',17 Charles Harrison, as an authority on 

Art & Language, and contemporary photographer Jeff Wall, have been three 

of 'the most formidable historians of Conceptual art'. 1B In addition to these 

authors, and of particular relevance to this thesis, is Alexander Alberro, who 

over the last decade has written extensively on Conceptual art as well as 

having published a book on Seth Siegelaub's involvement in the New York art 

world 1964-1971, and his pivotal and entrepreneurial role in launching the 

careers of Robert Barry, Douglas Huebler, Joseph Kosuth and Lawrence 

Weiner. 19 
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In a critical anthology of Conceptual art Alberro identified four key art

historical genealogies that informed Conceptual art; firstly, a trajectory through 

serial and schematic structures of Minimalism, and associated with this, the 

manual 'deskilling' of the artist; secondly, the reduction of the art object 

towards 'dematerialization', or otherwise the ascendency of textual as a 

challenge to the visual; thirdly, the negation of aesthetic content as a legacy of 

Duchamp's 'readymade'; and finally, the self-conscious (institutional) critique of 

the framing of art.20 

Although Alberro acknowledged the importance of the linguistic 

conceptualism of Kosuth and Art & Language, as well as LeWitt's writings and 

practice, 21 he identified the 'decentring' of the artist in the work of Weiner and 

Huebler as laying the foundations for the dominant theoretical model for 

conceptualism (after Buchloh); the critique of the institutions of art as instigated 

in the work of Daniel Buren, Marcel Broodthaers and Hans Haacke.22 The legacy 

of Conceptual art was therefore in the post-Conceptual practices informed by 

this conviction that art is dependent on institutional practices, forms of 

distribution, and structures that are pre-established by discursive and 

institutional conventions.23 

It is perhaps not surprising that Alberro (and his co-editor Blake Stimson) recently 

edited an anthology of artists' writings' on Institutional Critique.24 In this 

anthology Alberro labelled those post-Conceptual practices which consciously 

work within existing institutions as 'historical' Institutional Critique.2s The critical 

strategy of 'historical' Institutional Critique in the late 1960s and 1970s was both 

analytical and political, in that if the institutional frameworks were critically 

analysed then these strategies and interventions could affect change and 

thereby transform these institutions into a more 'nonrepressive' context for art.26 

Whilst the work of Buren or Haacke may have presented the most direct 

challenge from within from the outset an alternate strategy, which Alberro 

identified as coming to the fore in the early 1980s, was to counter the existing 

institutional frames by developing alternate means to encroach into the public 

sphere, as evident in the work of, for example, Barbara Kruger and Jenny 

Holzer, who by employing easily accessible forms of communication 

(language) and representation (clever graphic design) endeavoured to 

expand the (institutional) parameters of art. 27 
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While the literature on Conceptual art and the post-Conceptual Institutional 

Critique is more detailed and expansive than the brief accounts above, these 

introductions have been made so as to identify some of the reoccurring issues 

that are of contextual interest in relation to focus of this thesis; firstly, is that the 

emergence of 'historical' Institutional Critique in the late 1960s and early 1970s 

coincided with a crucial period in the development of artists' books; secondly, 

a number of the protagonists recognised within Conceptual art such as 

Weiner, LeWitt and Seth Siegelaub, were also key figures involved with artists' 

books; and lastly, as will be explored in detail in the next chapter, the 

proliferation of artists' books in the late 1960s and early 1970s was driven by a 

similar critical view of the existing institutions of art such that artists' books were 

conceived as an art form that could circumvent the traditional mechanisms for 

the display of art. A fundamental premise underpinning artists' books in the 

1970s was the political intent to expand and transform the parameters of art 

which was to be achieved by establishing 'alternative' mechanisms for the 

production, distribution, circulation and consumption of the artists' books so as 

to (at least theoretically) reach a mass audience. 

While Institutional Critique may be one of the dominant post-Conceptual 

strategies, it is also evident that research into Conceptual art over the last 

decade has greatly expanded as a field of enquiry, such that 'there are many 

histories and legacies of Conceptualism'. As Alberro observed, research has 

also shifted from the first generation or high profile figures, such as Kosuth or 

LeWitt about whom there is now generally extensive literature about their 

practice, to the recovery of the contributions of lesser known first generation 

conceptualist artists, such as Lygia Clark, Piero Manzoni, Mary Kelly and Martha 

Rosier, as well as younger artists working in the vein of Conceptualism.28 In many 

respects this expanded field of enquiry is perhaps most clearly evidenced in a 

shift in the terminology used in the literature from 'Conceptual art' to 

'conceptualism'. 

The exhibition Global Conceptualism: Points of Origin, 7 950s- 7 980s, held at the 

Queens Museum of Art New York, 1999, must be recognized as providing the 

impetus for a more critical investigation of localised or regional manifestations 

of conceptual practices, and for delineating Conceptual art (as a principally 
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North American art world movement th.at superseded Minimalism) from the 

inter-connectivity of conceptualism as a more expansive and enduring global 

phenomenon.29 In Rewriting Conceptual art, published later that year, Michael 

Newman and Jon Bird argued that 'what constitutes the 'canon' of 

Conceptual art has to be put in the context of its specific geographic and 

cultural histories', such that 'no single term can adequately describe the various 

formal and theoretical investigations pursued by artists during this period'.3o 

Reiterating the curatorial rationale behind Global Conceptualism, Newman 

and Bird made a clear a distinction between 'Conceptual art' 'the movement' 

and 'conceptualism' as 'a tendency or critical attitude towards the object as 

materially constituted and visually privileged', 31 shifting the emphasis away from 

Conceptual art per se to a more inclusive exploration of conceptualism's many 

historical facets. As will be outlined in detail in the next chapter, the 

geographical and cultural expansiveness of 'global conceptualism' can 

provide a critical impetus for re-assessment of Australian artists' books within the 

spheres of Conceptual art international conceptualism and what became 

known in Australia as 'post-object' art. 

2.2. Artists Books and artists' books 

While the above outline has introduced the discussion of artists' books within 

the context of Conceptual art the discourse on artists' books enters a new 

phase with the exhibition Artists Books, which opened at the Moore College of 

Art, Philadelphia, in March 1973, as the inaugural exhibition of the artists' books 

in America.32 Organized by the Gallery Director, Diane Perry Vanderlip, the 

exhibition was intentionally inclusive; Vanderlip accepting a book as an artist's 

'book' if that was the conception or intention of the artist.33 

The exhibition included over 250 books by 144 artists, and while many artists 

were represented by a single work, others, including Joseph Kosuth, Dieter Roth 

and Edward Ruscha, were represented by multiple copies. There were over two 

dozen lenders to the exhibition, including artists, commercial galleries, mainly 

from New York, individuals 'collectors', and a single public institution, the 

Philadelphia Museum of Art. Specialist New York bookseller Wittenborn & Co. 

provided 38 works, while Dick Higgins' Something Else Press lent another 27 

books and pamphlets by George Brecht John Cage, Robert Filliou, Alison 
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Knowles, Bern Porter, Dieter Roth, Dani~I Spoerri and Emmett Williams. Amongst 

the list of predominantly Anglo-American practitioners, two Australian artists 

were fortuitously included, Tim Johnson's Public Fitting 1972, lent by Willoughby 

Sharp, publisher Avalanche magazine,34 and Mike Parr's One Hundred Page 

Book 1971, provided from the personal collection of Lucy R. Lippard.35 

In a critical survey of the literature on artists' books, published by Stefan Klima in 

1998, the author suggested that 'the exhibition Artists Books marked in the 

transition of the book-as-idea to the book-as-object. The new focus was on the 

book as a self-conscious object; previously, it had been the subconscious 

object. The exhibition signified the end of one era, best summed up by the 

exhibition Book as Artwork 7 960/72, and, the beginning of another, which it 

helped instigate.'36 The most obvious difference between Celant's preceding 

exhibition and Artists Books was the conspicuous absence of artists' engaged 

with art and language, or Art & Language, such as Ian Burn, Mel Ramsden, 

Harold Hurrel and Christine Kozlov. Given the previous section on Conceptual 

art and artists' books, it may be more accurate to identify Artists Books as the 

exhibition that marks the transition of the book-as-idea subsumed within the 

field of Conceptual art to the book-as-object as a distinct discursive field of 

practice. 

Klima's comments paraphrase an essay 'Some thoughts on Books as Art' by 

John Perreault included in the Artists Books catalogue in which he suggested 

that: 'Conceptual Art has successfully re-emphasized art as idea over art as 

form ... and provided a great deal of the inspiration for books as art since 

language and books are a better medium for idea art than gallery walls. '37 As a 

poet artist curator, activist co-founder of the Art Workers' Coalition (1969-71 ), 

and art critic for The Village Voice (1966-74), Perreault had written some of the 

earliest reviews of Siegelaub's seminal exhibitions.3B 

In support of artists' books, Perreault argued that books as art make 'art 

statements in their own right within the context of art rather than of literature. '39 

'Books as art can be looked at as hand-held, print sequences that cannot be 

framed. Separated into pages, books as art cease to exist ... The whole as an 

experience of the book as art is arrived at through time and the substance of 

the sequence of pages .. .'4o '(B)ooks were the first multiples ... books, although 
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"mass-produced", are personal objects and offer personal experiences ... Books 

as art are calm and private. They are intimate. One can experience them at 

one's own pace in one's own space.' 41 Perreault concluded that: 

Books as art, when they are not single-copy manuscripts or precious 
objects of one kind or another, are inexpensive for artists to produce and 
distribute. Off-set printing and xerography allow anyone to be a 
publisher. Books and booklets have become so inexpensive to make that 
they can be given away ... Armed with a proper mailing list, an artist can 
invade the privacy of every important critic, collector, curator and art 
dealer in America and of artists he might think sympathetic. 42 

Artists Books not only brought together a collection of books by artists, many of 

whom were to become staple representatives of the art form through the 

1970s, but the material objects were even more importantly bound with a 

discursive frame of rhetoric; books as an alternative to the gallery wall, an 

alternative space; books as inexpensive multiple mass-produced objects; and 

books presenting a new or democratic mode of distributing art to a 

sympathetic audience. After Artists Books the material objects and discursive 

frame are inextricably linked through the following decade. 

With respect to the wider discourse on artists' books Artists Books has become a 

critical point of reference for the field of artistic activity (prior to) and since, as 

the exhibition coincided the term 'artists' books' or 'Book, Art of the', being 

indexed from 1973 onwards in Art Index and ARTbibliographies Modern 

respectively. 43 As a result of the indexing of the term 'artists' books', between 

1973 and 1998, the year of Klima's study, there had been over 300 exhibitions 

and 700 published articles, essays, catalogues and reviews in the North 

America and Western Europe, creating a distinct body of literature on the 

subject.44 Yet despite the scope of the documented and indexed literature, 

Klima was circumspect about the quantity versus the quality of material, noting 

that over one-third of the published articles were either reviews of exhibitions or 

book reviews. Indicative of the limited number of major publications on the 

subject at the time of his study, Klima identified only two titles for specific 

mention, the collection of essays edited by Joan Lyons, Artists' Books: A Critical 

Anthology and Sourcebook, published by the Visual Studies Workshop Press, 

Rochester, in 1985, and Johanna Drucker's The Century of Artists' Books, first 

published by Granary Books, New York, 1995. 
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One of the most significant implications of the recognition of 'artists' books' 

from 1973 has been that the indexing of the term has bound the discourse on 

artists' books and delineated the literature on the subject such that the titles by 

Lyons and Drucker are the most often cited 'standard' texts within the field, 

although over the last decade a number of new studies have been published 

to add to the literature.45 The major issue, however, with regard to this thesis, 

which addresses the period 1963 to 1983, has been that the identification of 

artists' books in 1973 has necessitated a demarcation between the proto

discourse (pre-1973) and the post-1973 discourse on artists' books. The problem 

to address has therefore been that given the known production of books as art 

as documented by Lippard and Celant as well as other material published 

during the decade to 1963 to 1973, where did the proto-discourse eventuate 

that inevitably laid the foundations to the identification of artists' books as an 

art form in 1973? 

2.2.1. Art magazines and the discourse on artists' books 

Contemporary art magazines provided the key forum in which the proto

discourse on books as art emerged in the 1960s, and after 1973 the subsequent 

discourse of artists' books circulated through the 1970s. The role of 

contemporary art magazines is also particularly significant when considering 

the more geographically expansive frame of practice which implicates 

Australian artists' books within 'global conceptualism'. 

To give an indication of the scope of art publishing in the 1970s, London-based 

Studio International published 'A Survey of Contemporary Art Magazines' in 

1976, instigated by the magazine's editor, writer and art critic Richard Cork, 

based on a series of questions he posed to his respective editorial colleagues 

about their magazines.46 This survey documents almost seventy art magazines 

being published in the mid 1970s, with the Anglo-American 'market' dominated 

by Art and America with an estimated circulation of 50,000 copies, Artforum, 

under John Coplans' editorship, with a circulation of 20,000,47 Arts Magazine 

with a circulation of 16,500 copies, and Cork's own flagship Studio International 

with a circulation of 9,000 copies.48 Among some of the smaller New York art 

world magazines that responded was Willoughby Sharp's Avalanche with 4,000 
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to 6,000 copies of each issue printed, ond Art-Rite with a distribution of circa 

8,000 copies, with the issue most prized by the magazines' co-founders Edit de 

Ak and Walter Robinson, one dedicated to artists' books in the Winter 1976-77.49 

So as to provide an indication of the way the discourse on artists' books began 

to surface in art magazines in the late 1960s and through the 1970s, Artforum 

and Studio International will be addressed in further detail and used proxies for 

the general circulation of the articles and literature on artists' books through 

contemporary art magazines at this time. 

Artforum was arguably the art world art magazine through 1960s and l 970s,50 

and was coincidently the art magazine that instigated the discursive circulation 

of Edward Ruscha's artists' books. Ironically, in the first instance, Artforum's 

founding editor Philip Leider, had great difficulty in explaining a work of art that 

was at odds with the kind of art criticism with which he was familiar. In a 'book 

review' of Twentysix Gasoline Stations in September 1963, a slightly perplexed 

Leider wrote that: 

It is perhaps unfair to write a review of a book which ... is so curious, and 
so doomed to oblivion that there is an obligation, of sorts, to document 
its existence, record its having been here, in the same way, almost as 
other pages record and document the ephemeral existence of 
exhibitions which are mounted, shown, and then broken up forever. 51 

Leider described Twentysix Gasoline Stations as a 'pop-art book' that 'irritated' 

and 'annoyed' him, and conceded that he was unable to answer the 

'questions it raises'. 52 It was therefore left to John Coplans to try and resolve the 

issue in an interview with Ruscha in 1965; the text latter employed by Lippard in 

Six Years. 53 Whilst Ruscha admitted to Coplans that he considered his books as 

a separate field of activity and did not know how they fitted with the rest of his 

oeuvre, he nevertheless articulated many of the characteristics in his own work 

that would become the rhetorical characteristics of an entire genre of artists' 

books.54 

Whilst the coverage of Ruscha's first two books Twentysix Gasoline Stations 1963 

and Various Small Fires 1964 was a perhaps precipitous, in the subsequent 

decades within the pages of Artforum there is a sprinkling of articles and 

reviews that record the role artists' books played within scope contemporary 
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art practice. Artforum was a key magaiine tracking broader issues and 

debates surrounding North American Conceptual art,55 which also inflected 

into artists' books, and published articles on artists who made either temporary 

incursions into artist's books, such as Les Levine or Douglas Huebler,56 or 

became leaders within the field, such as John Baldessari,57 Lawrence Weiner,58 

Richard Long59 and Sol LeWitt as exemplary. Lawrence Alloway, for example 

contributed a detailed article on 'Sol LeWitt: Modules, Walls, Books' in the April 

1975 issue.60 In addition other material published in the margins of the magazine 

in the late 1960s and early 1970s, included advertisements, 61 booklists and order 

forms from the artists' bookstore Printed Matter, 62 and a handful of exhibition 

and book reviews.63 

In one of the earliest commentaries on Conceptual art Jack Burnham's 'Alice's 

Head: Reflections on Conceptual Art', published in Artforum in February 1970, 

Seth Siegelaub, Robert Barry, Douglas Huebler, Joseph Kosuth and Lawrence 

Weiner invariably loom large within the frame, with Siegelaub concluding about 

his role: 'My influence in relation to the artists seems magnified because no one 

else was interested in this kind of art ... but this is no longer true. My interest as a 

businessman isn't in circumventing the commercial system. I've just made 

pages of a book comparable to space (art situational space). Artists having 

their work go out as printed matter can be just as viable as selling Noland's.'64 

The final issue of Artforum for 1973 included short but perceptive review by 

regular contributor James Collins of the Moore College of Art Artists' Books 

exhibition, when it arrived at the Pratt Graphics Center in New York in October 

1973.65 Collins' review presented a tempered assessment of the exhibition's 

'bewildering diversity of the books', and the broader context and impact of the 

art form. With a sigh of relief Collins suggests that the 'hysteria surrounding the 

promotion of 'book as artwork' has thankfully subsided' and as a result 'the 

grossly inflated status of the book as the important new art form of the '60s has 

been deflated to its proper place as but one of the many notational forms 

available to visual art - alongside film, video, and photography' .66 

Rather than reiterating Perreault's assertions, as outlined previously, Collins' 

critically observed that 'one tenable common denominator among the books 

here is that they've been cosseted by the art system. Contrary to some claims 
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... Artists' books as artwork have never been viable - except on a very small 

scale - outside the art system',67 suggesting that, 'Paradoxically, as challenges 

to the normal distribution system of art these books only get heard about by 

being taken back into it, i.e., by shows like Artists' Books'.6B Whilst Collins' review 

is the assessment of a single critic, it nevertheless provides an indication of the 

fervour surrounding artists' books in the early 1970s, as well as introduces some 

of the issues and paradoxes that have plagued the artists' books and which are 

inevitably drawn into this thesis. 

Similarly, Lawrence Alloway69 in musing about artists as writers drew attention to 

artists' books as one contemporary manifestation a continuing tradition of 

artists' statements and writings in other formats. With distribution in mind, 

Alloway observed that these types of publications often falter between the 

gallery system and bookstore network, and with reference to Lawrence 

Weiner's Flowed, published by The Press of the Nova Scotia College of Art and 

Design, Halifax, 1971, and Mel Bochner' s 11 Excepts (1967-1970), published by 

Editions Sonnabend, Paris, 1971, suggested that 'if you are not fortunate 

enough to be on the mailing list, you may never know what your are missing' .7° 

Alloway in turn posited, like Collins, that despite their utilitarian claims, these 

types of artist's books were not really designed for broad circulation, but rather 

resistant to it.71 

Yet despite his initial somewhat negative sentiment, Alloway's subsequent 

experience of Le Witt's artist's books was revelationary within respect to the 

artist's 'exchangeability' of media, non-hierarchic forms, and books as one of 

the 'optional forms' for his concepts. But more importantly, '(LeWitt's artist's 

books) are not explanations but aphoristic versions of the principles 

demonstrated at length in other forms. '72 In addition Alloway provided, as an 

appendix to his article, a list of all LeWitt's artists' books published since 1966 - a 

total of twenty-one titles, of which, fifteen had been produced in the last two 

years (1974-75)73 - as well as offering Artforum's readership a means of sourcing 

these books, in the absence of an adequate distribution system at the time. 

In 1980, Ingrid Sischy, who had previously been editor Print Collector's 

Newsletter and a board member of Printed Matter, was appointed as editor of 

Artforum. Sischy marked her inauguration as editor with a letter outlining her 
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conviction to 'the page as a direct ang primary arena, as an alternative to the 

wall, (the page) once again recognized and declared as fact: as ground. ' 74 

The issue contained thirteen contemporary artists' projects, not as 

reproductions but as 'primary art intended for this (issue), and only this format,' 

75 which recalls the classic exhibition issue of Studio International, July I August 

1970, conceived by Seth Siegelaub in a similar manner. The issue of Artforum 

was historically contextualized in one of the contributory articles on 'art 

magazines and magazine art' by Clive Phillpot,76 who as Chief Librarian at the 

Museum of Modern Art, and a board member of Printed Matter, remained a 

tireless promoter of artists' books. 

Phillpot identified an alignment between artists' magazines and artists' books, 

contending that their origins both belonged to the l 960s.77 In the article Phillpot 

identified two key issues leading to the increase of publications by artists, the 

first, a result of Conceptual art, being the elevation of the idea over the object, 

and the second, the increased experience of art through the mass media, 

which allowed access to a much wider audience than a gallery therefore 

facilitating the 'democratic' potential of the artists' books and magazines.78 

Phillpot concluded that 'the idea of visual artists employing the book or the 

magazine to produce multiple artworks or art statements, whether verbal, 

visual, or verbi-visual, may still seem novel. However, the fact that many artists 

have been making book art of magazine art for over a decade, a few for 

nearly two decades, testifies to the versatility and potential of these 

rediscovered media.' 79 

The early 1980s thus marks the greatest coverage of the artists' books in the 

pages of Artforum, with regular reviews of exhibitions and events at both Printed 

Matter and Franklin Furnace as the two leading alternative venues for artists' 

books in New York.80 The editorial support for artists' books reached a critical 

crescendo with Phillpot's explorations of the variants and sub-genres of 'Books, 

Bookworks, Book Objects, Artists' Books', published in May 1982, after which 

coverage of the art form tapers off.81 

On the other side of the Atlantic, Studio International with editors Peter 

Townsend and Charles Harrison at the helm actively promoted trans-Atlantic 

Conceptual art. 82 In 1970, and the years either side, Studio International, for 
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example, published Joseph Kosuth's pqlemical 'Art after philosophy',83 Seth 

Siegelaub's 'On exhibitions and the world at large',84 Harrison's own 

commentary on Art & Language Press, 85 early articles on the work of LeWitt86 

and Weiner,87 as well as a couple of articles on Australian 'post-object' practice 

courtesy of the vocal academic and art critic Donald Brook.88 In addition, 

Studio International published LeWitt's first autonomous artist's book Four Basic 

Kinds of Straight Lines (and All Their Combinations) in 1969,89 while the July

August 1970 issue of the magazine took the form of an exhibition in book form, 

echoing Seth Siegelaub's orchestrated The Xerox Book 1968. Siegelaub was the 

guest editor, and he approached six art critics (David Antin, Germano Celant, 

Michel Claura, Charles Harrison, Lucy R. Lippard and Hans Strelow) to each edit 

an 8-page section of the magazine, and 'to make available their section to the 

artist(s) that interest them.' Celant selected Italian Arte Povera artists, Harrison 

included Art & Language, and British artists Keith Arnott and Barry Flanagan, 

while Lippard, selected a contingent of New York Conceptual artists, Robert 

Barry, Stephen Kaltenbach, Lawrence Weiner, On Kawara and Sol LeWitt.90 

What really differentiated Studio International from Artforum with respect to 

both magazines' coverage of artists' books was a regular 'Feedback' column 

that appeared in Studio International in September 1972, authored by Clive 

Phillpot, who at the time was the Librarian at the Chelsea School of Art. In his 

very first column Phillpot observed that 'in the last few years it would seen that 

visual artists have literally discovered the book as a medium, or as a vehicle for 

their visual ideas',91 citing Andy Warhol's Index (Book) 1967, Claes Oldenburg's 

Notes in hand 1971, Tom Phillips' monumental work-in-progress A Humument 

and Sol LeWitt's 'very satisfying' 'model publication of its kind' Four Basic 

Colours and their Combinations 1971, amongst other examples. Phillpot 

concluded his first column suggesting that 'artists are using the book format not 

only because it has acquired a new status, as a convenient record of events as 

a result of the advent of performance art and evanescent artworks, but also as 

a specific visual medium with its own possibilities and limitations, which also 

happens to be activated by the 'reader' .92 

True to his personal 'mission statement', in his column Phillpot drew 'attention to 

articles in other magazines, to new magazines, to exhibition catalogues and 

other publications that were not normally discussed or reviewed widely, as well 
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as to other media of communication r~levant to the visual arts',93 over a three

year period from September 1972 to September/October 1975.94 It was in his 

Feedback column that Phillpot wrote his first commentaries on the new genre 

of bookworks for which he would become linked over the next three decades. 

In mid-1973 Phillpot drew his readers' attention to a recent catalogue that had 

arrived on his desk from across the Atlantic, the Artists Books catalogue from the 

Moore College of Art. 95 Phillpot complimented the essay by John Perreault in 

the catalogue as 'the best attempt yet to evince characteristics and suggest a 

definition of book-art'. This review also heralded Phillpot's first digression into the 

soon to emerge 'definition' debate: 

The term book-art may suggest an echo of the phrase 'the art of the 
book' which has been the traditional arena for artist and book to come 
together, while this is reasonable in that the present heterogeneous 
situation includes something from this tradition, it also includes elements 
from cinema, sculpture, graphics, music, poetry and pure 
documentation, very often the conventional attributes of 'the art of the 
book' are such as to be opposed by exponents of book-art.96 

Phillpot's Feedback column was unique amongst contemporary art magazines 

and was the vehicle by which he established himself as a dominant voice 

within the emerging field. During his tenure at Studio International he also 

contributed essays to two key British exhibitions Artists' Bookworks (1975) and 

Artists' Books (1976), prior to his departure to New York to take up the position of 

Chief Librarian at the Museum of Modern Art in 1977, where he became 

proactively involved in archiving the history of artists' books.97 

The above discussion of the discourse on artists' books in Artforum and Studio 

International has been to piece together a perspective on the discursive field, 

acknowledge individuals such as Phillpot who through his early contributions to 

Studio International began to establish his involvement in the field, as well as, 

introduce some of the key themes that circulate and reoccur through the 

period addressed in this thesis, 1963 to 1983. 

With the exception of Phillpot's relatively short-lived 'Feedback' column, the 

fragmentary nature of articles and reviews on artists' books in art magazines 

was the norm throughout the 1970s, and it wasn't until the mid- l 980s that the 

32 



British magazine Art Monthly began its l9ngstanding column by Cathy Courtney 

specifically dedicated to artists' books and book art. In her first column, in 

October 1983 (coincidently corresponding with the end date of this thesis), 

Courtney reported on a visit to New York in which she reflected on the 

established network for artists' books, with special mention of Franklin Furnace, 

the Center for Book Arts, Printed Matter, Chicago Books, and book dealer Tony 

Zwicker.98 By contrast Courtney observed that while Britain did not lack the 

makers of artists' books, it did lack the 'coherent' support network that she had 

witnessed in New York,99 which she sought to readdress with her regular column 

and ongoing contributions as a writer. loo A similar observation can be made in 

the Australian context where it wasn't until the 1990s, that artists' books 

became a regular feature of the Australian art magazine, Imprint, which will be 

discussed later in this chapter. 

Whilst mainstream art magazines, even with the generally fragmentary 

coverage of artists' books, may have provided the most widely circulated 

literature through the 1970s, one 'alternative' magazine that provided a 

specific forum for artists' books, although for a small and specialist audience, 

was Umbrella, founded by Judith A Hoffberg. The first issue was published in 

January 1978 and the magazine continued under her editorship in both print 

and later online format until December 2008. 101 In its early issues Umbrella aimed 

to provide a valuable information source on alternative practices and venues 

on the fringes of the art world, as well as covering of artists' books. The first issue, 

for example, opened with a profile of Ulises Carrion's Other Books & So in 

Amsterdam, 102 with a subsequent issue focussing on New York's Center for Book 

Arts. l03 Within a year, Hoffberg had established a regular column, entitled 

'Artists' Books: news and reviews', providing information and contact details for 

self-published artists' books, publishers and bookshops, news, details of 

exhibitions, collections, events, workshops conferences, etc. 

Whilst each column may have comprised little more than an aggregation of 

short entries - a discursive noticeboard - this regular column nevertheless 

provides an impression of the networked field across North America, as well as 

trans-Atlantic exchanges. As an example, in the July 1979, in the news was; a 

collection of 450 artists' books acquired by Virginia Commonwealth University's 

James Branch Codell Library under the Librarian Janet Dalberto (presumably 
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from Printed Matter); an exhibition, Handmade Books from the Center for Book 

Arts' at the Elaine Benson Gallery, New York, 4-14 August 1979; and the opening 

of a new bookshop featuring artists' books, Aart Oakland CA; plus short reviews 

of over twenty titles received and available from Artworks, a specialist 

bookshop in Los Angeles in which Hoffberg was a partner from 1978 to 1981.104 

Umbrella remained a consistent publication within the field of artists' books for 

over three decades, but also benefitted from the transition of print publications 

to online format that has occurred in the last decade, opening up a new forum 

for artists' books. The Journal of Artists' Books, edited by Brad Freeman, 

published initially in print from 1994, 10s is now published online, with the 

contemporary open-access e-journal The Bonefolder for the bookbinder and 

book artist published online in 2004. 106 Umbrella went from print format to online 

at the end of 2005107 with all volumes published between 1978 and 2005 now 

available online, which has allowed wider access early issues of this previously 

limited circulation publication. 

2.2.2. A handful of key contributors 

In surveying literature on artists' books from 1963 to 1983, one of the definable 

features of the international discourse was that it was dominated by a handful 

of individuals through their contributions to contemporary art magazines and 

exhibitions catalogues. Lippard and Phillpot are two individuals, who have 

stamped their indelible mark on the discourse, and it was the issues and 

arguments that preoccupied these individuals that helped define the 

interpretative framework established for the field of artists' books in the 1970s. 

Lippard has already been mentioned with respect to Six Years; however, it was 

an article she wrote for Art in America in 1977, entitled 'The Artist's Book Goes 

Public' that etched her name within the literature. 108 It is the polemical opening 

paragraph, which was quoted in the introduction to this thesis that 

encapsulates the rhetoric that propelled artists' books materially and 

discursively through the 1970s. To reiterate: 

The "artist's book" is a product of the 1960s ... Neither an art book ... nor a 
book on art ... , the artist's book is a work of art on its own, conceived 
specifically for the book form and often published by the artist 
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him/herself. It can be visual, verqal or visual/verbal ... a portable 
exhibition. But unlike an exhibition, the artist's book reflects no outside 
opinions and thus permits artists to circumvent the commercial-gallery 
system as well as to avoid misrepresentation by critics and other 
middlepeople. Usually inexpensive in price, modest in format and 
ambitious in scope, the artist's book is also a fragile vehicle for a weighty 
load of hopes and ideals; it is considered by many the easiest way out of 
the art world and into the heart of a broader audience. 109 

Even more so than Lippard, Phillpot was the most consistent advocate for 

artists' books through the 1970s and early 1980s, and through the retrospective 

literature on Conceptual art and artists' books published in the last decade 

remained an individual inextricably bound with the history of artists' books. 110 

Phillpot's promotion of artists' books or more accurately 'multiple bookworks' 

was given its widest coverage through his Artforum article, 'Books, Bookworks, 

Book Objects, Artists' Books', published in May 1982. At the crux of the article 

was the 'definition' of an artist's book. Phillpot sought to categorize the variants 

of artists' books, while locating 'multiple bookworks', and the genre he 

personally championed, at the centre of the field of practice. (See Plates 1,2,3) 

For Phillpot 'multiple bookworks' combined multiplication, being the inherent 

capacity of the printed book after the Gutenberg revolution so as to make the 

printed word and image available to a mass audience, 111 and the idea of the 

book as art in which each copy 'is the artwork' conceived in terms of the 

medium. 11 2 

While in the three decades since 1980, the field of artists' books has grown and 

altered significantly, the events of the 1960s and 1970s have retained a 

historical presence through the continued engagement of individuals, such as 

Lippard and Phillpot although the emphasis has shifted from active promotion 

to historical reflection. In the transition from the contemporary to a historical 

perspective, the criteria by which these authors defined artists' books have 

inevitably also delineated their histories of the art form. Both Lippard and 

Phillpot contributed to Joan Lyons' Artists' Books: A Critical Anthology and 

Sourcebook in 1985, 11 3 with Phillpot's contribution, 'Some Contemporary Artists 

and Their Books', a historical survey recounting the 'rise' of 'multiple bookworks' 

from 1963: 
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MULTIPLE UNIQUE 

BOOKS 

ART 

BOOK OBJECTS 

BOOKWORKS 

JUST BOOKS 

Plate 1: Diagram indicating the overlapping fields of books, artists' books and art 
from Clive Phillpot, 'Books, Book Objects, Bookworks, Artists' Books', Artforum, vol.20 
no.9, May 1982, p.77 
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Plate 2: Diagram illustrating the central location of 'bookworks' within the fields of 
art book arts and artists' books, from Clive Phillpot, 'Twentysix Gasoline Stations 
That Shook the World: the Rise and Fall of Cheap Booklets as Art', Art Libraries 
Journal, vol.18 no. l, 1993, p.5 
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Merz, Fibonacci 1202 Mario Merz 1970. Turin: Sperone Editore 1970; Peter 
Downsbrough. Beside. Sydney: Michael Hobbs 1976; all titles collection of the 
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The principal credit for showing that the book could be a primary vehicle 
for art goes to Ed Ruscha. While one can identify publications and 
tendencies which might be said to have some historical significance for 
the development of book art, Ruscha's distinction is that for several years 
he produced books as a first-order activity and published them in 
comparatively large numbers. The consequence of this was that not only 
did Ruscha's books become highly visible in galleries and bookstores ... 
but the idea that an artist might use the book form to make artworks was 
also promoted and validated .... Thus, Ruscha created the paradigm for 
(multiple) artists' books. 114 

By placing Ruscha as the instigator of the contemporary multiple bookwork, 

Phillpot nevertheless felt compelled to distinguish the book art of the 1960s from 

the early 20th Century 'print oriented' movements such as Futurism, Dada and 

Constructivism, suggesting the manifestoes, leaflets, pamphlets, magazines and 

books, produced within these movements adhered to 'conventional, largely 

literary norms', and were only retrospectively accorded the 'aura of art'. 11 s 

Phillpot's post-1960 history of artists' books therefore cemented Ruscha and 

Deiter Roth as the key protagonists, followed by Pop exponents Eduardo 

Paolozzi and Andy Warhol, Sol LeWitt as straddling Minimalism and Conceptual 

art, then in the conceptual vein, Lawrence Weiner, Richard Long, Daniel Buren, 

John Baldessari, concluding the narrative in the early 1980s with Davi Det 

Hompson, Telfer Stokes and Kevin Osborn. 116 

In 1993 Phillpot reflected upon this narrative, admitting that it was a 'fairly 

traditional linear history of significant artists passing the torch of progress or 

achievement from one to another, in order to give the artists' book or 

bookwork a solid respectable ancestry, in parallel with accounts of recent art 

history'. 117 He also conceded that in the decade after 1985, he had become 

aware of other artists of the 1950s and 1960s that had been omitted from his 

'first' history, including Italian graphic design maestro Bruno Munari, 

Argentinean artist Leandro Katz, and Swede Ake Hodell, whose contributions 

Phillpot felt he could and should weave into a wider account of the history of 

artists' books. 11 e Phillpot's greatest lament, however, was that the term 'artists' 

book' which in his opinion had been virtually synonymous with multiple 

bookworks in the 1970s, and the genre about which his history was written, had 

by the 1980s had become so elastic as to include limited editions and fine press 

books, such that the term 'artists' books' had lost its historical links with the 

practice of the 1970s. 119 
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2.2.3. Beyond the pale: artists' books and the livre d'arfiste 

From the recognition of a distinct field of activity with exhibition Artists Books, 

literature began to circulate on artists books and artists' books, the artist book, 

bookworks, book as artwork and book art, terms that were more often than not 

used inter-changeability with reference to the field of practice covered by this 

thesis; this field of practice in the 1970s, as Phillpot observed, encompassed 

both a material type of bookwork, as well as a discursive frame that was bound 

to this genre under the rubric of artists' books. 120 

It should be noted, however, that over the last four decades, this terminology 

has itself been the subject of ongoing and often rather tedious debate as to 

the correct terminology to applied as descriptive of the art form and field of 

practice, particularly whether artists' books (with the apostrophe) or artists 

books (without the apostrophe) should be used, and to date without 

resolution. 121 In this thesis, the terms, artists' books as plural, or the artist's book as 

singular are most often employed (with the exception when citing other 

specifically historically applied terms, such 'multiple bookworks', or in discussing 

exhibitions, such as Artists Books). As stated above the inter-changeability of the 

terminology is characteristic of the discursive field as it evolved through the 

1970s, and the use of variable terminology throughout this thesis is itself 

reflective of this period. 

While this literature review has focussed solely on artists' books, one other genre 

that has had a problematic relationship with artists' books from factions within 

the field has been the livre d'artiste. The livre d'artiste, with its lineage from the 

late-19th century French publishing phenomenon of luxury limited editions that 

paired literary texts with illustrations by modern artists, is located by a number of 

authors as falling beyond the field of artists' books. Stephan Klima, for example, 

in his critical survey of artists' books placed the livre d'artiste as outside the 

scope of his study, while in her introduction to The Century of Artists' Books, 

Johanna Drucker, distinguished artists' books from the 'formulaic' livre d'artiste, 

claiming that livres d'artistes 'stop short of being artists' books. They stop just at 

the threshold of the conceptual space in which artists' books operate.' 122 In 

addition, she was extremely critical of authors who may have applied, or 

confused, artists' books with livres d'artistes. 123 
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That is not to say that the distinction made by Klima and Drucker between the 

livre d'artiste and the artist's book is universal, as there are often-cited sources 

to the contrary, although this appears more evident since the 1980s; for 

instance, in the exhibition British Artists' Books, 1970-1983, organised by Silvie 

Turner and Ian Tyson in 1984, despite the title, the authors endeavoured to show 

that 'some of the finest examples of (contemporary) livres d'artiste published in 

the last fourteen years have been made within the United Kingdom.' 124 A 

decade later, a second survey, Facing the Page, organised by Turner, Tyson, 

along with Cathy Courtney, which covered British artists' books from 1983 to 

1993, represented a multitude of approaches to the artist's books, including 

book works clearly created in the tradition of the livre d' artiste. 

These two brief examples are meant to illustrate alternative positions in the 

contemporary literature with respect to the artist's book and the livre d'artiste; 

as separate and distinct art forms, or conversely as one-and-the-same-thing. 

The schism between these two viewpoints across an expanded field of cultural 

production is, however, more reflective of critical positions within the discursive 

field than perhaps the identification a clear material division between the two 

art forms. With respect to the scope of this thesis, however, the /ivre d' artiste is 

considered to fall beyond the pale, not through critical partisanship or material 

division, but rather, so as to more clearly articulate the internal formulation of 

the historical narrative specific to the field of artists' books as it evolved in the 

late 1960s and through 1970s. 

The discursive frame binding artists' books through the 1970s, which has been 

introduced in previously cited quotes by Ruscha, Perreault Lippard and Phillpot, 

is examined in detail in the next chapter. What is evident within this discursive 

frame binding artists' books is that the livre d'artiste was either rhetorically 

located in antithetical position to the artist's book, 125 the legacy evident in 

Drucker's claims, or otherwise, ignored and excluded from the discourse on 

artists' books altogether. This is to say, that once artists' books were identified as 

a distinct art form in the early 1970s, the discourse was increasingly 

characterised by an internally-driven and self-defining rhetoric, with the aim to 

legitimise artists' books as an autonomous field of practice. 
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The general absence of the livre d'artisfe from the discourse on artists' books in 

the 1970s nevertheless needs to be contextualised, as much of the rhetoric 

about the artist's book was that it was 'a product of the 1960s', 126 and as such 

historical precedents (whether oppositional or allied) were not an integral 

aspect of the fledgling discourse in the late 1960s and early 1970s. While it may 

be common within the literature on contemporary artists' books to draw 

comparisons between early 20th century avant-garde movements, principally, 

Futurism, Constructivism and Surrealism, 127 it was not until the late 1970s and 

early 1980s that this historical connectivity was established with these early 20th 

century antecedents. 128 

2.2.4. Recent literature on international artists' books 

In surveying the literature on artists' books since the 1990s, one feature that has 

already be acknowledged is the continued engagement of the founding 

participants within the discursive field in an ongoing dialogue with the 

preoccupations of the 1970s. The last two decades also witness the 

contributions of a subsequent generation of writers. That said, the restricted 

nature of the discursive field of artists' books means that, like the previous 

generation, the current generation is also dominated by a small number of 

individuals, including in the United States, Johanna Drucker, the author of a 

number of books, 129 and instrumental in establishment of The Journal of Artists' 

Books from 1994, in Britain, Stephen Bury, who became Librarian at the Chelsea 

School of Art after Phillpot's departure, and so inherited Phillpot's first 

'collection' of artists' books at the Chelsea School of Art, 130 and Cathy 

Courtney, through her column in Art Monthly (1985-2000). 131 In addition, Granary 

Books in New York, has established itself as a recognised publisher of critical 

writings, anthologies and histories on artists' books, including the titles by Klima 

and Drucker so far referenced in this thesis, as well as titles by Renee Riese 

Hubert and Judd D. Hubert, The Cutting Edge of Reading: Artists' Books (1999) 

and Betty Bright's No Longer Innocent: Book Art in America, 1960-1980 (2005). 132 

In additional to a simple generational gap, there is a more critical conceptual 

divide between the first and second generation writers within the field of artists' 

books. The critical approach of the second generation writers', nevertheless, 

did not appear unexpectedly, but has trajectory from the late 1970s when the 
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competing forces from the visual arts and the literary arts collided within the 

discursive field of artists' books. 

In an essay entitled 'Book Art' by writer and poet Richard Kostelanetz, which 

was first published in 1979 and reprinted in Lyons' anthology, the author 

stated: 133 

Indeed, the term 'artists' books' incorporates the suggestion that such 
work should be set aside in a space separate from writers' books - that 
by implication, they constitute a minor league apart from the big 
business of real books. One thing I wish for my own books is that they not 
be considered minor league.'134 

In a derogatory tone aimed at the 'standard' 'multiple bookwork', Kostelanetz 

claimed: 

The principal difference between the book hack and the book artist is 
that the former succumbs to the conventions of the medium, while the 
latter envisions what else 'the book' might become. 135 

An imaginative book, by definition, attempts to realize something else 
with syntax, with format with pages, with covers, with size, with shapes, 
with sequence, with structure, with binding - with any or all of these 
elements, the decisions informing each of them ideally reflecting the 
needs and suggestions of the materials particular to this book. 136 

Kostelanetz's medium specific yet conceptually expansive approach, which 

implies 'creativity' is recognized by the artists' deviation from the 'norm' or 

'standard' book form, reaches its logical conclusion in Drucker's The Century of 

Artists' Books (1995/2004). 137 Drucker's aim in her study was to sketch out a 'zone 

of activity' for the artist's book at the intersection of a number of fields and 

disciplines, concluding her introduction by stating: 

Artists' books are a unique genre, ultimately a genre which is as much 
about itself, its own forms and traditions, as any other artform or activity. 
But it is a genre as little bound by constraints of medium or form ... It is an 
area which needs description, investigation, and critical attention before 
its specificity will emerge. And that is the point of this project: to engage 
with books which are artists' books in order to allow that specific space 
of activity, somewhere at the intersection and boundaries and limits of 
all of the above activities, to acquire its own particular definition.' 138 

Drucker's exploration of this 'zone of activity' is presented through an 

exhaustive list of media specific categorizations, such as 'the codex and its 
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variations', in which she identifies two extremes of the codex form, then 

examines, a maze of subcategories, grouped according to 'structural 

investigations', 'opacity and translucence', 'complex structures', hybrid and 

spatial forms', 'interior spaces' and non-codex books, concluding with 'the 

book in the electronic field: immaterial structures'. 139 There are an additional 

nine chapters in a similar vein, with the close examination of every possible form 

artists' books can take. Drucker's methodology is also indicative of the 

approach taken by a number of contemporary writers. It can be described as 

a mediumistic descriptive 'narrative' approach, or a descriptive narrative 

bound with the turning of the pages of an artist's book. It is a mode of analysis 

that can be seen to have evolved as a self-contained discourse within the field 

of artists' books, which is itself a derivative effect of the historical formation of 

the field. 

A revised edition of Drucker's The Century of Artists' Books was released in 2004, 

and although the analysis of the book remained unaltered from the first edition, 

it is nevertheless worth mentioning the author's preface to the new edition. 140 In 

this preface the author reflected upon the changes that occurred in the book 

arts over the decade between editions, with two key observations; the first was 

a lament that while Drucker felt she had witnessed a continued vitality of 

practice within the field, this activity was not replicated in the discourse of the 

field, which forced her to ask the simple questions: 'Where are the critics? The 

serious historians?' 141 Secondly, and perhaps as an acknowledgement of the 

limitations in the scope of her own study, Drucker identified areas within the 

field that she felt deserved further critical consideration, such as significant 

presses, the role of teacher-mentors, and the need 'to look again at the 

intersections of conceptual art, photography, and they precipitated into book 

forms'. 142 It is an observation by one of the handful of recognised academics 

within the field that reiterates the relevance of this thesis and locates this study 

as addressing an identified gap within the discourse on artists' books to date. 

Betty Bright's recent study, No Longer Innocent: Book Art in America, 7 960- 7 980 

(2005), 143 avoids the generational antagonism evident between Phillpot and 

Drucker. As a long-time curator at the Minnesota Center for Book Arts in 

Minneapolis, Bright uses 'book art' in her title, rather than 'artists' book', so as to 

encompass related collaborative fields, such as papermaking and 
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bookbinding, in her chronological and institutional study of three main areas of 

practice; the fine press book, the deluxe book and the bookwork. 144 Bright's 

study is perhaps the most comprehensive investigation of book art in America 

to date, and covers a number of issues that are raised this thesis, such as, 

acknowledging book art's own institutional development; that the history is 

limited to and defined by the terminology; and that book art is influenced by 

both book and art worlds, but also functions as a separate field of activity. 145 

Bright's coverage of 'multiple bookworks', a term she openly credits to Phillpot, 

as one of the three main categories of practice, parallels the coverage of this 

thesis in the investigation of Australian Conceptual and 'post-object' artists' 

books in relation to international practice through the 1960s and 1970s. Bright 

acknowledges the emergence of multiple bookworks within the realms of 

photography and Conceptual art, 'advanced' by Dieter Roth, Ruscha's 

Twentysix Gasoline Stations (1963), and LeWitt's Four Basic Kinds of Straight Lines 

(1969) as exemplary of his exploration of the sequential structure of the book 

form. 146 

Bright's conclusion was that 'multiple bookworks' were at the 'epicentre' of the 

expansion of artists' books in the 1970s', driven by internationalism, activist 

publishing and photography, 147 and facilitated by exhibitions of artists' books, 

particularly, Artists Books (1973), Artwords and Bookworks (1978) and 

VIGILANCE: Artists' Books Exploring Strategies for Social Concern (1978). 148 She 

also acknowledged the crucial role played by Printed Matter and Franklin 

Furnace, with the additional institutional support provided by the Museum of 

Modern Art Library, under Phillpot's leadership. 149 Many of these above

mentioned factors that Bright identified in relation to the 'multiple bookwork' in 

America reverberate through the scope of this thesis in its exploration of the 

intersections and parallels between Australian and international practice. 

2.2.5. The geographic and cultural expansion of the field of artists' books 

In the last decade there have been a number of publications presenting a 

European perspective on the international discourse on artists' books. Mexican

born Amsterdam-based Ulises Carrion was perhaps the most influential non

Anglo-American writer within the field from the late 1970s. He was the founder 
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of Other Books & So in Amsterdam in 1915-78, which from 1979 became the 

Other Books & So Archive, not unlike the role played by Franklin Furnace in New 

York. Carrion significance to the field has been cemented by recent 

publications, which may also be indicative of an ongoing Dutch engagement 

with artists' books. 150 Anne Moeglin-Delcroix is perhaps the most notable French 

author working across European and American post- l 960s artists' books at 

present 151 while recent Italian publications by Giorgio Maffei on Arte Povera 

printed matter have made a valuable contribution, especially considering 

Celant' s engagement with the field at the turn of the l 970s. 152 

The most pertinent feature of this literature with respect to the scope of this 

thesis is the continuation of the 'international' discourse on artists' books from 

the 1960s to the present which is then combined with a national narrative. If we 

take Anne Moeglin-Delcroix's contribution to a 2004 exhibition, her essay was 

entitled '1962 and after: Another idea about art' .153 In her essay she marked the 

year 1962 as 'advent' of a 'model' of 'the artist's book', citing Edward Ruscha's 

Twentysix Gasoline Stations (dated 1962, although published 1963) as the work 

with which she was most familiar. 154 Moeglin-Delcroix also identified three 

significant features of the artist's book from its beginnings (1962) to the present; 

firstly, the book as a work of art conceived from the outset to be reproduced in 

multiple; secondly, the freedom or autonomy of the artist to produce work 

outside the art system; thirdly, a new relationship to the public, as an art object 

to available at a nominal price, given away or exchanged, characteristics 

which the author considered intrinsic to artists' books. 155 

While Moeglin-Delcroix conceded that historical factors and Ruscha's own 

statements (in Artforum) had cemented him as the initiator of a new paradigm 

for artists' books, she identified three other contemporaneous European works 

(from 1962) with the same ethos as Ruscha; artists' books by Daniel Spoerri, 

Dieter Roth and Ben. Moeglin-Delcroix reiterated the established history of 

artists' books most-often attributed to Ruscha, while expanding its geographic 

and cultural inclusiveness by claiming that Spoerri's Topographie anecdote* du 

hazard (An Anecdoted Typography of Chance), published by Galerie 

Lawrence, Paris, 1962, was 'without doubt' 'the first French artist's book'. 156 
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One of Moeglin-Delcroix's co-curators Giorgio Maffei can likewise be credited 

with contributing to the discourse on Italian artists' books, with his promotion of 

Bruno Munari as a forefather of a mid-century explosion of Italian artists' books, 

and with his work on Arte Povera books and documents, 1966-1980, published 

in 2007, covering a similar timeframe to the scope of this thesis. 157 Maffei 

observed that amongst the Arte Povera artists, Giulio Paolini, Alighiero Boetti, 

Michelangelo Pistoletto, and Jannis Kounellis produced significant numbers of 

artists' books, with lesser contributions by Giovanni Anselmo, Mario Merz, 

Guiseppe Penone and Emilio Prini, with the contribution of Germano Celant as 

the critic responsible for the promotion of Arte Povera, and the positioning their 

early books as artwork within the broader international context. 15B 

Mario Merz's Fibonacci 7202 Mario Merz 7970, published by Sperone Editore in 

1970, illustrates the duality of the national and international contexts in which in 

this case Arte Povera artists' books can be located.159 The bibliography of 

Fibonacci 7 202 Mario Merz 7 970 compiled by Maffei reveals how copies of this 

multiple bookwork circulated and were included in Celant's Book as Artwork 

7960/7972, then afterwards in Libri e dischi d'artista, in Contemporanea in Rome 

in 1973, Artists' Books, the touring exhibition arranged by the Arts Council of 

Great Britain in 1976, as well as Books by Artists and exhibition organised by Art 

Metropole, Toronto, which toured Canada in 1981-82, then internationally to 

Japan and Australia in 1983. What is evident is that Fibonacci 7202 Mario Merz 

7 970 was able to traverse across national and international frames, which is 

perhaps not unexpected considering the content of the book; the simplicity of 

the graphics, with text in both in Italian and English, perhaps consciously 

conceived to traverse language and cultural barriers. 

What this recent European literature confirms is that the authors have 

endeavoured to negotiate both the established international discourse on 

artists' books from the 1960s, whilst placing 'national' artists' books within this 

broader discourse, as well as identifying more specific national trajectories and 

localised social cultural and artistic factors. These examples can be used to 

contextualise this study of Australian artists' books within the international 

content with a similar intent and awareness of the dual influences and 

contexts. 

44 



2.3. Australian artists' books 

While the expansion of international literature on Conceptual art and artists' 

books provides a broad frame of reference for Australian artists' books, the first 

point to note is that the literature on Australian artists' books has been limited 

up until the last decade. The literature could also be described as unevenly 

distributed across the field both across historical timeframes, as well as specific 

loci of practice that either have, or have not received critical attention. To 

date the literature that has been published on Australian artists' books could be 

described as principally national in focus, however as will be illustrated in this 

thesis, in exploring the period, 1963 to 1983, Australian practice can also be 

clearly placed within the historical evolution of the discursive field in the 

broader international context. This thesis seeks to readdress this lacuna in the 

discourse on Australian artists' books, by acknowledging why this gap exists, but 

more importantly in the recovery and reinterpretation of Australian artists' books 

created through 1960s and 1970s, reinsert these works into the history of 

Australian artists' books, as well as locate Australian practice within the global 

context. 

2.3. l . The Bandaged Image: A study of Australian artists' books 

Until recently, the general literature on Australian artists' books was limited to a 

single monograph, Gary Catalano's The Bandaged Image: A study of 

Australian artists' books, published in 1983.160 This study was the first written 

'history' of Australian artists' books and despite its modest scope became the 

reference over the next decades. The publication of Catalano's book 

nevertheless marks a critical moment in the recognition of field of Australian 

artists' books, while the historical date of publication is discursively implicated in 

the establishment of the field of Australian artists' books. Parallels can be drawn 

between the discursive impact that the exhibition Artists Books (1973) had on 

the Anglo-American field of practice, and the importance that Catalano's 

study had within the Australian context a decade later in 1983. The publication 

of Catalano's The Bandaged Image in 1983 therefore marks a convenient 

concluding date to this thesis, which will become apparent in tracing the pre

history of Australian artists' books through the following chapters. Two-and-a-
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half decades on, Catalano's study can. be critically analysed as a historical 

document in a particular milieu, and as a bookend to a specific period in the 

history of Australian artists' books. 

Prior to the publication of The Bandaged Image, the literature on Australian 

artists' books is very sparse, and what literature there is has not been collated 

prior to this research. In Australia's principal art magazine, Art and Australia, with 

a national circulation of only 4,600 copies in 1976, 161 the emerging 'field' of 

artists' books was rarely recorded in print, with the exception of cursory 

reference in Gary Catalano's contributions to the magazine as an art critic in 

articles on Aleks Danko, Mike Brown, and Ti Parks, 162 and other very occasional 

commentaries by different authors, such as Robert Lindsay's article on Robert 

Rooney (1976). 163 Other local magazines and journals, such as the short-lived 

Other Voices (1970), the 'alternative' Art Network (1979-1986), and the critically 

combative Art & Text (from 1981 ), contain infrequent coverage of artists' 

books. 164 What is apparent, however, is that despite the limited material 

published, what literature was published on Australian practice through the 

1970s is clearly allied with the contemporaneous international discourse, which 

circulated to local audiences through art magazines such as Artforum, Art in 

America, Art International and Studio International. 

In retrospect, it is also evident that the literature (or the possibility of a discursive 

forum) on Australian artists' books was affected by a seismic critical shift that 

occurred as Australian art entered the 1980s. In the Winter /Spring 1981 issue of 

Art Network, the editors Peter Thorn and Ross Wolfe, bemoaned the financial 

difficulties they faced in keeping their magazine afloat. They questioned the 

lack of support Art Network received from the then Visual Arts Board, and 

queried the 'disproportionate level of funding' between their Sydney-based 

magazine and that given to the new Melbourne-based critical journal Art & 

Text for its first two issues. 165 Thorn and Wolfe's concerns were well-founded, as 

by the mid- l 980s Art & Text had made 'short work' of the old-fashioned 1970s 

'counter cultural' magazines, Art Network and Up. 166 The financial difficulties 

and eventual demise of Art Network, in particular, deprived artists' books of 

what had been up to that point of time the most closely aligned Australian art 

magazine in circulation. 
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The role of The Bandaged Image as both an effect and a cause in relation to 

the history of Australian artists' books will be address in greater depth in a later 

chapter, however, in summary, Catalano's coverage of the art form is 

conflation of the author's literary, poetic and artistic interests, which manifests 

itself as an example of a fledgling mediumistic descriptive 'narrative' approach 

that characterises much of the later literature. The most significant impact of 

Catalano's study was nevertheless the identification of a group of Australian 

practitioners under the rubric of Australian artists' books, including Ian Burn Aleks 

Danko, Robert Jacks, Tim Johnson, Peter Lyssiotis, Mike Parr, Noel Sheridan, 

Robert Rooney, lmants Tillers, with the additional incursions of two British artists, 

Roger Cutforth and Ti Parks. 

Catalano's study has cast a long shadow, and with discursive continuity has 

retained its significance in Australian artists' books with the recent addition to 

the literature Alex Selenitsch's Australian Artists Books, published in 2008. 167 This 

recent title is based on author's investigation into the collection of Australian 

artists' books held in the National Gallery of Australia, during 2001-02. 

Selenitsch 's study is directed towards to a general audience, with echoes from 

1973, as he simply defines an artist's book as 'a book made by an artist ... 

meant as an artwork'. 16B Underpinning Selenitsch's analysis is a mediumistic 

descriptive 'narrative' approach, which the author describes accordingly: 

Typically, an artists book is a work that becomes evident as you hold it 
open it up, go back and forth and then close it up again. Often there is 
a controlled narrative built into the physicality of the book, so that size, 
weight, texture, stiffness and binding are foregrounded. Nearly always, a 
tangible experience of the book is necessary to absorb it totally ... The 
best descriptions of artists books seem to be a report of the performance 
of looking through one ... the performance of the reader is therefore 
another narrative laid over whatever narrative the artists book may 
contain'. 169 

Although Selenitsch's study was undertaken over two decades after Catalano's 

The Bandaged Image was published, there are nevertheless similarities in the 

coverage of artists and key works, as evident by Selenitsch's selection of Ian 

Burn, Robert Jacks, Bea Maddock and Mike Parr for extended discussions; three 

individuals who Catalano identified 25 years earlier. 170 The relationships 

between the two studies, and between the historical and contemporary 

literature, poses questions as to the ongoing significance and legacy of the 
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early decades in Australian artists' books and the above-named practitioners 

within the field. 

In a review of Australian Artists Books, Sasha Grishin, suggested there were two 

parallel traditions within Australian artists' books, the first the 'subversive, avant

garde democratic multiple' of which Catalano's discursive monograph and 

Selenitsch's 'idiosyncratic' personal selection recount 171 the other, a more 

collaborative tradition derived from the livre d'artiste, as exemplified by Tate 

Adams' Lyre Bird Press. 172 If we recall the previous observations regarding the 

livre d'artiste as falling beyond the field of artists' books, a similar observation 

can be applied to the Australian context in the two decades, spanning 1963 to 

1983. This 'other' tradition does not enter the discourse on Australian artists' 

books in the 1970s, and falls beyond the parameters and framework to be 

applied through this thesis. 

It must be acknowledged that while Catalano and Selenitsch may have 

received specific mention with regard to the scope of this thesis, over the last 

decades the literature published on contemporary practice has been 

significantly more encompassing of the wider spectrum of artists' books and the 

collaborative practices across the book arts, as evidenced in the catalogues 

published to accompany the Artists' Books + Multiples Fair, held in Brisbane from 

1996, and the catalogues relating to the artists' books produced at the 

Canberra School of Art's Graphic Investigation Workshop and Edition+ Artist 

Book Studio. 173 

While in the decades covered by this thesis the fledgling discourse on artists' 

books has to be pieced together from occasional and disparate sources, 

amongst the contemporary Australian art magazines, Imprint, the quarterly 

journal of the Print Council of Australia, has since the mid- l 990s provided a 

consistent forum for articles and reviews on Australian artists' books. Imprint was 

first published in 1966, and continued through period covered in this thesis; 

however, across its first two decades there was no reference to artists' books. 174 

Since the 1990s, in comparison Imprint has greatly enhanced the literature 

covering the breadth of contemporary practice; with articles on conceptually

oriented practitioners, such as Robert Jacks, 175 as well as contemporary figures 

producing limited edition luxury works, such as, Bruno Leti, 176 the role of presses, 
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such as Lyre Bird Press and the Edition +_Artist Book Studio, 177 plus a dedicated 

issue on artists' books edited by Selenitsch in Winter 1999.178 

In summary, however, in spite of the increase in publications over the last 

decade, and despite the recent publication of Selenitsch's Australian Artists 

Books, there is, as this thesis argues, still a significant gap in the critical literature 

exploring Conceptual art the emergence of post-object artists' books in 

Australia in the 1970s, while no study to date has investigated the 

interrelationships between Australian and international discursive frameworks, 

which as this thesis will show was crucial to the inception of the field of 

Australian artists' books. 

2.3.2. Australian artists' books and the global discourse on artists' books 

In concluding this review of the discourse on artists' books it is important to 

reiterate the intersection of four critical threads, that can be woven and 

entwined with respect to the focus of this thesis; firstly, the international 

discourse on Conceptual art and more broadly conceptualism; secondly, the 

international discourse on artists' books; thirdly, the literature on Australian 

conceptualism, or what was known locally as post-object art; and finally, 

Australian artists' books. 

For the most part there was very limited coverage of Australian post-object 

practice and Australian artists' books within the international discursive frame 

during the 1970s, with the exception of a handful of artists, principally 

Conceptualist Ian Burn and post-minimal painter Robert Jacks, who were both 

based in New York for extended periods in the 1970s. Their practice and artists' 

books, as this thesis will argue, fall under the rubric of international artists' books 

through the late 1960s and 1970s. In addition to their work produced in New 

York, their continued links with Australia provided a means by which their artists' 

books and the ideas embodied in and around them filtered back to Australia. 

In Australia, local post-object practitioners, in particular lnhibodress trio, Mike 

Parr, Peter Kennedy and Tim Johnson, were able to proactively position their 

work and themselves within Lippard's Six Years network, therefore engaging 

with the international debates in an Australian context. 179 
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Over the last decade, the resurgence of interest in Conceptual art has resulted 

in the reinstatement of Ian Burn as a principal contributor to Conceptual art, 180 

while the circulation of 'global conceptualism' through the broader discourse 

presents an opportunity to re-evaluate Australian Conceptual art and post

object practice within this global context. 181 It also provides a broad 

mechanism by which to readdress the persistent absence of the critical analysis 

of Australian artists' books within the international discourse on artists' books. 182 

In drawing parallels between international and Australian artists' books in the 

period 1963 to 1983, this thesis attempts to present a new Australian perspective 

on the historical and institutional factors that supported the production and 

proliferation of international artists' books and the flow of material and ideas to 

Australia. The circulation of contemporary art magazines and international 

touring exhibitions of artists' books were crucial to the expansion of the 

discursive field, whilst the type of alternative spaces that drove the production 

and distribution of artists' books internationally, such as Printed Matter in New 

York and Art Metropole in Toronto, closely resemble the contemporaneous 

Australian sites of production or alternative spaces, principally, the artist-run 

collective lnhibodress, and the Experimental Art Foundation in Adelaide, which 

played a pivotal yet to date unheralded role in the establishment of the field of 

Australian artists' books through the 1970s. 

Following on from this overview of the literature to date, the next chapter 

explore in detail a number of key issues introduced in this chapter, which 

circulated and defined the field of international and Australian artists' books 

during the period 1963 to 1983. The issues are identified not only because they 

are integral to the evolution of discursive field of artists' books during these 

decades, but moreover, establishing a conceptual alignment between the 

historical issues and a contemporary perspective is the starting point in the 

binding of historical and contemporary critical frames, so as to propose an 

appropriate analytical approach to explore this historical period in Australian 

artists' books. 
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3. Historical debates and contemporary perspectives 

The previous chapter on the discourse on artists' books provided a broad 

overview of the literature on Conceptual art the international discourse on 

artists' books since the 1960s, and the literature on Australian artists' books. A 

distinction was made between historical and contemporary literature to allow 

discussion of the historical discourse which emerged contemporaneously with 

artists' books through the period, 1963 to 1983, as differentiated from the 

retrospective viewpoint provided by contemporary literature. As was outlined 

the international discourse has been dominated both historically, in the 1970s, 

and in the last decade, by a small number of key individuals, including Lucy R. 

Lippard, Clive Phillpot and Johanna Drucker, who have driven the issues, 

debates, and terminology that have characterised the field of artists' books to 

the present. 

This chapter expands upon a number of central themes that defined the field 

of international and Australian artists' books during the period 1963 to 1983. 

These themes are identified not only because they are historically integrated 

into the discourse on artists' books through the 1970s, but moreover, these issues 

lead to concordant contemporary theoretical approaches. This conceptual 

alignment between the historical issues and contemporary perspectives has 

been used to define the broad theoretical framework that is employed as a 

backdrop through this thesis in the investigation of the subject matter. 

The first is the concept of 'global conceptualism' and how this contemporary 

perspective can inform the re-interpretation and re-integration of Australian 

artists' books within the field of international artists' books. The second area for 

investigation is the historical rhetoric concerning the artist's book as an 

'alternative space', the related ideal of the 'democratic multiple' (a term used 

by Drucker), 1 and 'the definition debate', which are three intertwined themes 

that characterise a discursive frame that binds the artists' books explored in this 

thesis. Thirdly, the nature of this discursive frame, summons the work of Pierre 

Bourdieu as providing a broad interpretative framework that can be utilised to 

analyse the historical nature and evolution of the post-object artists' books in 

founding a field of Australian artists' books. 
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3. 1. Global conceptualism and Australian artists' books 

In the wake of the exhibition Global Conceptualism: Points of Origin, 1950s-

1980s (1999), over the last decade the concept of 'global conceptualism' has 

gained currency as a critical framework by which to explore localised or 

regional manifestations within a 'global' perspective on Conceptual art and 

the inter-connectivity of 'conceptualism' across many countries. 2 While there 

remains a general concession that New York-based Conceptual art played 'a 

disproportionate role in the emergence of the much broader conceptualist 

movement',3 'global conceptualism' has nevertheless expanded the 

geographic and cultural frames of investigation, whereby 'localities are linked 

in crucial ways but not subsumed into a homogenized set of circumstances and 

responses to them ... (presenting) a multi-centred map with various points of 

origin in which local events are crucial determinants. '4 

Global conceptualism has provided the impetus to investigate previously 

underrepresented 'points of origin' where conceptualism emerged 

contemporaneously with the institutionalisation of Conceptual art in New York, 

such as in former Eastern Europe,s Latin America,6 as well as Australia and New 

Zealand. 7 More specifically, it presents a broad conceptual framework through 

which to explore Australian artists' books in relation to international artists' 

books. This is undertaken in this thesis by examining both the international 

inflections found in Australian artists' books through the late 1960s and 1970s, as 

well as the localised expressions of the art form that occurred in Australia, so as 

to illuminate the multifaceted nature of the field through the period. 

3. l . l . Global conceptualism & Australian Conceptual and post-object art 

The Australian contributor to Global Conceptualism was Terry Smith,8 who with 

his opening commentary observed that 'the presumption that there was a 

single centre of invention, out from which artistic innovation spread as a style to 

be adopted by provincial art worlds, is being tested ... (and that) on the 

contrary, there was roughly simultaneous emergence in a number of art centres 

and art communities around the world of a conceptual questioning of the 

nature of art. '9 
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In reviewing of the conditions of 'conceptualism' from the viewpoint of 

Australian and New Zealand artists, Smith identified 'individuals striving to define 

an art practice distinctive for travellers between the peripheries and centres of 

cultural power', such that 'art of this period came out of a suitcase, or could be 

made on the spot by people in transit.' 10 Smith suggested that the increased 

international travel by Australian and New Zealand artists coupled with the 

circulation of information, allowed them to experience both Conceptual art 

(the movement) and conceptualism (as a new mode of practice) 

contemporaneously with its occurrences elsewhere around the globe. 11 

Smith explored these ideas further in a subsequent essay 'Conceptual art in 

transit', 12 which focussed on the nature of travel. Recounting the late 19th and 

early 20th century pilgrimages made by Australian artists to London and Paris to 

study, but who later returned to Australia to pursue their careers, Smith sought 

to make a distinction between these traditional movements (which confirmed 

a cultural dependency or 'provincialism'), with the argument that 

'conceptualism' created a different kind of travel. Smith described 

'Conceptual art in transit' as 'more lateral, adventitious, contingent', in that 

Australian artists from the late 1960s onwards could travel to, between, and 

away from centres all over the world, 13 but also move out of kilter with the 

trajectory of their original art world and those through which they passed. 14 

Smith posited that the mobility of Conceptual artists in the late 1960s and 1970s 

put 'pressure on the main structural element of cultural hierarchy in centre

periphery, metropolitan-marginal models, 15 and upon the traditional 

metropolitan-provincial relays, 16 thus facilitating a transition from making works 

of art to a local avant-garde that formulated 'strategies' with an 

'internationalist' orientation for art practice. The underlying premise was that 'to 

make art which situates itself in relation to this relationship is to make strategic 

objects or events.' 17 Smith's conclusion was that 'during the 1970s - those years 

of increased trafficking both to the centres and between the peripheries - the 

top-down distribution of cultural power (from the centre to the periphery) 

became subject to intense resistance, pressure to change, and outright 

refusal,' in that the local art world could 'pick and choose among the 

messages brought back by its mobile members. ' 18 
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From an Australian perspective the value of 'global conceptualism' is that it 

provides a mechanism to move beyond the 'provincialism debate', which at its 

height in the 1970s, and stated in its most simplistic terms, was the perceived 

subservient relationship of Australian art to American art. 19 By incorporating 

'global conceptualism' into the theoretical framework employed within this 

thesis, this provides for a more tempered contemporary viewpoint of the 

'provincialism debate' occurred contemporaneously with the timeframe 

covered by this thesis, as well as allowing for the analytical exploration of 

Australian-international (American) or international (American)-Australian 

artistic parallels in artists' books undertaken in the next two chapters, without 

inciting the inflammatory insinuation of 'provincialism'. 

It was expatriate Conceptual artist Ian Burn who first addressed 'provincialism' 

in an issue of the short-lived Melbourne art journal Art Dialogue2o through a 

series of remarks developed in discussion with Mel Ramsden and Terry Smith, 

which addressed the ideology imbedded in different cultural contexts. 21 

According to Burn, 'a provincial context may be internally-defining, but what 

defines the context as provincial is significantly externally-determined. This is to 

say that, in order to study a provincial context, one has to look for external 

factors, as well as internal reasons, to explain its internal structure. What 

provincialism really means is that significant judgments are being made 

according to the rules governing the behaviour of an ideologically-different 

context. What are defined as the relevant issues are defined by externally

applied rules, more than by any internal recourse; and what is defined as 

meaningful is defined in relation to an external context.' 22 Burn's remarks were 

a thinly veiled criticism of the apparent dependency of Australian art 

particularly hard edge and colourfield painting and modernist sculpture, on 

international trends; where 'international' was a euphemism for American art. 

While the remarks by Burn reached only the limited readership Art Dialogue, 

Terry Smith's subsequent article, 'The Provincialism Problem', 23 published in 

Artforum in September 1974, drew the issue of 'provincialism' to the attention of 

the magazine's 'international' readership. Although broadly applicable in 

theory, Smith's article was obviously informed by his personal background, and 

therefore most clearly levelled at 'provincial' Australian artistic practice in 
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relation to the metropolitan centre of N.ew York, where Smith was resident at 

the time on a Harkness Fellowship. 

As Smith outlined, 'provincialism appears primarily as an attitude of 

subservience to an externally imposed hierarchy of cultural values'24 and the 

'projection of the New York art world as the metropolitan centre for art by every 

other art world is symptomatic of the provincialism of each of them.'25 He 

added that 'there seems no way around the fact that as long as strong 

metropolitan centres like New York continue to define the state of play, and the 

other centres will be provincial, ipso facto. As the situation stands, the provincial 

artist cannot choose not to be provincial.'26 Reflecting upon his own pilgrimage 

to New York, Smith admitted that 'the only way an artist has a chance to make 

a "significant" contribution, one which will have implications for "the culture in 

general," seems to be to get him or herself to New York and stay here.' Yet 

even in New York, Smith conceded there are only a few 'bright stars in the 

constellation' 'with the chance to project their work into the long-term history of 

art' .2? 

For Smith the geographical isolation of Australia was just one measure of 

cultural distance from the centre, and the provincial bind of Australian art was 

both specific, but also representative of artists living in the American Mid West 

Holland, or Brazil. Smith suggested there were two antithetical responses by 

'provincial' artists (both of which had been evidenced in Australia); the first 

recalling the battle-cry of Bernard Smith and the Antipodeans was 'the defiant 

urge to localism, and the claim for the possibility and validity of 'making good, 

original art right here'2B; the second was the subservient acceptance of the 

external determinants, with 'a cruel irony' 'that while the artist pays 

exaggerated homage to the conceptions of art history and the standards of 

judging "quality," "significance," "interest" etc., of the metropolitan centre, he 

has, by definition of his situation, no way of (from his distance) affecting those 

conceptions and standards. He may satisfy his local audience, but to the 

international audience he is mostly invisible, sometimes amusingly exotic ... The 

cultural transmission is one-way ... ' 29 

There is a critical trajectory of the 'provincialism debate' through the literature 

on Australian art in the 1970s to the late 1980s, by which time it seems to have 
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lost some of its intensity,3° and while AusJralian painting and sculpture may have 

been identified as the most subservient culprits to the New York art world, such 

a criticism, could, and presumably would, have been levelled at any art form 

where comparisons were made between American and Australian practice at 

the height of the 'provincialism debate'. The 'provincialism debate' occurred 

contemporaneously with the emergence and global circulation of artists' books 

in the 1970s, and may have been one of the factors why, historically, no 

comparative study of international and Australian artists' books has been 

undertaken to date. Global conceptualism, however, allows for a re

investigation of Australian artists' books in relation to international artists' books 

through the period 1963 to 1983, without the presumption of 'provincialism'. 

3. 1.2. Global conceptualism and Australian artists' books 

In retrospect Lippard's Six Years: The dematerialization of the art object from 

7 966 to 7 972 (1973), 31 can be seen as a historically-imbedded metaphor for 

global conceptualism, and can provide an initial indication of the positioning of 

Australian Conceptual and post-object art within the international frame. Ian 

Burn and Robert Jacks, who were both based in New York during the 1970s, are 

represented in this compendium, while in Australia, local post-object 

practitioners, Mike Parr, Peter Kennedy and Tim Johnson, were able to promote 

their work and position lnhibodress as the Australian outpost within Lippard's 

international network.32 

Reflecting the enmeshed nature of global conceptualism, in this thesis the 

opportunity is taken to explore the work of both Ian Burn and Robert Jacks in 

reference to their international counterparts, so as to examine the historical 

connectivity between their work and that of international practitioners. What is 

evident is that these two 'in transit' Australian artists were actively contributing 

alongside their international counterparts to the formation of the field of 

international artists' books, as well as, inevitably laying the initial foundations for 

an Australian field of practice. In Chapter 4 the work of Ian Burn will be 

discussed alongside Seth Siegelaub and his coterie of Conceptual artists, while 

in Chapter 5 Jacks' early conceptual publications and later output of hand 

stamped artist's books will be paired with a discussion of Sol LeWitt's practice, 
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so as to illustrate how strategies from MLnimalism and conceptualism impacted 

upon each artists' books. 

Burn and Jacks were not alone in their exploration of the artists' books while 

expatriates, and in lieu of alternative, traditional media, other travelling 

Australian artists produced books while abroad, including Ian Howard, Action 

Man Story (1976), self-published, while completing a Master of Fine Arts, 

Concordia University, Montreal, Tim Burns', A Pedestrian Series of Postcards, 

published by the artist under the auspices of The Burns Family Press in New York 

in 1976, and Arthur Wicks' Views for Binocular Vision, a self-published artist's 

book completed with a composite collage of photographs taken from the 

observatory deck Empire State Building during a trip to New York.33 The 

Australian experience of travel as providing an impetus for producing artists' 

books also has parallels in an international context where travel has been linked 

to artists' books by European and American practitioners.34 

These examples also pose the question, as to whether the artist's book was one 

of the most archival art forms of the Australian Conceptual and post-object 

practice during the 1970s, not only for the artists 'in transit', but also for 

Australian-based artists in their engagements or allegiances with conceptualism 

abroad. This can be seen most evidently in the strategic collecting of artists' 

books by participatory artists, including Robert Rooney's personal collection, 

and Mike Parr's formation of his quasi-institutional lnhibodress Archive: 

Department Mike Parr, both of which will be examined in later chapters. 

What is evident in surveying the Conceptual practice and conceptualism of 

Australian artists' abroad and locally-based post-object practice is that the 

history of Australia artists' books from the 1960s is characterised by the 

intersection of both international and national tendencies. The intersections 

between international and Australian artists' books in the period covered by this 

thesis, 1963 to 1983, are more closely aligned than may at first appear, as in 

addition to the movements and engagements between artists involved in 

conceptualism, the historical and institutional factors that supported the 

production and proliferation of international artists' books also facilitated the 

flow of material and ideas to Australia. 
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The global distribution of contemporarv. art magazines and circulation of 

international touring exhibitions of artists' books, which in some cases could be 

packed and shipped in a couple of medium-sized boxes, were crucial in the 

expansion of the field around the globe. In addition, the type of 'alternative' 

spaces that supported the production and international distribution of artists' 

books, such as Printed Matter in New York, Art Metropole in Toronto, and Nigel 

Greenwood in London, resemble the contemporaneous Australian sites of 

production, lnhibodress and the Experimental Art Foundation, which played 

significant, yet to date, generally not fully appreciated roles in the 

establishment of the field of Australian artists' books in the 1970s. 

Lastly, by considering the history of Australian artists' books within global 

conceptualism, what is evident is that the circulation of artists' books, both 

internationally, and also specifically in relation to Australia, coincided with the 

contemporaneous circulation of a discursive frame that conceptually bound 

the material art form. This discursive frame was composed of a number of 

central rhetorical ideas, including, the artist's book as an 'alternative space', 

which could circulate through an alternative and decentralised network, 

thereby circumventing traditional art museums and galleries. The corollary of 

this antagonism towards the established institutions of art, was the argument 

that artists' books could function as a more 'democratic' art form, able to 

reach a 'mass' audience whom may otherwise not encounter art in its 

traditional and elitist bastions. 

The idea of this 'alternative' network was necessarily expansive, with the logical 

conclusion or ultimate validation of the art form being its global inclusiveness, 

such that the distribution of artists' books to, or the receipt of artists' books from, 

or the transfer of artists' books between such geographically and culturally 

diverse locations as Eastern Europe, Latin America, or Australia and New 

Zealand, was the material evidence and conceptual confirmation of the 

discursive frame. This discursive frame therefore can therefore be seen to have 

provided a powerful apparatus to bind artists' books, which was not necessarily 

geographically specific, but rather delineated by the extent of the symbolic 

exchanges of artists' books through the various networks of global 

conceptualism. 
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3.2. A discursive frame for artists' books 

As was outlined in the literature review, the exhibition Artists Books (1973), 35 is 

most-often cited as the inaugural exhibition of the artists' books in America, and 

marks the year that the term artists' books entered circulation to ascribe a new 

field of practice. The historical timeframe covered by this thesis, 1963 to 1983, 

can therefore be separated into two decades falling before and after this 

date, with the year 1973 marking the transition from an amorphous state of 

formation to a delineated field of practice. 

In the decade, 1963 to 1972, which has already been labelled as the proto

discursive phase, books as art or books produced by artists were one of the 

many dematerialized art forms of global conceptualism. In the subsequent 

decade, 1973 to 1983, the term artists' books was employed to discursively bind 

a specific field of practice. The term artists' books therefore functioned as a 

nexus to which ideas that had previously been in circulation, although perhaps 

disconnected, during the proto-discursive phrase, were able to be bound so as 

to create what became a powerful discursive frame to be applied to a 

material form. 

3.2. 1. Central themes within the discursive frame 

There are three central and intertwined themes that reoccur throughout the 

literature on artists' books during the 1970s and that characterise a discursive 

frame that binds the material explored in this thesis; firstly, the rhetoric 

concerning the artist's book as an 'alternative space'; secondly, the related 

idea of multiple artists' book as a 'democratic' art form able to be distributed 

to a mass audience through an alternative and decentralised network; and 

thirdly, the 'definition debate', which sought to establish material criteria by 

which to identify and validate artists' books as a unique art form. In addition, by 

considering artists' books within global conceptualism, we are able to examine 

the expansion of this discursive frame internationally, which provided a self

perpetuating apparatus that facilitated the circulation of artists' books within 

the global network, and to and from Australia. 
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The validity of the artist's book as an 'alternative space' or 'portable exhibition' 

space is historically linked with Seth Siegelaub's publication of The Xerox Book in 

1968, which is discussed in further detail in the next chapter.36 With the so-called 

'dematerialization' of the art object the concept of a 'space' for, and in which 

art could exist and be presented, particularly in relation to the physical and 

institutional spaces required for the display of art objects, became a subject for 

discussion and debate. In an interview with Patricia Norvell in 1969, Siegelaub 

took the opportunity to 'articulate' his role in facilitating the presentation of 

Conceptual art beyond the traditional institutional frames for presentation: 

What I'm about in a way is that I sort of make available to artists (Robert 
Barry, Douglas Huebler, Joseph Kosuth and Lawrence Weiner), in a 
certain sense, certain situations in which they can make their art -
certain conditions .... There aren't many contexts in which they can 
show their work .... What I have been doing specifically is doing 
exhibitions and organizing publications that make available to artists 
different types of environments- I won't use the word 'environments' -
different types of opportunities for which they can make their art...37 

... I create an environment that has nothing to do with (physical) space. 
I'm not associated with (physical) space ... you don't need a gallery to 
show ideas ... A gallery becomes a superfluity. It's superfluous. It 
becomes unnecessary. It becomes unnecessary in terms of exhibition ... 
My gallery is the world now.3B 

In another interview with Ursula Meyer, Siegelaub outlined the split within 

Conceptual art between the primary information (the ideational or essence of 

the work) and the secondary information (its material form or presentation), as 

photographs, catalogues, and books: 

... when art does not any longer depend upon its physical presence, 
when it has become an abstraction, it is not distorted and altered by its 
representation in books and catalogues. It becomes primary information; 
while the reproduction of conventional art in books or catalogues is 
necessarily secondary information ... When information is primary, the 
catalogue can become the exhibition.39 

The historical impact of this purported distinction between primary and 

secondary information on the scope of this thesis is twofold; firstly, the shift away 

from traditional physical spaces, particularly traditional art galleries and 

museums, for the display of Conceptual art allowed Siegelaub and others to 

alter the parameters for the 'exhibition' of Conceptual art by presenting the 

catalogue as a surrogate for the physical gallery space. This in turn led to the 
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logical separation of the catalogue frorn the temporal parameters of a specific 

exhibition, such that the 'catalogue' (a term which then became somewhat of 

a misnomer) could conceptually function and circulate physically and 

temporally independent from a gallery or museum. With the exhibition 

catalogue no longer functioning as an exhibition catalogue, the material form 

could be ascribed a new descriptor; the artist's book. 

Siegelaub's publication of The Xerox Book, as a 'portable exhibition' that could 

function as primary information independent of a gallery space, set a 

precedent for the conception of artist's book as an 'alternative space' for 

primary works of art in book form. Once the legitimacy of the catalogue as 

'portable exhibition' or artist's book as an 'alternative space' had been 

established, to its advocates, the very absence of artists' books from the 

traditional frames for the institutional validation of art became a converse 

measure of success. Implicit in the conception of artists' books was therefore a 

criticism or critique of the established institutional structures. The proposed 

solution offered by artists' books was to expand and transform these 

parameters so as to engage a new and wider audience for art. 

Thus these 'portable exhibitions' in book form were no longer geographically 

limited to the New York art world or North America, but hypothetically global in 

scope, as was the similarly, hypothetical audience for artists' books. As art critic 

Kate Linker reflected in 1980 in an article titled 'The artist's book as an 

alternative space', the motive was 'to decentralize the art system, moving it 

from New York, London ... onto a broad national and international basis. 

Decentralization reflects ... the symbiotic relations books entertain with that very 

system itself. Book art has taken the tendency of art to be 'acknowledged' 

through distribution - to be circulated in magazine form - and made it the 

essence of the medium.' 40 

This conception of the artist's book as an art form designed for distribution 

through a decentralized art system became entwined with a 'democratic' 

ideal. In a special issue of alternative art magazine Art-Rite dedicated to artists' 

books in the winter of 1976-77, Judith A Hoffberg (founder of Umbrella in 1978) 

announced: 
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The book as an alternative to gallery and museum offerings allows a 
democratization of art a decentralization of the art system, since books 
can be distributed through the mail, through artist-run shops, through 
friendship; books take up less room are portable, practical and 
democratic, and create a one-to-one relationship between consumer 
and artist between owner and artist .... A well-stocked bookshelf could, 
in theory, be an art gallery or museum.41 

As has been introduced in the survey of the literature this 'democratic' ideal 

became inextricably bound to the art form in the discourse from Artists Books 

onwards.42 Clive Phillpot who contributed an essay, 'Book Art: Object and 

Image', to the catalogue accompanying the British Council's Artists' Bookworks 

(1975), for example, lauded 'multiple' artists' books as a 'democratic' medium 

due to two interrelated reasons; the first that not being 'unique' implied being 

more accessible; the second, that 'multiple' artists' books existed in their 

'primary state', conceived as 'mass-produced objects,'43 and a claim that 

echoes Siegelaub's conceptual distinction between primary and secondary 

information. 

The most widely cited example of the 'democratic' rhetoric is Lippard's 'The 

Artist's Book Goes Public' (1977), in which the author claimed that 'to an 

audience which is outside the major art centres and, for better or worse, heavily 

influenced by reproductions in magazines, the artist's book offers a first-hand 

experience of new art.' 44 Concluding, optimistically that 'the most important 

aspect of artists' books is their adaptability as instruments for extension to a far 

broader public than that currently enjoyed by contemporary art. There is no 

reason why the increased outlets and popularity of artists' books cannot be 

used with an enlightenment hitherto foreign to the "high" arts. One day I'd like 

to see artists' books ensconced in supermarkets, drugstores and airports .. .'45 

Lippard was even more forthright in another published statement: 'One of the 

reasons artists' books are important to me is their value as a means of spreading 

information- content not just aesthetics. In particular they open up a way for 

women artists to get their work out without depending on the undependable 

museum and gallery system (still especially undependable for women). They 

also serve as an inexpensive vehicle for feminist ideas ... The next step is to get 

the books out into the supermarkets, where they'll be browsed by women ... I 

have this vision of feminist artists' books in school libraries (or being passed 
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around under the desks), in hairdressers, in gynaecologists' waiting rooms, in Girl 

Scout Cookies ... '46 As to whether artists' books achieved the lofty aims and 

claims of the staunchest advocates is a completely different issue, and one 

which will be returned to later in this chapter. At this point, however, it is more 

pertinent to consider how this rhetoric concerning the proposed circulation of 

artists' books impacted upon the prerequisite material characteristics of the art 

form to achieve these ends. 

The material characteristics of an artist's book became an ongoing debate 

through the 1970s. While a simple Duchampian adage, 'it's an artist's book if 

the artist says it is', may have been used as the guideline to select the works 

included in the first Artists Books exhibition, establishing identifiable material 

criteria that complemented the 'democratic' rhetoric became increasingly 

important as the decade progressed. In the British Council's Artists' Bookworks 

(1975), for example, the curator Martin Attwood was keen to provide a 

governing principle to cover the wide scope of material included in the 

exhibition, stating that 'In seeking a point from where to begin looking for a 

definition however it would not be contradictory to say "a book in an unlimited 

edition of two". All books that go beyond being unique objects ... have been 

published in an edition. '47 

In his contributing essay, Phillpot reiterated Attwood's observation: 'The term 

'Book art (or artists' books) can be used broadly to describe an area at the 

intersection of several different disciplines within contemporary art ... Book art is 

also largely concerned with mass production techniques and (relatively) 

unlimited low cost editions, in contrast to the limited edition, hand-made, high 

cost productions which exemplify the art of the book. '48 The most ubiquitous 

mass production technique was commercial offset lithography, as for example, 

employed in Ruscha's books, although such a claim did not exclude 

photocopying as one of the office technologies most often used by artists to 

replicate works at this time, as well as, other reproducible printmaking 

techniques, such as screenprinting or hand-stamping. 

Phillpot became a regular contributor to this 'definition debate',49 and his essay 

'Books, Book Objects, Bookworks, Artists' Books', published in Artforum in 1982,50 

presents a succinct summation of the way the 'material' characteristics of the 
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artist's book had been refined over the.preceding decade. Phillpot's aim was 

to define the term 'artists' book' beyond the phrase 'books made by artists' 

and 'some related terms' ,51 

Phillpot expanded the scope of artists' books to be more inclusive 'as those 

books made or conceived by artists', which was an obvious concession to 

artists' books produced by commercial offset lithography rather than printed by 

the artists' themselves, but admitted that the term artists' books implied the art 

form was an adjunct to the field of visual arts, thus exclusionary to practitioners 

from other fields (writers, poets or musicians).52 Recalling Attwood's earlier 

claim, Phillpot made a clear distinction between unique and multiple books, 

the former related to fine art traditions, the latter with contemporary 

printmaking and photography,53 and in so doing reinforced the conceptual 

heritage for artists' books, as opposed to the genus of the livre d'artiste. 

Of particular interest was Phillpot's replacement of the term 'artists' books' with 

'bookworks', citing an article by Ulises Carrion in which Carrion had defined 

'bookworks' as 'books in which the book form, a coherent sequence of pages, 

determines conditions of reading which are intrinsic to the work. ' 54 While Phi II pot 

admitted that the widespread use of the term 'artists' books' in the 1970s was 

necessary to 'stake out territory that excluded the moribund "art-of-the-book" 

(livre d'artiste) ', 55 the simple diagram accompanying his article clearly 

positioned 'multiple bookworks' at the visual centre of art, books, and artists' 

books.56 (Refer again to Plates l, 2, 3) 

There is nevertheless self-fulfilling circularity in the ideas that dominated the 

discursive frame; the rhetoric concerning the artist's book as an 'alternative 

space'; the 'democratic' ideal of widespread distribution necessitated by 

multiple artists' books, produced through a number of reproductive printing 

techniques; artists' books containing art in a primary state presented in a 

manner self-conscious of the book form; with multiple copies distributed 

through an 'alternative' network so as to provide a new audience with an 

'alternative' (private) space in which to access art. With the literary support of 

advocates, such as Lippard and Phillpot, artists could adopt a material model 

(or variants of) the artists' book in the knowledge of their advocacy, so aligning 

practice with a powerful discursive frame. 
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Furthermore, by producing books that complemented the discursive frame, the 

material perpetuated the discursive, and the discursive perpetuated the 

material, and so on. There was a clear solidarity between artists and critics to 

establish the field of artists' books. This is perhaps most clearly and succinctly 

evidenced in artist Pat Steir's statement 'for' Printed Matter in the Art-Rite issue 

dedicated to artists' books:57 

I like artists' books because they are: 
1. portable 
2. durable 
3. inexpensive 
4. intimate 
5. non-precious 
6. replicable 
7. historical 
8. universal 

Steir's personal statement could be used to describe a multitude of artists' 

publications created through the 1970s, as well as retrospectively encompass 

the exemplar of Edward Ruscha's Twentysix Gasoline Stations 1963. Although, as 

Ulises Carrion observed, in reference to Ruscha and Dieter Roth, that 'in those 

days, perhaps, anything could have been an artist's bookwork, since making a 

book implied a choice of such radical nature that nothing else counted ... That 

is also why those first books intentionally looked like ordinary books, to stress the 

fact that in spite of their artistic purposes they were, basically books. '5B 

During the 1970s, 'the definition debate', aimed to establish material criteria by 

which to identify and validate artists' books as a unique art form with two 

critical implications. Firstly, the material conception of the artist's book was 

implicitly defined as the antithesis to the livre d'artiste, which fell beyond the 

pale. In addition, the 'definition debate' positioned a type of bookwork, being 

the model exemplified by Ruscha's paradigmatic publications, as central to its 

own discursive frame, and around which other variants could circulate by 

asserting connectivity to the central definition; by exhibiting the characteristics 

of 'multiplicity, cheapness, ubiquitousness, portability, nonpreciousness - even 

expendability' .59 
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Secondly, the central objective of 'definition debate', despite the often 

interchangeable use terminology and sometimes contradictory claims, was to 

affirm the status of artists' books as works of art in the historical context of the 

1970s. At this point it is worth quoting Pierre Bourdieu, whose conception of the 

field of cultural production is outlined later in this chapter. Bourdieu's comments 

regarding, in this case, literature, provide a useful generalization that is worth 

reflecting upon with respect to the specifics of the preceding 'definition 

debate' of artists' books in the 1970s. As Bourdieu observed: 

Whilst it is true that every field is a site of a struggle over the definition of 
the writer (a universal proposition), the fact remains that scientific 
analysts, if they are not to make the mistake of universalizing the 
particular case, need to know that they will only ever encounter 
historical definitions of the writer, corresponding to a particular state of 
the struggle to impose the legitimate definition of writer.60 

It is also worth recalling Phillpot's reflective comments on the 1970s, mentioned 

in the literature review, in which he voiced his concern that the contemporary 

usage of the term 'artists' books' bore little resemblance to the historical 

meaning of artists' books in the 1970s, which had been virtually synonymous 

with 'multiple bookworks'.61 The 'definition debate' has therefore been 

recounted in this section as a historically-located discourse which established 

specific historical parameters for the field of artists' books in the 1970s. 

The historically delineated definition of artists' books will now be examined in 

two ways; firstly, in an attempt disentangle the discursive rhetoric from one of 

key criticisms often levelled at multiple artists' books, and secondly, to propose 

an alternative approach to be employed in this thesis, that both acknowledges 

the powerful role played by the discursive frame, whilst at the same time 

providing an alternative explanation for the circulation of international (and 

Australian) artists' books through the network of global conceptualism during 

the period 1963 to 1983. 

3.2.2. Rereading the discursive frame 

The discursive frame outlined in the previous section exerted a powerful 

influence over the formation of the field of artists' books in the 1970s. 

Nevertheless, the implied economics of 'mass' circulation envisaged by the 

80 



'democratic' ideal, inadvertently established comparisons between artists' 

books and the mechanisms of production, distribution and consumption of the 

commercial publishing industry, which appears to have tainted some recent 

assessments of artists' books in the 1970s. 

The greatest advocates of the art form were in fact the worst culprits in linking 

the rhetoric of artists' books to economics of the commercial book industry. 

Phillpot, for example, unequivocally endorsed the release of Sol LeWitt's 

Geometric figures and color by the major art book publisher Harry N. Abrams, 

New York, in 1979.62 In an issue of the British magazine Art Monthly, Phillpot 

admitted his enthusiasm for reviewing Geometric Figures and color, because 'a 

big art publisher had backed the publication of an art work in book form 

without the artist having to compromise his conception. '63 Phillpot still held to 

this view in 1985 in his essay on 'Some Contemporary Artists and Their Books', 64 

reiterating his earlier claim that because Geometric figures and color was 

published by a mainstream publisher it was 'much more accessible to the 

general public than most book art. '65 By the early- l 980s, however, other 

advocates were a little more circumspect, Lippard, for instance, suggesting 

that 'the artist's book is/was a great idea whose time has either not come, or 

come and gone'.66 

The apparent divergence between the discursive rhetoric and the economics 

of multiple artists' books in the 1970s has resulted in some of the harshest 

criticism coming from within the contemporary literature. Johanna Drucker in 

'The Myth of the Democratic Multiple' suggested:67 

Aside from the aesthetics of its production, the democratic multiple bore 
the weight of a political charge: it was meant to circulate freely outside 
the gallery system, beyond the elite limits of an in-crowd art going 
audience and patrons ... While the idea worked fine in the abstract, in 
reality it depended upon creating a system of distribution and upon 
finding an interested audience for these works which were at least as 
esoteric in many cases as the most obscure fine art objects ... The fallacy 
of the supermarket distribution network envisioned by Lippard (in 1977) 
was not merely that there wasn't a structure in place to facilitate it, but 
that even if there had been, . . . (they) would never have leaped to the 
eye and hand of the casual shopper ... Like most late 20th century 
artwork, the artist's book assumes a sophisticated artworld viewer ... 6a 
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Concluding her self-admitted 'rather dour assessment', Drucker suggested that: 

In the 1960s and 1970s, putting artists' books into printed and bound form 
and getting them into circulation proved to be widely different activities. 
If the project of the democratic multiple is to a significant extent a failed 
one, it is in part because the means of distribution were so slow and 
fragmentary that publisher-artists could not recoup their original 
expenditures .... The real failure was that the audience for artists' books 
simply failed to materialize.69 

Drucker's binding of the discursive rhetoric to an economic assessment of 

multiple artists' books as economic goods based on comparisons with the 

commercial publishing industry is a self-fulfilling negative conclusion. As will be 

argued in this thesis, to the contrary, by employing an investigative approach 

informed by the work of Pierre Bourdieu, multiple artists' books will be examined 

as primarily symbolic goods. By rereading multiple artists' books as symbolic 

rather than economic goods, this allows the historical discursive frame to be 

disengaged from the hypothetical economic model that underpins Drucker' s 

criticism. 

It is actually almost impossible to extract any verifiable data regarding the 

economics of multiple artists' books through the 1970s, and the very lack of 

data is itself more representative of a non-commercial model that underpinned 

the creation of artists' books during this period. As one recent commentator 

observed, many books were either not finished, the sizes of editions falsified, 

copies given away, destroyed, or boxed away never to see the light of day; the 

books that remain in circulation are the 'survivors' .7° An indication of the 

circulation of multiple artists' books through the 1970s must therefore be 

gleaned from the selection of artists, books, and lenders, represented in 

documented exhibitions of artists' books, the few collated lists,71 and an analysis 

of selected personal, 'alternative' and library collections; this 'evidence' is used 

in this thesis and extrapolated as representative of the field of practice. 

It is also worth recalling that Anne Moeglin-Delcroix in her essay '1962 and after: 

Another idea about art' identified the non-commercial nature of the post-1962 

model of the artist's book as one of its central features. For Moeglin-Delcroix, 

artists' books offered a non-commercial relationship to art that subverted the 

mechanisms of the art market by circulating through an alternative distribution 
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network, and by being given away, exc;hanged, or sold at an affordable price 

that may not have covered the cost production. 72 Although not stated by 

Moeglin-Delcroix, her description of the non-commercial characteristics of 

artists' books, nevertheless suggests a symbolic role which could not be 

quantified economically. 

The separation of the discursive frame of artists' books from the economic field 

allows a re-binding of the discursive frame to a field of cultural production. Thus, 

it is the way the central themes within the discursive frame, such as the artist's 

book as an 'alternative' space, the 'democratic' ideal, and the 'definition 

debate' circulated within the field of cultural production and not in the 

economic field that underpins the examination of artists' books in this thesis. 

3.2.3. The artist's book as an 'alternative space' among alternative 

spaces 

Implicit in the conception of artists' books was a critique of the established 

institutional structures of art, principally the role of art museums and galleries in 

the traditional display of art. In providing an 'alternative space' in which to 

present art, artists' books could therefore, as proposed in the rhetoric, provide a 

means to expand and transform the parameters of art and engage with wider 

audience. Within the field of cultural production, artists' books became aligned 

with a 'decentralised' network of 'alternative' art spaces that emerged 

throughout the 1970s. Thus artists' books achieved, as was the rhetorical intent, 

a degree of a separation from the traditional institutions of art, whilst still 

remaining engaged with an expanded art world audience. Moreover, the 

proliferation of artists' books by the mid-1970s also resulted in the appearance 

of alternative spaces dedicated to artists' books, particularly the establishment 

of Printed Matter as a publisher, bookstore and distributor in New York in 1976.73 

As Betty Bright concluded in her study No Longer Innocent: Book Art in America, 

7 960-7 980, 'the proliferation of the multiple (artists' books) without Printed 

Matter is inconceivable'.74 

Printed Matter was founded by Carl Andre, Sol LeWitt, Lucy R. Lippard, Edit de 

Ak and Walter Robinson (co-founders of Art-Rite), Pat Steir and others, as a not-
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for-profit publisher and distributor of arti§ts' publications. Printed Matter's role as 

a publisher was short-lived, with only twelve independent titles published 

between 1976 and 1979, while distribution became the key objective, through 

its street front bookstore and mail order catalogues to a national and 

international audience. 7s Printed Matter's first mail order catalogue in 

December 1976, listed 450 titles, with the justification that the 'low cost 

flexibility, and endless variety along with an independent frequently anti

institutional approach makes (artists' books) the first visual art almost anyone 

can afford'.76 Printed Matter's mail order catalogue in October 1977 listed 

nearly 1,000 books, while the September 1979 order list contained nearly 2,000 

titles covering artists' books, magazines, other printed material, and audio 

works.77 By the late 1970s it was estimated that 25-30% of mail order clients were 

from Europe or Australia, with European artists often using Printed Matter to 

circulate their work back to Europe.ls 

Established in the same year as Printed Matter, Franklin Furnace, the archive for 

artists' books, was founded by performance artist Martha Wilson in her 

apartment with a simple 'acquisition policy' to accept any artist's book sent by 

an artist or donor with 'no qualitative, aesthetic, or political judgments made' 

about the work. By 1982, Franklin Furnace had reportedly amassed 3,500 artists' 

books and 10,000 other items, including artists' periodicals, mail art ephemera, 

catalogues, posters and audio works.79 Franklin Furnace received material from 

Western Europe, 'samizdat' publications from Eastern Europe, so South America 

(principally Brazil and Argentina), Japan, as well as Australia, with material 

deposited by Mike Parr, Tim Johnson, Robert Jacks, and a selection of titles sent 

from the Experimental Art Foundation. 

Perhaps the most 'alternative' of the 'art' spaces that became aligned with 

artists' books, particularly as archives, were (art) libraries, which is perhaps not 

surprising given the backgrounds of two of the art form's most vocal advocates. 

As early as 1977 in the British Art Library Manual Phillpot was a promoter 

amongst his colleagues:s1 

In would seem that this area (of artists' books) is one in which art 
librarians can, exceptionally, participate in the dissemination of art 
rather than art documentation, with a clear conscience's2 moreover 
'when, as here, it is work which is as appropriate to a library as to a 
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gallery, the public library's role ir). promoting the experience of new art 
becomes significant .... There is no reason why the books of visual artists 
might not eventually become a recognizable element of any general 
library collection. 'B3 

Phillpot was actively involved in realizing this objective, initially at the Chelsea 

School of Art in London, then as Chief Librarian at the Museum of Modern Art 

where he took over the responsibility for the Artists' Books Collection.B4 He 

promoted artists' books within Art Libraries Society of North America and edited 

a special issue of ART Documentation on 'An ABC of Artists' Books Collections' 

in 1982,Bs with support from likeminded art librarians.B6 Phillpot also joined the 

Board of Printed Matter, and one of the initiatives he instigated was a book list 

Heart: A Collection of Artists' Books for Libraries, Museums and Collectors, which 

comprised a 'collection' of 200 books available at a total cost of $1300.B7 

The selection was made by Printed Matter staff and Board (including at the 

time, Amy Baker, associate publisher Artforum, and Ingrid Sischy, the current 

editor, as well as, de Ak, LeWitt, Lippard and Phillpot). In addition, a sample of 

ten books could be purchased for $50, with titles by Carl Andre, Ida 

Applebroog, John Baldessari, Douglas Huebler, Bruce Nauman, Sol LeWitt, Pat 

Steir (an artist on the Board herself), and interestingly in relation to scope of this 

thesis, Richard Long's A Straight Hundred Mile Walk in Australia, published by 

John Kaldor in 1977; a perceptible bias towards the conceptual, environmental 

and feminist works, indicative of the affiliations of the Board members. 

Within a year of the release of the Heart, at least two libraries, the Rochester 

Institute of Technology Wallace Memorial Library and Virginia Commonwealth 

University Library had acquired the complete collection, with others' purchasing 

smaller selections of artists' books.BB Thus the collections acquired by art libraries 

and universities were one of the constituent parts of the 'alternative' network 

for artists' books that formed through the 1970s. 

While Printed Matter and Franklin Furnace were (noting that Printed Matter is still 

active, while the Franklin Furnace Archive was acquired by Phillpot for the 

Museum of Modern Art Library in the 1990s) the most visible New York 

'alternatives' aligned to artists' books, there were other similar types of 

organisations that were proactive in the support and circulation of artists' books 
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and in establishing collections in the 1970s. An international suNey compiled in 

1985, listed forty-six organisations, libraries and individuals with collections, 

including; Art Metropole (Archives), Toronto, collecting since 1974, with a total 

of 4000 items (60% multiples); Visual Studies Workshop Independent Press 

Archive, Rochester NY, collecting since 1972, with 3000-4000 books (90% 

multiples); Zona Archives, Florence, Italy, with 2000-3000 works (90% multiples); 

and in Australia, the Experimental Art Foundation, listed as collecting since 1972, 

with a total of 600 items (80% multiples).89 

Although there were exceptions where artists' books slipped into major museum 

exhibitions in the l 970s,90 the general absence of the artists' books from 

traditional art museums and galleries, which as has already mentioned was a 

converse measure of success, was compensated by the coalescence of an 

alternative, though by no means orderly, network organisations for the 

production, exhibition and collecting of artists' books. The inclusion of the 

Experimental Art Foundation in this international suNey was significant because 

it indicated the active participation of an Australian 'alternative' space within 

this field of cultural production. As will be argued in a later chapter, the 

Experimental Art Foundation played a pivotal role in the establishment of the 

field of Australian artists' books. 

The legitimacy of the artists' books as an 'alternative' space to the art museum 

or gallery was one of the recurrent and central themes within the discursive 

frame in the 1970s. The result was that the material history of the artists' books 

from the late 1960s and through the 1970s is therefore primarily documented 

through these 'alternative' art spaces, including universities and libraries, as 

exhibiting venues, as well as collecting, and in some cases roles as publishing 

and distributing organisations. 

3.2.4. Binding the discursive frame with a material form 

Just as the alternative spaces provided a supportive environment for artists' 

books, the decentralised network envisioned by the discursive frame was 

realised through the circulation of exhibitions of artists' books, which played a 

significant role in binding the discursive frame with a representative material 

form, as well as facilitating the circulation of ideas. The important role 
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exhibitions played in establishing the mpterial history of artists' books is 

evidenced in, for example, Artists' Books organized under the auspices of The 

Arts Council of Great Britain in 1976. 91 The curators, Richard Francis and Martin 

Attwood, were explicit about the historical genealogy of the exhibition from 

Celant's Book as Artwork 7960/72, the Moore College of Art Artists Books, and 

the Information show at the Museum of Modern Art in 1970, which 'set a 

precedent in the relationship between artists' books and exhibitions' .92 They did 

concede, however, that the exhibition format may not be an 'ideal context for 

viewing some of the work', particularly as exhibitions are a 'public' framing 

device, while books are meant for 'private' meditation.93 

It is one of the paradoxes of the history of artists' books, that exhibitions (the 

very framing device that Siegelaub was able to extricate his 'portable 

exhibition' The Xerox Book from, and thereby establish the conceptual 

autonomy of the book as a work of art) were nevertheless the main mechanism 

by which artists' books were in the first instance, with Artists Books in 1973, 

identified as a distinct art form, and subsequently, as illustrated by the Arts 

Council's Artists' Books exhibition, instrumental in the expansion of the field in 

the 1970s. This irony was not lost on Richard Cork, who as art critic for the 

Evening Standard (prior to taking over the helm of Studio International) 

reviewed Artists' Books. For Cork, the exhibition context was the issue, and he 

was critical of the mechanics of the show because 'context can control 

reactions' arguing that 'the raison d'etre behind (artists' books) is severely 

compromised by their reabsorption within the very structure they set out to 

reject.' 94 

Nevertheless, despite the 'compromised' context of presentation (although it 

should be recognised that often these early 'exhibitions' of artists' books 

comprised little more than and few tables and chairs, plus a mass of artists' 

books for visitors to read through), the most significant effect was that 

exhibitions and accompanying catalogues were the means that bound the 

discursive frame with the material form. In Artists' Books this perceptual filtering 

of the content through the discursive frame is clearly evident in Phillpot's 

contributing essay in which his historical outline of artists' books to 1976 is literally 

structured around three concurrent narratives; firstly, an account of Dieter 

Roth's books; secondly, a chronological listing of Edward Ruscha's publications; 
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and thirdly, an interspersed analysis by Phillpot of the medium, with reference to 

the turning of the page as integral to bookworks, the relationships between 

word and image, and 'sequentiality' as one of the key attributes of the book 

harnessed by artists. 95 

Phillpot's musings led him to conclude (and anticipating his subsequent 

participation in 'the definition debate') that the exhibition 'provides an 

opportunity to distinguish between artists' books and book art ... An artist may 

... present a book of documentation as an art work because the events or 

objects documented no longer exist or cannot exist except in the form of 

textual and/or visual matter ... manuals or reports need not be accepted as 

book art ... (however) Works falling into the category of book art (or artists' 

books) can be defined as books in which the book form is intrinsic to the 

work. ' 96 As Phillpot continued, 'One way of determining (whether the book form 

is intrinsic to the work) is to consider whether what is presented in a given book 

could equally well be shown on the wall, or still be conveyed by photocopies or 

photographs of the original ... but book art is (or artists' books are) dependent 

upon the book form.' 97 What Phillpot engaged with, like artists' themselves, was 

the struggle that occurred through the 1960s and 1970s to establish the 

parameters or boundary of the field of artists' books as primary works of art as 

distinct from other secondary forms of printed material, such as manuals, 

reports and conventional exhibition catalogues. 

While the literary contributions to the catalogue may have expounded the 

theoretical virtues of artists' books, it was the composition of exhibition, in lieu of 

any other means illustrating the intended 'mass' circulation of the art form, 

which was the material validation of the 'democratic' ideal. Artists' Books, for 

instance, was divided into three sections; firstly, individual artists' books; 

secondly, group material, comprising, anthologies, catalogues, magazines and 

periodicals; thirdly, a reference section. The first section of individual artists' 

books comprised 119 works by l 06 artists.98 

Within the parameters of the exhibition the 'democratic' ideal of artists' books 

was illustrated through the geographic and cultural spread of the represented 

of artists, comprising approximately one-third British artists, one-quarter 

American, and the remainder from various European countries, including 
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Belgium, France, Germany, Iceland, ltaJy, Yugoslavia and The Netherlands. The 

single Australian title included was Martin Sharp's Art Book, published in London 

1972.99 Secondly, in addition to the country of origin of the artists, the places of 

publication were illustrative of the way artists' books could traverse national 

boundaries, to be published anywhere in the world, such as Carl Andre's 7 7 

Poems 1974, published in Turin, Marcel Broodthaers' work published in London, 

and Daniel Buren's two titles, jointly published in New York and London in the 

first instance, and secondly in Paris and by the Nova Scotia College of Art and 

Design, Halifax, Canada. 

The exhibition framework provided a self-legitimising mechanism for the 

discursive frame within the art world, such that one of the recurrent 

characteristics of exhibitions of artists' books is the quantity and diversity of 

artists represented, positioned around a core group of recognised artists and 

'model' works within the field, such as by Ruscha, LeWitt, Roth and Weiner. As a 

corollary, the 'democratic' and decentralised network was validated, in Artists' 

Books by the relatively 'unknown' British and European practitioners, such as 

Duncan Cameron, Braco Dimitrijevic, David Lamelas and Magnus Poisson, as 

well as a representation of women artists, including Hanne Darboven, Helen 

Douglas, Yoko Ono and Annette Messager. The exhibition framework thus 

provided the conceptual and material mechanism to legitimise the discursive 

frame, as well as manifest strategic relationships or allegiances between artists 

from divergent geographic locations and cultural backgrounds, in which both 

'known' and 'unknown' practitioners benefited from their strategic 

connections, or allegiances, with each other. 100 

Exhibitions of artists' books functioned as both effect and cause. The portable 

nature of artists' books allowed diverse material to be sourced internationally 

then combined within exhibitions under the single genus of artists' books. 

Furthermore the nature of the material, and the reality that an entire exhibition 

could be shipped in a few boxes through the postal system, allowed the 

circulation of touring exhibitions that maintained the momentum of artists' 

books through the 1970s. Thus the circulation of touring exhibition can be seen 

as one of the contributing factors to the global expansion of artists' books, and 

in the Australian context with the exhibition Artists Books I Bookworks, which was 

the first significant exhibition of artists' books in Australia in 1978-79. 
89 



The exhibition Artists Books I Bookworks will be analysed in detail in Chapter 6, 

however, it is worth mentioning at this point that it was an exhibition which in its 

organisation combined sections showcasing international artists' books loaned 

from the Los Angeles Institute of Contemporary Art and Franklin Furnace, 

alongside a locally-curated section devoted to Australian artists' books. The 

exhibition toured three 'alternative' venues in Australia, the Ewing & George 

Paton Gallery, Melbourne, the Institute of Modern Art Brisbane, and the 

Experimental Art Foundation, Adelaide, during 1978/79, and was crucial in 

contextualising Australian artists' books within the international discursive frame 

and field of practice. 

3.3. A field of artists' books 

Following on from the previous section outlining the discursive frame for artists' 

books in the 1970s, it is proposed in this section that the work of the French 

sociologist Pierre Bourdieu presents an interpretative methodology through 

which to investigate the history of artists' books from the publication of Edward 

Ruscha's Twentysix Gasoline Stations in 1963, and leading to the establishment 

of a field of Australian artists' books across the period, 1963 to 1983. What is 

proposed in this thesis is that rather than considering the relationship between 

artists' books and the discursive frame as indicating an economic relationship 

with the wider field of commerce, which would merely reiterate Drucker's the 

self-fulfilling 'myth of the democratic multiple', on the contrary, it is argued in 

this thesis that the separation of the discursive frame of artists' books from an 

economic analysis, allows a re-binding of the discursive frame to the field of 

cultural production. 

The discursive frame and its central themes of artists' books as presenting an 

'alternative space', the 'democratic' ideal, and the 'definition debate' 

materialise within the field of cultural production, and for the most part are 

divorced from the wider field of economics and commerce. The discursive 

frame therefore provides a means of binding and delineating the material 

covered by this thesis, as well as identifying issues for further investigation, such 

as the alignment of artists' books with the network of alternative spaces 

throughout the 1970s. 
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Finally, the discursive frame for artists' books can be analysed in relation to 

'global conceptualism' as a means to re-interpret and re-integrate a discussion 

of Australian artists' books within the international field. As Bourdieu states, 

'There is no other criterion of membership of a field than the objective fact of 

producing effects within it'. 101 As such Bourdieu's conception of the field of 

cultural production allows for and accommodates an investigation of the trans

national nature of the discursive frame of artists' books. Thus the discursive 

frame and its material instances as the artist-as-publisher, sites of production, 

the circulation of exhibitions of artists' books, and the formation of alternative 

and library collections are extrapolated to represent the global field of 

practice, which also includes the role of post-object artists' books in founding a 

field of Australian artists' books. 

3.3.1. Pierre Bourdieu and the field of cultural production 

It is proposed in this thesis that the work of Pierre Bourdieu and his exploration of 

the field of cultural production provides an interpretative framework that can 

be broadly applied to the field of artists' books, in the analysis of both the 

material production of the object and the symbolic production of the work. 102 

Bourdieu's stated approach to the literature or art in a given period and society 

involves; 'constructing the space of positions and the space of the position

takings (prises de position) in which they are expressed. The science of the 

literary (or artistic) field is a form of analysis situs which establishes that each 

position ... is subjectively defined by the system of distinctive properties by which 

it can be situated relative to other positions ... The literary or artistic field is a field 

of forces, but it is also a field of struggles tending to transform or conserve this 

field of forces. The network of objective relations between positions subtends 

and orients the strategies which the occupants of the different positions 

implement in their struggles to defend or improve their positions (i.e. their 

position-takings), strategies which depend for their force and form on the 

position each agent occupies in the power relations (rapports de force)'. 103 

The cultural field, whether literature or art although hereafter referred to with 

respect to art is situated within the field of power, which in turn is located within 
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field of class relations, 104 yet as Bourdieu argues, the artistic field functions with 

relative independence from the ordinary principles of economics and politics 

that govern the field of power. This relative independence from the laws of the 

market occurs as a result of the autonomous principle of hierarchization that 

independently governs the artistic field. This governing principle is the degree of 

specific consecration, otherwise known as artistic prestige, which is circular and 

self-fulfilling in that 'the degree of recognition accorded by those who 

recognize no other criterion of legitimacy than recognition by those whom they 

recognize.' 1 os 

The more autonomous the field of cultural production becomes, the more 

favourable the symbolic power of the cultural field versus the economic and 

political imperatives of the wider field of large-scale production. The result 

being that the field of cultural production is an 'upside-down economic world', 

where the main objective is artistic prestige, without any economic 

compensation. 106 These observations by Bourdieu support the imperative 

argued in this thesis; to disengage the discursive frame of artists' books from self

fulfilling economic criticisms of the art form, so as to reconsider the role of artists' 

books within the field of cultural production. 

As Bourdieu has also observed, the field of cultural production is a site of 

constant struggle, to define 'the object' of the field and thus delineate the 

population, or more accurately the 'legitimate' population. This makes the 

boundary of the cultural field (or a sub-field) difficult to delineate, as this 

boundary is in a constant state of flux as 'a stake of struggles'. Bourdieu 

therefore avoids an 'operational definition' by which to identify this boundary, 

and rather suggests the state of this boundary, as occupied by agents that are 

able to make a transition from the field of power to a symbolic field, which 

suggests as a rule those richest in economic, cultural and social capital are the 

first to move into the new positions. 101 

Within the field of cultural production, changes that affect the entire field also 

imply concordant changes within sub-fields, or genres; although the converse is 

not true, in that changes that may occur within a specific sub-field, or genre, 

do not have the same impact upon the wider field. In addition, Bourdieu 

suggests that in the transformations that occur within the field of cultural 
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production over time, the opposition between these sub-field, or genres, tends 

to decline as each genre, becomes more 'autonomous' as sub-field of 

restricted production.1os 

As Bourdieu has pointed out the field of cultural production is in a constant 

state of flux, while suggesting that it is merely synchronicity and coincidence 

that 'determine' historical conjunctures between the field of cultural 

production and wider economic, social and political fields. 109 Moreover 

Bourdieu observes that 'the cultural producers, who occupy the economically 

dominated and symbolically dominant position within the field of cultural 

production, tend to feel solidarity with the occupants of the economically and 

culturally dominated positions within the field of class relations', although such 

allegiances are based on homologies of position. 110 

According to Bourdieu a restricted field of production or 'a market of symbolic 

goods', 111 arises so that the 'intellectual and artistic production is ... correlative 

with ... a socially distinguishable category of professional artists or 

intellectuals'. 11 2 While symbolic goods are a commodity, as well as, a symbolic 

object, their commercial value remains relatively independent of cultural 

(artistic, intellectual, scientific) value. 11 3 

The system for producing symbolic goods is a field of restricted production in 

that it produces cultural goods objectively destined for its own public of 

producers of cultural goods, rather than the 'public at large'. 114 Moreover 'the 

autonomy of a field of restricted production can be measured by its power to 

define its own criteria for the production and evaluation of its products ... (in 

that) the more cultural producers form a closed field of competition for cultural 

legitimacy, the more the internal demarcations appear irreducible to any 

external factors of economic, political, or social differentiation.' 115 

French literature in the second half of the 19th century provided Bourdieu with 

historical setting by which to illustrate his model of the field of cultural 

production. Within this period, he considered poetry as a restricted field of 

cultural production par excellence, by virtue of its extremely limited audience, 

minimal profits, the significance of peer recognition (producers producing for 
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other producers), and with individual artistic prestige bound solely to poetic 

and historical legitimacy.116 

Bourdieu also notes that in the progression towards autonomy of a field of 

restricted production is also marked by the tendency of criticism (or 

commentary) to devote itself to the task, thus providing 'creative' 

interpretations for the benefit of 'creators', in a solidarity between artist and 

critic. With the complicity of producers and critics, one cannot fully 

comprehend the field of restricted production unless one analyses the 

instances of consecration that is the institutions that conserve the capital of 

symbolic goods, traditionally art museums.117 The critic rather than being the 

intermediary between the artistic and a wider public of non-producers is 

complicit in the autonomization of the field, so that a critics 'inspired' reading of 

a work is only intelligible to those integrated into the producer's field. 11 8 

Thus 'as a field of restricted production closes in upon itself, and affirms itself 

capable of organizing its production by reference to its own internal norms of 

perfection - excluding all external functions and social or socially marked 

content from the work - the dynamic of competition for specifically cultural 

consecration becomes the exclusive principle of the production of works' 119 

Lastly, Bourdieu outlines that within each field of restricted production each 

change at any one position, induces a generalized change, rather than a 

specific site of change, in that a new position, in asserting itself as such, 

displaces the whole structure and the position-takings of all participants within 

the field. 120 The determining factor in the history (or historical evolution) of a 

cultural field arises from the struggle between the established figures and 

challengers, between those who have made their mark (fait date - 'made an 

epoch') in the past (the field that was), and those trying to position themselves 

in the present (the field as now). 121 In this struggle importance is placed on 'all 

distinctive marks, such as names of schools or groups - words that make things, 

distinctive signs which produce existence' and delineate difference, while in an 

artistic field that has reached an 'advanced stage' in its history there is no 

place for na'ifs, in that 'the history is imminent to the functioning of the field, and 

to meet the objective demands it implies, as a producer but also as a 

consumer, one has to possess the whole history of the field' .122 
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This section has attempted to provide a broad introduction to Bourdieu's 

conception of the field of cultural production and the circulation of symbolic 

goods. While this thesis is not a sociological study or a strict application of 

Bourdieu's conception of the field of cultural production, his work nevertheless 

provides a backdrop, and a number of useful observations that will be applied 

within this thesis in analysing the field of artists' books. 

3.3.2. Artists' books as symbolic goods within a field of cultural 

production 

It is now possible to consider Bourdieu's general theoretical model, terminology 

and concepts in relation to the investigation of artists' books. Following, are 

examples where aspects of Bourdieu's theoretical model have been paired 

with observations already raised concerning the discursive frame and historical 

conditions for artists' books in the 1970s. By juxtaposing Bourdieu's observations 

with the historical and discursive features specific to artists' books, this section 

endeavours to illustrate how Bourdieu's conception of the field of restricted 

cultural production may assist in providing a broad interpretative framework, 

which can be adapted to aid in the examination of the field of artists' books 

undertaken in this thesis. 

In the first instance Bourdieu's conception of the field of cultural production can 

be applied to pre-history or proto-discursive decade, from 1963 to 1972, where 

books as art were one of the facets of Conceptual art and conceptualism. 

Recalling Bourdieu's earlier observation that the field, and in particular 

boundary of the field, of cultural production is a site of constant struggles to 

define 'the object' and therefore delineate the field of practice, a similar 

situation characterised the decade to 1972, in which the conceptual and 

material parameters of what would become the field of artists' books were in a 

constant state of flux. 

In addition, as Bourdieu observed, this boundary is often occupied by agents 

that are the 'richest' in economic, cultural and social capital, so that they are 

able to take up new positions or make the transition into the field of cultural 
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production. In retrospect the role of the so-called 'artworld champions' of 

artists' books, such as Edward Ruscha, Lawrence Weiner, Sol LeWitt (artists 

whose books are discussed in detail later in this thesis), can be seen as both 

cause and effect. It was these artists, in particular, who may have already 

established 'art world' reputations within the broader field of contemporary art 

who were in a position where they were able to experiment with artists' books 

as one aspect of their broader practice. Ruscha, Weiner and LeWitt are also 

representative of many other artists who as an adjunct to their involvement in 

Conceptual art conceptualism, land and environmental art performance, film 

and video, to varying degrees, created books as art. Although the accusation 

of a 'side-line' activity has been levelled in some recent literature, l23 the impact 

of what may have been a passing engagement with the art form, nevertheless 

producing effects within the proto-discursive or formative stages of what 

became the field of artists' books. 

As Bourdieu has stated, 'the growth in the volume of the population of 

producers is one of the principal mediations through which external changes 

affect the relations of force at the heart of the field. The great upheavals arise 

from the eruption of newcomers who, by the sole effect of their number and 

social quality, import innovation regarding products or techniques of 

production, and try or claim to impose on the field of production, which is itself 

its own market a new mode of evaluation of products. ' 124 A similar observation 

can be made about the decade 1963 to 1972, where the momentum of books 

as art being produced by artists across a range of activities finally reached a 

critical mass, at which point the exhibition Artists Books at the Moore College of 

Art in 1973 marked the confirmation of the field. 

At this point of time, when the term artists' books entered circulation as a 

'distinctive sign' representative of new 'art object' and position within the 

broader field of contemporary art, a diametrical opposed position of artists' 

books to the livre d'artiste within the broader field of cultural production was 

established. Quoting Bourdieu: 'When a new literary or artistic group imposes 

itself on the field, the whole space of positions and the space of corresponding 

possibilities ... find themselves transformed because of it: with its accession to 

existence ... the universe of possible options finds itself modified, with formerly 

dominant productions, for example, being downgraded to the status of an 
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outmoded or classical product.' 125 Thus in the literature, the 'moribund' art-of

the-book burdened down by tradition and formulaic production techniques 

was denigrated as the antithesis to avant-garde contemporary artists' books. 

The identification of Ruscha's Twentysix Gasoline Stations 1963 as the first and 

'model' example of an artist's book therefore achieved both a historical 

separation from 'tradition', and by its material form an implicit differentiation 

and criticism of the livre d'artiste. In addition, the 'definition debate', or what 

could be described more accurately as the 'self-definition debate', of artists' 

books within the discursive frame through the 1970s, was evidence of the 

increasing autonomy of the field itself. 126 

The discursive frame therefore presents corollary to the material field of 

practice, moreover it is the mechanism, or system of belief, by which the book 

works were instituted as works of art within a field of artists' books. As has 

already been argued above, if we begin to analyse artists' books, through the 

period 1963 to 1983, as representative of an emerging field of restricted 

production in which the cultural goods are destined for an audience within a 

field of restricted production, rather than the 'public at large', this shifts the 

perspective on artists' books. We are therefore able to disengage the discursive 

frame from wider economic field, which then allows the rhetoric of the 

'democratic' ideal and the 'mass' distribution of artists' books to be considered 

as representative of a discursive solidarity between the artists and their 

purported audience, based on what Bourdieu termed a homology of position. 

This is not to deny the genuine political intent invested in artists' books in the late 

1960s and into 1970s, but rather it is meant to provide an opportunity for artists' 

books to addressed within this thesis as principally artistic works or symbolic 

goods, rather than commercial products. The apparent success or failure of 

artists' books can therefore be disengaged from an 'economic' analysis, while 

the discursive frame can be retained as symbolically delineating the emerging 

restricted field of cultural production of artists' books. 

3.3.3. Global conceptualism and a field of artists' books 

This chapter has identified three intersections between the historical debates 

and contemporary perspectives which are combined and employed within this 
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thesis to present an Australian perspectNe on the field of artists' books from the 

1960s to the early 1980s. Global conceptualism provides an encompassing 

frame of reference by which to explore the expanded geographic and cultural 

parameters of Conceptual art and the inter-connectivity of local or regional 

manifestations conceptualism around the globe; secondly, the discursive frame 

uniting the central themes of artists' books as an 'alternative space', the 

'democratic' ideal, and the self-fulfilling nature of the 'definition debate'; and 

thirdly, Pierre Bourdieu's conception of the field of cultural production which 

provides the broad interpretative framework that offers insights into the 

historical nature and evolution of the field of international and subsequently 

Australian artists' books. 

The next four chapters will present a series of specific case studies and 

instances within international and Australian artists' books, which can be 

extrapolated as representative of the evolving and expanding field of artists' 

books over the period 1963 to 1983. 

The next chapter will focus the proto-discursive international field, 1963 to 1972; 

instigated by the publication of Edward Ruscha's Twentysix Gasoline Stations, 

and legitimised by the emergence of Conceptual art in the late 1960s, with a 

focus on the activities of the entrepreneurial New York art dealer Seth 

Siegelaub and the early books produced by two of his most closely affiliated 

artists, Lawrence Weiner and Robert Barry. It will illustrate how Siegelaub's 

publication of The Xerox Book in 1968 established the conceptual parameters 

for the artist's book as an 'alternative space' or 'portable exhibition', which 

became one of the central themes within the discursive frame through the 

1970s. Within this international context the work of Australian expatriate 

Conceptual artist Ian Burn will be located and discussed as contributing to the 

conceptual struggles to define the parameters of the art form. 

Chapter 5 will then focus of international practice in the 1970s, but particularly 

on the transition from the proto-field of books as art to a distinct field of artists' 

books. This will be undertaken by pairing the work of two artists; Sol Le Witt 

widely acknowledged within the field of Conceptual artists' books, and New 

York-based Australian artist Robert Jacks, who is known within the history 

Australian artists' books, but whose practice has to date generally fallen outside 
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the discourse on international artists' books. In this chapter Jacks' practice will 

be located within global conceptualism, such that temporal and conceptual 

parallels can be drawn between Jacks' and LeWitt's engagement with the 

books as art. In addition, as both artists realised a significant number of artists' 

books during the 1970s, the issues raised in their individual practices presents a 

microcosm of the expanded yet increasingly delineated field of artists' books. 

Burn and Jacks were also early conduits for ideas about artists' books, 

encompassed by the discursive frame, to filter back to Australia. The reactions 

and strategic responses by Australian-based artists to international artists' books, 

illustrates the geographic and cultural reach of the field of practice within 

global conceptualism. Two cases studies that will be presented are lnhibodress, 

as the local outpost of global conceptualism and a site for Australian post

object art in the early 1970s. In the mid 1970s, the baton then passed onto the 

Experimental Art Foundation (EAF) in Adelaide, as a local exemplar of the 

'alternate' spaces that became aligned with the artists' books through the 

1970s and into the early 1980s. The EAF was an important site of production for 

the publication of Australian artists' books which were conceptually connected 

to practice overseas, but also illustrate the fusion of localised artistic and 

cultural factors, laying the foundations for a separate field of Australian artists' 

books. 

From the late 1960s through the 1970s, Australian artists' books can be seen as 

participating within global conceptualism and the international field of 

practice bound by the discursive frame, while the early 1980s witnessed a 

fracturing of this all encompassing frame, and the emergence of a separate 

field of Australian artists' books. The year 1983, coinciding with the publication 

of Gary Catalano's The Bandaged Image: A study of Australian artists' books, 

provides a convenient concluding date to the chronological scope of this 

thesis, because it can be used to identify a point of transition within the history 

of Australian artists' books, not unlike the way the exhibition Artists Books 

represents the transition within the international field. 

Prior to 1983, Australian artists' books can be seen to have been instituted and 

function strategically within the global network of Conceptual art and 

conceptualism, while from this historical point onwards, a distinct sub-field of 
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Australian artists' books can be seen to_have been consolidated and 

discursively validated. The Conceptual and post-object artists' books produced 

through the preceding two decades, and examined in detail in this thesis, can 

therefore be seen as having provided both the conceptual foundations and 

critical mass around which this new field of Australian artists' books formed. 
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4. Conceptual art and conceptual aspects 

The previous two chapters explored the discourse on artists' books and the 

intersection between some of the key historical debates within the discourse 

and their alignment with the contemporary theoretical perspectives that 

underpin this thesis. To briefly recap, in the period covered by this thesis, 1963 to 

1983, the year 1973, in which the exhibition Artists Books was held, 1 marks a 

transition between the proto-discursive field, with books by artists submerged 

within Conceptual art or conceptualism through the decade 1963 to 1973, and 

post-1973, when the term 'artists' books' was applied to delineate a specific 

field of artistic practice. It was during this first decade that individual artists, such 

as, Edward Ruscha, Sol LeWitt Lawrence Weiner, began exploring the 'book as 

artwork', while specific works, particularly Seth Siegelaub's publication of The 

Xerox Book (1968) established key conceptual parameters for artists' books, 

and instigated ideas about artists' books as an 'alternative space' or 'portable 

exhibition', the 'democratic' ideal, and the 'definition debate' which 

characterised the internal struggles within the field through the l 970s.2 

In the international discourse to date there has been little reference to 

Australian artists' books, however, the circulation of 'global conceptualism' 

over the last decade can provide a mechanism through which to explore 

Australian artists' books through the late 1960s and 1970s in a global context.3 

Two artists, Ian Burn (in this chapter) and Robert Jacks (in the following chapter), 

both spent a decade in New York and are discussed alongside their 

international contemporaries, so as to illustrate the material and conceptual 

relationships between their artists' books. Their practice also poses a question, 

as to whether the artist's book was one of the main art forms that encapsulated 

the condition of the Australian artist 'in transit' during the 1970s. 

As was outlined in the previous chapter, 'economic' criticisms have shadowed 

artists' books, in that the success, or more often apparent failure of multiple 

artists' books to reach a mass audience is couched in economic terms, 

tenuously aligning the production, distribution and consumption of artists' 

books, with the commercial mechanisms of the publishing industry. Even more 

problematic is that despite these presumptions about artists' books, it is almost 
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impossible to extract any verifiable data regarding the economics of artists' 

books through the 1970s. It is a circular self-fulfilling predicament, in that the 

lack of verifiable data is itself perhaps the clearest indication of the non

commercial nature of artists' books. 

It has therefore been argued that the work of Pierre Bourdieu presents a broad 

interpretative framework that allows artists' books to be analysed primarily as 

symbolic goods circulating within a field of restricted cultural production. In this 

thesis it will therefore be shown that the confluence of international and 

Australian artists' books through the period 1963-1983, can be accounted for as 

representative of the exchange and circulation of symbolic objects within the 

art world, rather than commercial goods destined to the public at large. 

This chapter examining Conceptual art and conceptual aspects will now 

outline; firstly, how Edward Ruscha's paradigmatic publication Twentysix 

Gasoline Stations was incorporated into conceptualism; secondly, illustrate how 

the publishing activities of Seth Siegelaub in the late 1960s contributed to the 

conceptual legitimacy of artists' books, with reference to the books produced 

by two closely affiliated artists, Lawrence Weiner and Robert Barry; and lastly, 

the Conceptual explorations in book form by the Australian expatriate artist Ian 

Burn will be discussed in the context of the formation of the field of international 

artists' books. 

4. 1. Edward Rusche and his perplexing publications 

If there is any facet of my work that I feel was kissed by angels ... 
I'd say it was my books. 

Edward Ruscha, 19724 

4. 1. 1. Edward Ruscha's Twentysix Gasoline Stations 

In early 1963, a relatively unknown West Coast Pop artist Edward Ruscha 

published a small book, entitled Twentysix Gasoline Stations 1963;5 a pocket

sized soft-cover book, the title in bold red serif capitals on the cover, protected 

by semitransparent glassine dust jacket. (See Plate 4) As specified by the title, 

within the book are twenty-six photographs of gasoline stations, located for the 
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Plate 4: Photograph of Edward Ruscha holding a copy of the first edition of 
Twentysix Gasoline Stations, Los Angeles: A National Excelsior Publication (self
published) 1963 



Plate 5: Edward Ruscha, Standard, Amarillo, Texas (1962) from Twentysix Gasoline 
Stations, Los Angeles: A National Excelsior Publication (self-published) 1963 



Plate 6: Edward Ruscha. Standard, Amarillo, Texas 1963; oil on canvas, 165.1 x 307.3 
cm; Collection: Hood Museum of Art Dartmouth College, Hanover. New 
Hampshire; Gift of James J. Meeker. in Memory of Lee English, Class of 1958 



most part along Route 66, between Los.Angeles, California, through Arizona, 

New Mexico, Texas, to Oklahoma City, where the artist grew up, and regularly 

journeyed to visit his parents.6 (See Plate 5) At the time of publication, Ruscha 

was only a couple of years out of art school, having graduated from the 

Chouinard Art Institute in 1960. His work had included in a couple of West Coast 

group exhibitions, including New Painting of Common Objects, held at the 

Pasadena Art Museum, 25 September - 19 October 1962, while his first solo 

exhibition of paintings was held at the Ferus Gallery, Los Angeles, 20 May - 15 

June 1963. 

Twentysix Gasoline Stations is a title that now resonates with the weight of history 

in the field of artists' books/ and has been dissected in almost every detail by 

critics and art historians in the decades since its publication; as have the 

comments, however direct or evasive, made by its author.8 Yet, as mentioned 

in the review of the literature, Twentysix Gasoline Stations was not a popular 

success, and somewhat ironically, in the first instance Artforum's founding editor 

Philip Leider had great difficulty in explaining it as a work of art. Recalling his 

'book review' of Twentysix Gasoline Stations in September 1963, and a month 

before it was also 'rejected' from inclusion in the Library of Congress, a 

perplexed Leider wrote of Ruscha's 'pop-art' book that: 

It is perhaps unfair to write a review of a book which ... is so curious, and 
so doomed to oblivion that there is an obligation, of sorts, to document 
its existence, record its having been here ... 9 

It was left to John Coplans to try and resolve the questions raised by Ruscha's 

'perplexing publications' in an interview with the artist two years later. 10 When 

asked by Coplans, 'What is the purpose in publishing these books?', Ruscha 

responded: 

To begin with - when I am planning a book, I have a blind faith in what I 
am doing ... The first book came out of a play with words. The title came 
before I even thought about the pictures. I like the word "gasoline" and I 
like the specific quality of "twenty-six." If you look at the book you will see 
how well the typography works - I worked on all that before I took the 
photographs. Not that I had an important message about photographs 
or gasoline, or anything like that- I merely wanted a cohesive thing .... 
they (the photographs) are technical data like industrial photography. To 
me, they are nothing more than snapshots. 11 
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Later in the interview, Ruscha added: 'One of the purposes of my book has to 

do with making a mass-produced object. The final product has a very 

commercial, professional feel to it. I am not in sympathy with the whole area of 

hand-printed publications. '12 Concluding: 'I am not trying to create a precious 

limited edition book, but a mass-produced product of high order. All my books 

are identical. They have none of the nuances of the hand-made and crafted 

limited edition book. It is almost worth the money to have the thrill of seeing 400 

(the number of copies in the first editions of both Twentysix Gasoline Stations 

and Various Small Fires) exactly identical books stacked in front of you.' 13 

Yet, if Ruscha's two titles (to date) had remained 'stacked in front of him' in his 

studio (a rather self-indulgent and poor economic decision), his books 

particularly Twentysix Gasoline Stations would never have been 'socially 

instituted' as works of art or proto-artists' books. As Bourdieu, has outlined, the 

'material production' of an object must be accompanied by the 'symbolic 

production' of the object as a work of art, in so much that the value of the work 

of art is not solely in the primary realisation of the object, but moreover 

associated with the production of meaning by a set of agents - critics, 

publishers, etc. - whose combined efforts create an audience of consumers for 

the work of art as such.14 

It was therefore crucial that at a very early stage in his engagement with the 

book as artwork that Ruscha's Twentysix Gasoline Stations and Various Small 

Fires were instituted in the pages of Artforum as the rising art world art magazine 

of the l 960s. 15 Whilst the inclusion may have been precipitous, with Artforum 

West Coast-based until 1967, and Ruscha (otherwise known as Eddie Russia) 

working on graphic design and production for the magazine between 1965 

and 1969, the effect was significant, as Artforum was one of the key magazines 

tracing the broader issues and debates surrounding North American 

Conceptual art and conceptualism, which inflected into artists' books. The 

'clarity' of Ruscha's early statements were therefore appropriated by 

subsequent commentators.16 

In addition, as Bourdieu has observed, the propensity to move to new 'avant

garde' positions, which precedes the demands of the market and with no 

short-term economic profit, has the effect that these 'most exposed positions of 
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the avant-garde ... (are) very often the most profitable symbolically, and in the 

long run'. 17 This general observation may be also applicable to Ruscha, whose 

production of books, post 1965, became more expansive, with larger editions 

and reprintings, and particularly with the recognition of Twentysix Gasoline 

Stations as defining a key moment in the history of artists' books. 

By 1972, Ruscha, the 'publisher', is had produced a total of fourteen books, 

which one interviewer David Bourdon suggested were 'the best known and 

most widely admired of all his works'. 19 (See Plate 7) Bourbon reiterated 

Ruscha's own claims that while his paintings and printmaking had art historical 

precedents, he never followed a 'tradition' in his books, yet conceded that 'the 

over-all style of the books is difficult to evaluate, making it a risky business to 

discuss their relative merits'. 20 Nevertheless Bourdon concluded: 

Ruscha's books are extremely original in their choice and treatment of 
subject matter. His approach to the book as art form is strictly 
contemporary; instead of making lavishly hand-worked livre de-luxe with 
all sorts of limited-edition frills, he treats the book as a mass-produced 
object, infinitely reproducible ... Books are a traditional vehicle for visual 
information, but Ruscha's publications establish a new category.' 21 

4.1.2. The conceptual aspects of Edward Ruscha's books 

As has already been outlined in the literature review, Artforum was one of the 

main contemporary art magazines tracing the broader issues and debates 

surrounding North American Conceptual art and conceptualism. Artforum also 

illustrates the transformation Ruscha's books made from Leider's initial 

identification of them as 'pop-art' books, in reference to the artist's related 

paintings in the early 1960s (See Plate 6), to circulating within the frame of 

Conceptual art by the late 1960s. In Sol LeWitt's 'Paragraphs on Conceptual 

Art', readers visually witnessed this transformation of Ruscha from West Coast 

Pop artist to proto-Conceptualist with the inclusion of Every Building on The 

Sunset Strip (Plate 8) alongside the work of LeWitt, Robert Morris and Eva 

Hesse.22 Not long after, Joseph Kosuth in one of his polemical essays 'Art after 

philosophy' published in Studio International in 1969, cited Ruscha 's books as 

"conceptual' sort of work' .23 
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Plate 7: Edward Ruschacovered with a selection of his artist's books, c.1969 



Plate 8: Edward Ruscha, Every Building on the Sunset Strip, Los Angeles: self
published 1966, second edition 1970; included in the exhibition Conceptual Art 
and Conceptual Aspects, The New York Cultural Center, New York, 1970 



Ruscha's inclusion in the landmark exhibitions, Information at Museum of 

Modern Art in 1970,24 and Conceptual Art and Conceptual Aspects at the New 

York Cultural Center later the same year25 can be seen as a 'material' 

validation of the positioning of his books next to the documentary, 

photographic and text-based works of other Conceptual artists.26 In addition, 

Ruscha's discursive status was ratified with the publication of Ursula Meyer's 

Conceptual Art (1972) and Lippard's Six Years: The dematerialization of the art 

object from 7966 to 7972 (1973), in which both make judicious use of Ruscha's 

statements form Coplan's 1965 Artforum interview.27 The realignment of 

Ruscha's practice from Pop to Conceptual is indicative of the rapid 

transformation of the field in the late 1960s, and the increasingly powerful role 

that Conceptual artists' books came to play within the field at this time. 

It is nevertheless worth noting that a consequence of Ruscha's transition from 

Pop exponent to conceptualism resulted in a contextual disengagement of his 

role as a publisher from his contemporaneous practice as a painter, a schism in 

part perpetrated by the artist himself, but also not unexpected given the 

antithesis between painting and Conceptual practice. It appears that as 

Ruscha's publishing activities became aligned with conceptual practice, his 

artists' books were split from his thematically related paintings, which at the 

time may have had other affiliations within American art. This separation, 

established around 1970, had reverberations throughout the 1970s within the 

discourse on artists' books, as Ruscha's publications were most often discussed 

in isolation from his other practice. 

The discursive isolation accorded Ruscha's books has only been readdressed in 

the last decade with the upsurge in interest in Ruscha's entire oeuvre,2s and 

specifically with reference to the intersections between Conceptual art and 

photography. Ruscha has in part facilitated this reconsideration of his early 

work through the release of limited edition portfolios of selected photographs 

after his books, including (Twentysix) Gasoline Stations (1962/1989), (Every 

Building on) The Sunset Strip (1966/1995), (Nine Swimming) Pools (1968/1997), 

and (Thirtyfour) Parking Lots (in Los Angeles) (1967 /1999).29 According to Jeff 

Wall, Ruscha's photo-books represented one of the 'most exemplary instances' 

of the amateurist mimesis of photo-conceptualism, whereby photography 

escapes being 'art photography' through being taken in the manner of a non-
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artist; the denial of art photography's 'qestheticism' aligned with the 

'reductivism' of Conceptual art in general.30 

The alignment of Ruscha's books with conceptualism was significant in that he 

was one of the few artists to have published a 'substantial' number of titles in 

the 1960s; a total of twelve by 1970. In comparison, by 1970, Sol LeWitt had only 

published four books and Lawrence Weiner a mere two titles. It is worth noting 

that this situation had been reversed by the late 1970s, by which time both 

LeWitt and Weiner had surpassed Ruscha's output. On the occasion of LeWitt's 

mid-career retrospective at the Museum of Modern Art in 1978 he had 

published 31 books over the previous decade,31 while in the same year Weiner 

had published twenty-five artists' books, most often in editions of 500 to 1000 

copies. 32 

4.2. Seth Siegelaub: Art Entrepreneur 

Whilst Ruscha may epitomize the artist as publisher, Seth Siegelaub, art dealer, 

exhibition organiser, curator-at-large and publisher, was one of the 

masterminds behind Conceptual art in New York in the late 1960s through his 

association and promotion of the work of Robert Barry, Douglas Huebler, 

Joseph Kosuth and Lawrence Weiner. As a publisher Siegelaub was also an 

instigator in the field of artists' books, achieved through innovative publications 

using the book form as a vehicle for the exhibition of art. 

As mentioned in the literature review, Alexander Alberro has published a 

detailed account of Siegelaub's involvement in the New York art world during 

the period 1964 to 1971.33 In his study, Alberro outlined how Siegelaub's 

'commercial packaging' of Conceptual art mirrored the transformations in 

corporate America in 1960s, in his used of strategic marketing, publicity and 

advertising.34 Alberro argued that despite Siegelaub's political intentions, his 

methods of distribution were indicative of economic globalization and 

integrated into the commodity system of late capitalism.35 Alberro also 

suggested that there was a 'symbiotic relationship' between Siegelaub's 

distribution strategies and the work of the artists he represented. As the physical 

art object became less and less relevant to the type of work his affiliated artists 

were 'making', Siegelaub responded by altering the means of display and 
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distribution, particularly through the use.of direct-mail advertising, mailing lists 

and catalogues, which superseded the need for a physical gallery.36 Yet 

despite Alberro's argument it is still debatable as to the 'commercial' success 

of Siegelaub's strategies and whether Alberro's conclusions are a fait accompli. 

If, with reference to Bourdieu, we consider artists' books as primarily 'symbolic 

goods' within a field of restricted cultural production, the analysis, as is argued 

in this thesis, takes a divergent trajectory. While not denying the 'symbiotic 

relationship' between Siegelaub' s entrepreneurial activities and the work of the 

artists, which if anything indicates the 'solidarity' between Siegelaub and his 

artists, their collaborative publications can also be analyzed as engaged in the 

struggle to define the object and the boundary of the field of artists' books. 37 It 

is also worth recalling that at this point of time Siegelaub and his artists were 

participants within the proto-discursive decade, pre 1973, where books as art 

were circulating within Conceptual practice, but artists' books per se had yet to 

identified as a distinct field of practice. 

Two of Siegelaub's publications, The Xerox Book (1968) and Lawrence Weiner's 

Statements (1968), 38 are often cited as opening up the possibilities for the field 

of artists' books.39 Both these publications will be examined in some in detail in 

the following section so as to highlight the conceptual struggles occurring to 

legitimise the material form. What is evident is that the theoretical arguments 

that were circulating at the time, particularly with regard to the conceptual 

differentiation between primary and secondary information, had a bearing on 

the distinction between the exhibition catalogues and the book as artwork. 

As Siegelaub outlined in an interview published in Lippard's, Six Years: 

The art that I am interested in can be communicated with books and 
catalogues ... when art does not any longer depend upon its physical 
presence ... it is not distorted and altered by its representation in books 
and catalogues. It becomes primary information, while the reproduction 
of conventional art in books or catalogues is necessarily secondary 
information .... When information is primary, the catalogue can become 
the exhibition ... 4o 

Although limited in number Siegelaub's publications can be seen as, firstly, 

questioning, then secondly, establishing, certain parameters that were used to 
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define the artist's book. The range of Siegelaub's publications also illustrate the 

taxonomic spectrum from exhibition catalogue to artist's book. If the role of an 

exhibition catalogue was as a vehicle for secondary information, information 

aboufworks of art displayed in a gallery or museum (in a physical space), then 

in order for the artist's book to be legitimized as a work of art in its own right it 

had to be divorced from the 'secondary' role played by a catalogue. This had 

to be achieved on two levels, first conceptually, by removing the temporal 

and spatial links to works of art presented in an exhibition, secondly, in content 

by removing the schematic identifiers of a catalogue, so that the book work 

could function as autonomous work of art. 

The commercial printing processes and office technologies employed to 

produce exhibition catalogues, as well as, many of the commercially printed 

Conceptual artists' books of the 1960s and 1970s, meant that the material 

components or physical characteristics of both exhibition catalogues and 

books as art were deceptively similar. To establish a distinction between these 

two types of publications was not just a distinction between primary and 

secondary information, but even more significantly about establishing the 

'primary' symbolic value for books as art. Siegelaub's publication activities, 

which straddle the across the conceptual boundary between the exhibition 

catalogue and artist's book, present a microcosm of the aesthetic debates 

that were drivers to the emergence and legitimacy of the artists' books. 

The Conceptual artists' books authored by Lawrence Weiner and Robert Barry 

in the years with and immediately following their association with Siegelaub do 

not alter the standard book form, but rather use the book as a given container 

or medium in which to present and disseminate their work. What is examined 

later in this chapter is how Weiner and Barry transformed their artistic ideas into 

the book form, but at the same time allowed the medium to dictate subtle 

variations in the end result so that their artists' books present a unique facet 

within each of their oeuvres. 
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Plcite 9: The Xerox Book (Carl Andre, Robert Barry, Douglas Huebler, Joseph Kosuth, 
Sol LeWitt, Robert Morris, Lawrence Weiner), title page, New York: Seth Siegelaub 
and John W. Wendler 1968 



4.2.1. The Xerox Book 

The Xerox Book 196841 is arguably Siegelaub's most significant contribution to 

Conceptual artists' books.42 (See Plate 9) Siegelaub invited seven artists - Carl 

Andre, Robert Barry, Douglas Huebler, Joseph Kosuth, Sol LeWitt, Robert Morris 

and Lawrence Weiner - to contribute to the book by producing a work of art 

under the same conditions or constraints - twenty-five consecutive pages on 

American standard eight-and-one-half-by-eleven inch paper to be 

reproduced Xerographically, which at the time was a relatively new 

technology. As Siegelaub explained: 

I choose Xerox as opposed to offset or any other process because it's 
such a bland, shitty reproduction, really just for the exchange of 
information. That's all a Xerox is about. I mean, it's not even, you know, 
defined. So Xerox just cuts down on the visual aspect of looking at the 
(primary) information.43 

Each artist was therefore required to utilize a Xerox machine in realizing the 

work they submitted to Siegelaub, however, in an ironic twist the final 

publication was produced using commercial lithography, due to the projected 

exorbitant cost of producing 1000 copies of The Xerox Book using a Xerox 

machine. 

The conditions specified to the artists for their twenty-five page contributions 

largely determined the look and content of The Xerox Book. The artists did not 

have to consider its final format and were able to focus solely on their twenty

five page sequences, and on which most of the works depend. It is apparent 

that they did not and did not need to consider the book form, conventions of 

the book, or means of identifying their work within the compendium. As a result 

all the contributions are devoid of identifiers (page numbers, chapter details, 

index, etc.) that would conventionally bind the pages within a book. The 

legitimacy of each twenty-five sheet /page work is nevertheless enhanced by 

its inclusion in the book format. 44 In the final format the artists' contributions to 

The Xerox Book were simply ordered alphabetically, with each 'work' preceded 

by a single page with the artist's name. The reductive approach to the layout 

parallels the nature of the work, as well as the serial strategies employed more 

broadly through Minimalism and Conceptual art. 
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Whilst Siegelaub's uncanny foresight may have played a part, the position that 

The Xerox Book has been placed within the history of artists' books is also due to 

the inclusion of artists with significant reputations within Minimalism and 

Conceptual art. For example, Andre's untitled 'scatter piece' in The Xerox Book 

is clearly related to his other sculptural works at the time which employ a logical 

system combined with an element of chance.45 Barry's contribution was a 

repetitive twenty-five pages of forty thousand dots a page, totaling 'One Million 

Dots'. Kosuth's text piece refers to the process of producing The Xerox Book,46 

while LeWitt's transition from Minimalism to Conceptual art is manifested 

through a twenty-five page extract from his 'drawing series'. 

Weiner's A Rectangular Removal from a Xerox Graph Sheet in Proportion to the 

Overall Dimensions of the Sheet 1968 comprised twenty-five Xerox copies of a 

sheet of graph paper with a hand-written text in the right-hand corner, which 

gives the work its title.47 (See Plate 10) The repetitive nature of Weiner's twenty

five page contribution to The Xerox Book effectively dismantles any traditional 

allusions to the uniqueness of the work of art. As the artist commented in an 

interview at the time: 

The exciting thing about The Xerox Book project was that there were 
twenty-five sheets, and it was the same exact piece ... and that almost 
helped to show that the removal, as long as it was in proportion, could 
have been twenty-five different removals. There was no seeing whether 
the removal was the art or what was left was the art. And yet it was 
exactly the same piece. So you had twenty-five of exactly the same 
piece that could look twenty-five different ways. So for me it was a 
perfect piece .... Anybody who purchased The Xerox Book owned the 
piece.48 

At this point it is worth contrasting The Xerox Book to the exhibition 'January 5-

31, 1969', organized by Siegelaub in an office suite in the Mclendon Building at 

44 East 52nd Street, which included works by Barry, Huebler, Kosuth and Weiner. 

In this 'exhibition' Weiner, 'displayed' two pieces, An Amount of Bleach Poured 

on a Rug and Allowed to Bleach (cat.26) and A 36"x36" Removal to the Lathing 

or Support Wall of Plaster or Wallboard from a Wall 1968 ( cat.30), (See Plate 11) 

while another six works, including Two Minutes of Spray Paint Directly upon the 

Floor from a Standard Aerosol Can 1968 (cat.27), were presented as primary 
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Plate 10: Lawrence Weiner, A Rectangular Removal from a Xeroxed Graph Sheet 
in Proportion to the Overall Dimensions of the Sheet, 1968, from The Xerox Book, 
New York: Seth Siegelaub and John W. Wendler 1968, np 



Plate 11: Lawrence Weiner constructing A 36" x 36" removal to the lathing or 
support wall of plaster or wallboard from a wall, 1968, in When Attitude Becomes 
Form: Works - Concepts - Processes - Situations - Information, Kunsthalle Bern, 
Switzerland, 1969 



Plate 12: Lawrence Weiner, Two Minutes of Spray Paint Directly upon the Floor from 
a Standard Aerosol Can, 1968, cat.27, Collection: Sol LeWitt, as reproduced in 
January 5-31, 1969, New York: Seth Siegelaub 1969, np: Collection of the author 



information; as linguistic descriptions in the accompanying 24-page spiral

bound 'catalogue' January 5-3 7, 7 969. (See Plate l 2) 

In the exhibition catalogue each of the four participating artists (Barry, Huebler, 

Kosuth, Weiner) were allocated four pages; comprising a list of works, two 

black-and-white photographs, and a statement by each artist, including the 

first public presentation of Weiner's now ubiquitous 'statement of intent': 

l . The artist may construct the piece 
2. The piece may be fabricated 
3. The piece need not be built 

Each being equal and consistent with the intent of the artist the decision 
as to the condition rests with the receiver upon the condition of 
receivership. 49 

The conceptual struggle between what constitutes an exhibition catalogue as 

opposed to an artist's book is orchestrated through Siegelaub's publications, 

although it wasn't until a number of years afterward that commentators began 

to try and articulate the relevance of these publications to the phenomena of 

artists' books. Eric Cameron, writing in Studio International in 1974, suggested 

'that Seth Siegelaub's catalogue (January 5-3 7, 7969) is just that. If as a 

catalogue it embodies the main aspects of the works it lists in the form of verbal 

information, that is the result of the nature of the works and not because there is 

anything very unusual about the publication. '5° Cameron distinguished January 

5-37, 7969from Weiner's Statements which he categorically stated 'is a book. 

No fewer than seven of the entries relate to titles in the January 69 catalogue, 

but there are no catalogue numbers and no illustrations. '51 

The use of 'catalogue numbers' and '(captioned) illustrations', secondary 

information implicit the graphic design and typology of an exhibition 

catalogue, are elements that distinguish January 5-3 7, 7 969 as an exhibition 

catalogue, from The Xerox Book, which has none of these signifiers. This 

comparison between January 5-3 7, 7 969 and The Xerox Book whilst specific to 

Siegelaub's role as a publisher, nevertheless is exemplary of the struggle to 

differentiate artists' books from exhibition catalogues that occurred during the 

proto-discursive phase of field as it formed in the early 1970s. This claim is not 

meant to suggest that there is a simplistic operational definition that allows the 
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visual distinction of an artist's book from. a non-artist's book. Rather, this 

example is meant to illustrate the conceptual and material struggles that were 

taking place to delimit the territory, which is much broadly applicable across 

the entire field of practice with respect to legitimising books as art, prior to 1973. 

The above observations made about The Xerox Book and January 5-3 7, 7 969, 

resurface in the individual practice of Weiner and Barry, as well as, more 

expansively across the material covered by this thesis. In surveying what have 

been retrospectively identified as artists' books in this proto-discursive period, it 

is evident that in material terms (which is just one level of the theoretical 

debate) a reductive process was employed so as to remove of all signifiers of 

the 'exhibition catalogue' (i.e. listing of works, cataloguing conventions, 

'discussion', artists' biographies, etc.), thereby shifting the emphasis from 

secondaryto primary information. It was a process of stripping away the 

typology or format of the exhibition catalogue so as to eliminate references to 

a particular time and exhibition space. The removal of these extraneous 'non

art' elements was one of the strategies employed by artists in the attempt to 

metamorphose publications that may have been previously been considered 

as spatially and temporally bound exhibition catalogues into conceptually 

autonomous artists' books. 

4.2.2. Lawrence Weiner's Statements and other statements 

Weiner had been affiliated with Siegelaub since the dealer's earliest New York 

ventures;52 however, there was a major shift within his work during 1968, which 

was materially recorded in his first artist's book Statements 1968; a small grey 

soft-cover book comprises twenty-four 'statements' .53 Although published by 

Siegelaub, Weiner was personally involved in the design, and the aim to make it 

look like a $1 .95 book that a customer would buy.54 (See Plate 3) As Weiner later 

recalled: 

With Statements I attempted to pull together a body of work that 
concerned itself with traditional 1960s art processes and materials. It was 
not anti-minimal sculpture; I was trying to take non-heroic materials - just 
pieces of plywood (nobody thinks about plywood), industrial sanders 
(everybody has one)- trying to take everyday materials, and give them 
their place within my world of art ... I wanted people to accept the 
value of these sculptures because they were functioning as sculptures, 
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not because they were associat~d with the factory, the foundry, the 
quarry, the man-things that in those days seemed to mean something. 55 

Like his contemporaries, by the late 1960s, Weiner had sought to place primacy 

on the idea - the 'art' - over its manifestation as an art 'object'. This had 

political implications for the artist providing a means of subverting the 

commodity status of the 'work of art' within the art market. Language, being 

immaterial, became Weiner's chosen 'medium' for sculpture. His work at this 

time, as evident in Statements, became mix of the linguistic statements and the 

physical execution of the linguistic statements, although execution was not a 

prerequisite: 

I am interested in what the words mean. I am not interested in the fact 
that they are words. I am capable of using words for their meaning, 
presenting them to other people. I hope that the vast majority will read 
the words for their meaning and that they will place that meaning within 
the sculptural context of their parameters and how they get through the 
world. 56 

Statements is divided into two sections, 'general' and 'specific' statements, 

and although the division is somewhat arbitrary, in the second section some 

'exact' quantities and/or measurements are 'specified' linguistically. In the 

'general' section, the fifth statement reads 'A removal to the lathing or support 

wall of plaster or wall board from a wall' (cat.033) (See Plate 13), the eleventh, 

'An amount of paint poured directly upon the floor and allowed to dry' 

(cat.036), while the ninth 'specific' statement states 'One quart exterior green 

enamel thrown on a brick wall' (cat.002) (See Plate 14). Weiner's statements, 

such as 'one quart exterior green enamel thrown on a brick wall', are 

enunciations in the past participle, which Susan Heinemann suggested (in 1975) 

was significant as: 

The imperative of the present would imply a direction to act whereas 
the past participle allows for the finality of completed description as well 
as the possibility of a future realization. Yet even though the possibility of 
a physical manifestation remains, the linguistic, as opposed to 
perceptual, nature of art is stressed. The actions described depend 
exclusively on one's reading of them as art possibilities ... 57 

In many respects within Weiner's oeuvre, Statements has been accorded the 

same kind of status as Ruscha's Twentysix Gasoline Stations; his first artist's book 
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Plate 13: Lawrence Weiner, A removal to the lathing or support wall of plaster or 
wall board from a wall (1968), in Statements, New York: Seth Siegelaub /The Louis 
Kellner Foundation 1968, np; Collection of the author 



ONE QUART EXTERIOR GREEN INDUSTRIAL ENAMEL THROWN ON A BRICK WALL 

Plate 14: Lawrence Weiner, One Quart Exterior Green Industrial Enamel Thrown on 
a Brick Wall, installed in the exhibition Masterworks of Conceptual Art, Paul Maenz 
Gallery, Cologne, 1983 



which established the model which he yvas to replicate in subsequent books. 

That aside, and despite the significance placed on Statements, it is worth 

recalling Cameron's earlier distinction made between Weiner's Statements and 

'statements' in January 5-31, 1969, and mentioning that Weiner's 'statements' 

were also reprinted as a numbered list in Art-Language vol. l no. l, in May 

1969.58 The same linguistic 'statements' are printed in these three variant 

publications; however, the presentation and reception differs substantially, so 

that while Statements falls centrally within the field of artists' books, the latter 

two manifestations do not. 

Statements was Weiner's only artist's book produced with Siegelaub, however, 

it provided the impetus for his subsequent extensive involvement with the art 

form. His increasing engagement and increasing familiarity with the book as a 

medium for his work can be seen through the evolution of his artist's books of 

the early 1970s. Weiner's Tracee Traces, published by Sperone Editore in 1970,59 

contains Italian and English texts, with two words paired per page; 'ridotto' 

'reduced', 'scrosciato via' 'flushed', 'mutilato' 'marred', etc.60 While in 10 

Works, published by Yvon Lambert Paris, in 1971,61 Weiner began to employ 

texts that were 'both self-referential and dependent upon the book form'. 62 

The emphasis on language is paramount in Green as well as blue as well as red, 

published by Jack Wendler Gallery, London, in 1972.63 The first page (p. 7) of text 

reads 'l .As well as', in capital letters along the bottom of the page, the next 

double page spread '(of) green as well as blue' (along the top of the page) 

and 'of green as well as blue' along the bottom, juxtaposed with '(on) green as 

well as blue' (top) and 'on green as well as blue (bottom) on the other, the next 

double page '() __ as well as_' paired with 'l. as well as' at the bottom of 

both pages, the next page centered 'l. green as well as blue as well as red' 

(concluding the first chapter), '2 more or less', then '(of) more or less red', etc. 

'as well as', 'more or less', over and above', 'in relation to', and 'in lieu of', 

second half negative of the previous five. As Heinemann obseNed: 

In Green as well as blue as well as red, 1972, it is the inversions of word 
combinations and their punctuations with parentheses, blanks, and 
underlinings which fascinates one rather than any corresponding 
physical realization. One focuses more on how one's ideas depend on 
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the actual construction of the la0guage than on how the language 
relates to possible actions in the world.64 

Over the last four decades the artist's book has become an integral part of 

Weiner's oeuvre, and recognized both within the context of Conceptual art as 

well as in the field of artists' books.65 Weiner's conceptual approach in using 

language as his 'medium' made the book form an ideal vehicle in which to 

manifest his work, particularly as the textual content simultaneously refers to his 

wider sculptural practice as in Statements, while at the same time also often 

self-referential within the book form, so that they function as autonomous works 

as evident in Green as well as blue as well as red. It was a copy of Green as 

well as blue as well as red by which Weiner was represented in Artists Books the 

following year.66 

Weiner's personal political stance as a self-confessed 'American socialist'67 

meant that the idea of the artist's book as a 'democratic' art form was central 

to his involvement with and output in the medium, and as a consequence his 

artist's books were, and still are, commercially printed in editions of 500 to l 000 

copies. The convergence of Weiner's artistic practice, his political commitment 

and the conception of the artist's book as a 'democratic' means of distributing 

art to a wider audience, as well as his prolific output, having published twenty

five titles in the decade 1968 to 1978,68 makes Weiner's artist's books exemplary 

of the issues pertaining to the field of practice in the 1970s. 

4.2.3 Robert Barry's artist's books 

Among the artists closely associated with Siegelaub in the late 1960s, Robert 

Barry, is an artist whose output of book works has received only passing mention 

in previous literature; yet on reassessment his works clearly illustrate of the 

formation of the field in the early 1970s (see note for list of books) .69 In 

investigating Barry's work, similar observations can be made about his 

exploration of the conceptual autonomy of artists' books, which have already 

been discussed with regard to Weiner's Statements, but moreover Barry's 

practice can be seen as a means of mapping the field in the early 1970s. 
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Like Weiner, Barry had also embarked l_dpon a career as a painter, although by 

the late- l 960s the 'visuality' of his art works became the critical issue, as 

evident, although not visually, in his carrier wave pieces, two of which were 

installed in the exhibition January 5-3 7, 7 969; 88 me Carrier Wave (FM) 1969 and 

7 600 kc Carrier Wave (AM) 1969. (See Plate 15) Both works were obviously 

invisible to the naked eye, and only identifiable by two wall labels, in a 

reaffirmation of the distinction between primary and secondary information.70 

Barry commented in an interview at the time: ' ... I finally gave up painting for 

the wire installations ... Eventually the wire became so thin that it was virtually 

invisible. This led to my use of a material that was invisible, or at least not 

perceivable in a traditional way. Although this poses problems, it also presents 

endless possibilities. It was at this point that I discarded the idea that art is 

necessarily something to look at. ' 71 

Like his contemporaries, Barry sought to differentiate between the idea as art, 

and its material presentation: 

The artist making his work of art is entirely different from the artist 
presenting his work of art. And art for me is making art, myself. And if in 
the process of my making art it involves things which are invisible, which 
you can't see, which I can't see, or which are imperceptible, which we 
can't perceive through our senses, then that's just the way it has to 
be .. .72 

Well, my method of presentation is that I sort of start first of all with the 
idea of no presentation ... And then I say, well, the next step, what is the 
least amount of presentation that I can get away with? Maybe it's just a 
sticker, given some title which is a descriptive title. And then if it's in a 
show, just put the sticker on the wall describing it.. .. As brief as possible a 
description in fairly technical language ... I try to make it as impersonal 
as possible.73 

The nature of Barry's work was conceptually and geographically expansive. It 

was similar in conception to Siegelaub's world-wide group show July, August, 

September, 7 969 group show, in which Siegelaub brought together eleven 

artists exhibiting works in eleven different locations around the globe, the only 

unifying document being the 'exhibition' catalogue.74 Barry's networked 

Closed Gallery Piece was probably his most succinct comment on the 

immateriality of his art and the gallery as a traditional site for the display and 

viewing of art. His Closed Gallery Piece exhibition which 'opened' at Art & 
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Plate 15: Robert Barry's 88 me Carrier Wave (FM), 1968, (cat.4), and 7600 kc Carrier 
Wave (AM), 1968, (cat.5), installed simultaneously in the artist's studio (two views), 
as reproduced in January 5-31, 1969, New York: Seth Siegelaub 1969, np; 
Collection of the author 



Project, Amsterdam, on 17 December 1969, coincided with the publication of 

Art & Project Bulletin 7 7, which stated simply that, 'during the exhibition the 

gallery will be closed' .7s There was no other evidence of Barry's exhibition being 

held. Similarly succinct explanations were given to announce his 'closed 

gallery' opening at Galleria Gian Enzo Sperone, Turin, (30 December 1969-

January 1970), and Eugenia Butler Gallery, Los Angeles, (l 0-21 March 1970). 

Barry's subsequent Invitation Piece 1972-73 was a similarly networked system of 

invitations from one gallery inviting attendance to an exhibition at another, 

such as, 'Art & Project invite you to an exhibition by Robert Barry at Jack 

Wendler Gallery, London, during the month of December 1972' .76 The galleries 

involved were Art & Project (Amsterdam), Galleria Toselli (Milan), Gallerie MTL 

(Brussels), Gian Enzo Sperone (Turin), Jack Wendler Gallery (London), Leo 

Castelli Gallery (New York), Paul Maenz (Cologne) and Yvon Lambert (Paris). 

Barry's Invitation Piece 1972-73 therefore conceptual bound a geographic 

network of galleries across North America and Europe, aligned in their support 

of Arte Povera, Minimalism and Conceptual art in the 1970s. If we take Gian 

Enzo Sperone, for example, his gallery exhibited the Arte Povera artists 

(Giovanni Amselmo, Mario Merz and Jannis Kounellis), American Minimal and 

Conceptual artists, including Dan Flavin, Carl Andre, Robert Morris, Bruce 

Nauman, Sol LeWitt, and Siegelaub's stable (Robert Barry, Douglas Huebler, 

Joseph Kosuth and Lawrence Weiner), British artists (Richard Long, Hamish 

Fulton, Gilbert and George, Art & Language), and European artists, such as 

Hanne Darboven and Daniel Buren. Sperone also established close associations 

with the New York dealers Ileana Sonnabend and Leo Castelli, as well as 

Konrad Fischer, Dusseldorf. 77 Sperone and Fischer opened a joint operation in 

Rome in 1972, whilst Sperone also opened a New York City gallery in 1972. 78 

From the above account it is evident that what had principally been a North 

American debate in the late 1960s, had by the early 1970s, woven into a web 

of art world agents engaged with the production and circulation and 

consumption of artists' books as symbolic goods within the wider frames of Arte 

Povera, Minimalism or Conceptual art. In 1973, after Siegelaub had moved to 

Europe, he claimed that Conceptual art was the first 'artistic movement' to 

have no geographic centre:79 
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Conceptual art was known in the United States at first through the small 
books and catalogs which were often made or generated by the artists 
themselves and distributed by mail to the art community. In this manner, 
many people came to know the work of artists outside the usual circuit 
of galleries and museums, and the finance that implies.Bo 

Artists, such as Weiner and Barry, were not geographically restricted to 

producing artists' books in New York, rather the very nature of conceptual 

publications allowed the content the so-called primary information, to be 

translated, re-packaged, published and printed, whenever and wherever the 

artist was exhibiting at the time, such that the conception of the global network 

is manifested in the multiple geographic locations of production and 

publication. Barry's earliest artists' books were, for instance, published by 

Sperone Editions, Turin, Gerd de Vries, Cologne, Yvon Lambert Paris, and Art & 

Project, Amsterdam, which may also indicate that this aspect of Barry's 

practice was more highly regarded in Europe than the United States.Bi 

Untitled l 970B2, published by Sperone Editore in 1970, was Barry's first 

autonomous artist's book, following his previous contributions to Siegelaub's 

collaborative publications.B3 From 1969 language (single words and short 

statements) became central to his practice. Untitled is related to the word lists 

and slide projections that Barry developed concurrently from 1969, such as 

Artwork with 20 Qualities l 970B4 and Art work 1971, a series of short statements 

are used to describe 'it', in reference to 'art'.Bs As the artist explained: 

In my work the language itself isn't the art. It doesn't even describe or 
detail the art much. I use language as a sign to indicate that there is art 
the direction in which the art is, and to prepare someone for the art ... to 
communicate your ideas through language.B6 

Untitled is an artist's book the size of a passport or small handbook. It is a hybrid 

of the artist's word lists and projection pieces, in that the book contains short 

sentences, while the structure of the book allows for a temporal reading 

experience that can be compared to the projection works. In Untitled the text 

printed in English and Italian (a metaphorical trans-national art), reads on the 

first double-page spread, 'It has no enduring features' (left page), translated 

'Non ha attributi durevoli' (right page), followed by 'It is not tangible' and 'Non 

e tangibile', etc. In some cases later in the book the consecutive statements 
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Robert Barry, fall, 1971: This work has been and continues to be refined since 1969: 
It is whole, determined, sufficient, individual, known, complete, re

vealed, accessible, manifest, effected, effectual, directed, dependent, 
distinct, planned, controlled, unified, delineated, isolated, confined, 
confirmed, systematic, established, predictable, explainable, ap
prehendable, noticeable, evident, understandable, allowable, natural, 
harmonious, particular, varied, interpretable, discovered, persistent, 

' diverse, composed, orderly, flexible, divisible, extendible, influential, 
public, reasoned, repeatable, comprehendable, impractical, findable, 
actual, interrelated, active, describable, situated, recognizable, anal
ysable, limited, avoidable, sustained, changeable, defined, provable, 
consistent, durable, realized, organized, unique, complex, specific, 
established, rational, regulated, revealed, conditioned, uniform, solita
ry, given, improvable, involved, maintained, particular, coherent, ar
ranged, restricted, and presented. 

Plate 16: Robert Barry, It is ... , 1971; reproduced in Lucy R. Lippard, Six Years: The 
dematerialization of the art object from 1966 to 1972, New York and London: 
Praeger and Studio Vista 1973, p.250 
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Plate 17: Robert Barry, Untitled (1969-70), Torino: Sperone Editore 1970, np; 
Collection of the author 



are linked, as in the case; 'It can cause things to happen', 'It is effected by 

other things', 'It is effected by the circumstances around it', and 'The 

circumstances around it are always changing'. (See Plate 17) 

Published the following year, Two pieces 1971 87 is a similarly self-sufficient 

'statement' in book form. A flimsy cardboard slipcase, presents a convenient 

means of keeping the two volumes - the 'two pieces' - together. Each of the 

two volumes has a simple white dust jacket over a cardboard cover, with a 

single number 'l' and '2' printed on the front cover and spine as the only 

means of differentiating the two books. As in Untitled, the simple sentences in 

Two pieces, refer to 'it', 'the direction in which the art is', with the two volumes 

bound not only physically in the slipcase, but conceptually in that the second 

volume contains the antonyms of the first. In volume one the text reads: It is 

uniform. - It is precise. - It is established. - It is specific. - It is ordinary .... It can be 

interesting. Then in the second volume: It is varied. - It is ambiguous. - It is 

changeable. - It is general. - It is different .... It can be mundane. 

A third permutation occurs in a small volume published by Yvon Lambert Paris, 

It is ... It isn't 1972.88 Once again the work is related to both word lists It is 1972,89 

and another variant It is ... 1971, reprinted in Lippard's Six Years. 9o (See Plate 16) 

The book nevertheless functions as a self-sufficient work, in two sections, 'It is 

allowed,' 'questionable,' 'vulnerable,' 'changeable,' 'persistent' 'subjective,' 

'limited,' .... 'improbable and ... ', changing half-way through the book to, 'it 

isn't unaffected,' 'isolated,' 'empty,' 'arbitrary,' .... 'definite,' 'conclusive', 'or 

finished ... ' 

Finally, Belmont 7 967, published in 1977, 91 illustrates the development of the 

artist's work through the mid- l 970s. It is a spiral bound landscape format artist's 

book interspersed with words and images. What unfolds through the images is a 

promising narrative; a trip to the country for a leisurely afternoon with friends, 

outdoor activities, swimming in the pool, dinner, and a relaxing evening. The 

cropped photographs, which are a metaphor for the 'tunnel vision' of the 

reader, allude to the lack of a complete picture, and the limits of knowledge of 

the reader trying to piece this story together. In addition, punctuating the 

pictures are single words, white text on a black background, reminiscent of a 

slide projection on a wall; 'promptings, realm, transform, keeping, hesitate, 
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celebrate ... ' In sequence, text follows il)lage, but after a few pages the words 

and images lose the sense of before and after, tending instead to elicit more 

spontaneous associations between the words, images and the 'story'. 

The relationship between Belmont 7967 and Barry's projection pieces is evident: 

... when I was working with photos and words, telling a narrative through 
the photos and in contrast having the words be isolated events that 
punctuate the narrative, ... I liked the idea of illustrating a narrative ... The 
words may not be meant to advance it. They are not meant to be 
captions for the photos. But sometimes, if it seemed right I would. These 
things were so intuitive - there was no calculation - and if it seemed 
right that a word would somehow appear to be a kind of comment on 
the photo that came before it or afterward then I would use it. Usually 
the words acted as a counterpoint to the photos like stoppages in a 
continuum.92 

All four of Barry's artist's books, Untitled 1970, Two Pieces 1971, It is ... It isn't 1972, 

and Belmont 7 967 1977 are translations, or more accurately transformations 

from his work in other media, as well as unique manifestations in his exploration 

of the book form and its conventions. In the broader context there are obvious 

conceptual and material affinities between Barry's artist's books and those of 

his fellow Conceptual artists, such as Weiner and Peter Downsbrough, 93 and like 

those of his compatriots, Barry's books illustrate the conceptual struggles taking 

place with regard to content and form in the endeavour to establish artists' 

books as a distinct field of practice. 

Barry's output of artist's books is concentrated in the 1970s, with only occasional 

publications from the early 1980s onwards, which is indicative of the shifting 

concerns within his broader practice. In suNeying Barry's early books, their 

presentation and format reflects the conceptual imperative to strip away all 

extraneous 'secondary' details so as to illuminate the primary information within 

the standard sequential structure of the book form. In addition, while there is a 

thread of 'authorial' constancy, the geographic spread of publishers through 

Europe, in particular, presents a metaphor for the expanding global field of 

artists' books during this decade. 
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4.3. Ian Burn: An Australian Conceptual artist in transit 

A young Ian Burn left Melbourne at the end of 1964, arriving in London early the 

following year. With previous experience, and a recommendation from the 

renowned landscape painter Fred Williams, Burn secured a job at a picture 

framing shop on Old Brompton Road in South Kensington, where he met fellow 

employee and budding artist Mel Ramsden. Burn's two-year sojourn in London, 

in the company of Ramsden, was crucial to his development as an artist as he 

had direct exposure to contemporary 'international' art which in Melbourne he 

had only seen as reproductions in the pages of art magazines, such as Studio 

International and Art International. 

It wasn't however, until Burn relocated to New York in mid 1967 that the he 

realized validity of the 'conceptual' turn his work was taking, as he admitted in 

an interview with Hazel de Berg in 1970: 

In 1967 I moved from London to New York ... The initial reaction to 
coming to New York was that I stopped painting. The actual categories 
of art which I'd accepted up till then, that is, painting as a category, 
sculpture as a category, now seemed to be completely dead issues. On 
coming to New York I realized that despite the impressions you get 
overseas by reading art magazines that the major concerns in art hadn't 
been dealing with painting and sculpture for several years. 94 

(See Plate 18) 

Burn's transition from a 'painter' 'into a world of categorically insecure objects', 

or Conceptual art is marked by his 'mirror pieces', which by his own admission 

brought about the downfall of 'the object' within his work.95 Burn's 'mirror 

pieces' achieved a degree of notoriety back in Australia, with the inclusion of 

Mirror Piece 1967 in The Field exhibition at the National Gallery of Victoria in 

1968. Burn was living in New York at the time, so sent back instructions of how to 

fabricate a mirror, which was intended to be displayed accompanied by the 

explanatory documentation. The mirror was fabricated to the artist's 

specifications; however, only the mirror was hung in The Field exhibition, without 

the pages of notes, so that it was both misrepresented and misinterpreted as an 

amusing instant self-portrait, rather than a 'Conceptual' work of art.96 
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Plate 18: Installation view of Information, The Museum of Modern Art New York, 
1970 



When Burn (and Ramsden) contributed. to the exhibition The Situation Now: 

Object or Post-object in 1971, he reflected on his 'mirror pieces': 

Well, you have to consider what you are doing or have to do to make 
your work function as art .... if a Mirror Piece is hung somewhere out of an 
art-context it gets identified with a simple mirror-function. My problem 
was specifically to try and set up functioning as art. The device I used 
was to introduce pages of notes and diagrams, and these amounted to 
a concept of the mirror as art. 97 

In a five year period between 1965 and 1970, in transit from Melbourne, to 

London, to New York, Burn's practice underwent a momentous shift: 

A simple way of tracing my own development would be to say that I was 
first involved with the object then there was a theory or framework 
contingent on the object, then the object became contingent on the 
theory, and finally in the current work there is the theory or framework by 
itself.98 

By 1970, it was the 'theory or framework by itself' that preoccupied Burn, as 

evident in the distinction he made between 'analytic or strict Conceptual Art 

(the category in which he placed himself) from the work which is of a 

Conceptual appearance'. The 'intention of the former is to devise a functional 

change in art whereas the latter is concerned with changes within the 

appearance of the art'.99 This distinction, and what amounted to a contentious 

division, underpinned the exhibition Conceptual Art and Conceptual Aspects 

held at the New York Cultural Center, 10 April - 25 August 1970, in which Burn 

was involved as an artist and 'curator' .100 He articulated his ideas to an 

Australian audience through the article, 'Conceptual Art as Art', published in 

Art and Australia in September 1970, io1 which he also reiterated to de Berg: 

There is a whole area of work being done now which is generally called 
conceptual art, which is a much abused term .... the main group of 
artists working conceptually are simply replacing an object with some 
less material form, and still making the same kind of assertion about it as 
they would an object whereas the work that I'm involved in with Mel 
Ramsden ... does not involved any kind of assertion. The actual text we 
work on is not being asserted as art at all, it is simply text .... The use of 
text is simply to get over in the most direct way possible what we are 
thinking about the problems that we're actually concerned with. There 
seems no need to build an intermediary object to convey what we are 
thinking ... 102 
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There is no doubt that Burn's arrival in N.ew York in 1967, coincided with the 

ferment of a wide spectrum of Conceptual art practices, and that recent 

literature has duly acknowledged his individual contribution to Anglo-American 

Conceptual art as member of the collective Art & Language. 103 His arrival in 

New York also coincided with the emergence of books as art as one of the 

components of Conceptual art and conceptualism. Burn's engagement with 

the book is therefore not surprising in the context of his British and American 

contemporaries, or was the recognition of Burn's book works (although not 

necessarily bookworks) within the proto-discursive literature of the field, being 

included in Germano Celant' s Book as Artwork 7 960/72 (1972), and with Xerox 

Book no. 7 1968 illustrated in Ursula Meyer's Conceptual Art (1972).104 

Burn's exploration of the book, principally in the years 1967 to 1970, 

nevertheless, poses questions rather than provides answers, as, like Siegelaub's 

publications, Burn' s investigations are indicative of the struggles to define a field 

of practice at this time. During this short period Burn produced a number of 

book works; individually, most significantly his series of related Xerox Books 

(1968) and variations on Abstracts of Perception (1968-69); and, collectively, 

with Mel Ramsden, such as, Six Negatives (1968-69), The Grammarian (1970) 

and Notes on Analyses (1970) (see note for list of books) .105 

In a similar manner to the way Siegelaub's distinction between primary and 

secondary information inflected into the publications he produced with his 

affiliated artists, Burn's assertion in a footnote to 'Conceptual Art as Art', that 

'The use of words is in itself of no importance. What is important is the art 

information carried by the words', 106 proposes a similar stance, although the 

logical ramifications are different. In the case of Siegelaub, it was the 

differentiation between the exhibition catalogue and the autonomous artists' 

book, as illustrated by The Xerox Book, which represented a debate at the 

frontier of the field. In Burn's case, it was the supposed 'neutrality' of artists' 

writings as conveyers of art information that was the fundamental issue, which 

in Burn's opinion should not be contaminated by 'aesthetic' presentation: 

Presentation is a problem because it can easily become a form in itself, 
and this can be misleading. I would always opt for the most neutral 
format, one that doesn't interfere or distort the information. For example, 
this inteNiew published in the context of an art magazine would be 
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natural as a format; one's intake_ capacity for the information is therefore 
at its highest. But if I photo-enlarge the pages and mounted them on a 
gallery wall (probably in reference to the contemporaneous work of 
Bernar Venet), then one's conceptual intake is considerably lowered.101 

From Burn's apparent antithesis towards the 'object' (whatever that object 

may be), it can be deduced that his interest in the book was as a standard 

container for texts, without any claim to aesthetic significance as an art object. 

This can be seen as a contradictory viewpoint to the way artists' books have 

been framed since 1973. lOB The irony is that while Burn's intention may have 

been to divest the medium from any 'art object' or the 'art' 'object' inter

relationship, his book works are nevertheless key to any account of the 

evolution of international and Australian artists' books during this period, as 

there are clear intellectual and material parallels between Burn's individual and 

collaborative output with his fellow Conceptual artists. 

4.3. 1. Ian Bum's Xerox Books and deskilling of the artist as publisher 

It is worth recalling that the Conceptual art world in New York in 1969 was 

actually rather small and personal, so Burn was able to visit a number of 

exhibitions organized by Siegelaub, during which Siegelaub showed him a 

selection of his previously published books and catalogues, Weiner's 

Statements, The Xerox Book and January 7-3 7, 7 969, as well as other titles, 

including material by Art & Language duo Terry Atkinson and Michael Baldwin. 

Burn's subsequent correspondence with Atkinson and Baldwin indicates his 

interest in the book as a vehicle for art: 

Siegelaub was showing me two books published by you, this was in the 
context of some work of my own which Seth was discussing. It was the 
first time I had come across your books, they were extremely interesting 
to me .... My own work is involved with books, not in a general sense of 
conventional dispensers of information about ideas, rather in the specific 
sense of using a book as an idea for form, the work is produced using a 
Xerox machine to make an 'art' process.109 

Burn is referring to his early and most austere artists' books, produced using a 

Xerox copying machine as an 'art' process, including Xerox Book no. 7 1968. 

(See Plate 19) Described by the artist as a 'project' of twelve related works, 

rather than an 'edition', the books were 'fabricated' using a commercial Xerox 
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Plate 19: Ian Burn, Xerox Book no. J, 1968, image first published in Ursula Meyer, ed., 
Conceptual Art, New York: E.P. Dutton & Co. 1972, p.95 



720 copier at Speed Copy Center lnc.,.a street front print shop, on 32nd Street 

New York. 11 0 

Xerox Book no. 7 consists of blank black card cover, a title page, a page of 

instructions, and l 00 pages, realized by the following the process: 

l. A blank sheet of paper was copied on a Xerox machine. 
2. This copy was used to make a second copy. 
3. The second copy to make a third, and so on ... 
Each copy as it came out of the machine was re-used to make the next. 
This was continued for one hundred times, producing a book of one 
hundred pages.111 

As Burn noted at the time, the process by which he realized his Xerox Books 

extricated any artistic subjectivity from these works: 

With commercial processes, the artist's physical activity is becoming 
integral with the machine ... There are no decisions the artist can make 
during the process which are relevant to the making or the product ... 
Working with commercial processes implies the possibility of anyone 
doing it at any time, even 'originally' ... The only difference in my doing it 
to anyone else's is the way of thinking about it and this is all I can really 
lay claim to: 11 2 

In Selenitsch's recent discussion of Burn's work in Australian Artists Books, he 

provided a thorough mediumistic descriptive narrative of the work with images 

of selected pages that illustrate the effects of copy after copy. Suggesting the 

machine is the 'central point', Selenitsch's narrative recounts the nuances of 

each photocopied page as a poetic journey through the material production, 

of process as process. 11 3 Yet beyond the material outcome, and as an 

extension of Selenitsch's description, is the critical question posed by Burn's 

Xerox Books concerning the 'deskilling' of the artist as was outlined by Burn in 

his reflections upon the crisis and aftermath of Conceptual art. 114 Succinctly 

stated as the devaluation of traditional artistic training and skills, the corollary of 

'deskilling' is the elevation of the idea over form as stated by LeWitt in his 

'paragraphs' on Conceptual art: 

In conceptual art the idea or concept is the most important aspect of 
the work. When an artist uses a conceptual form of art it means that all 
of the planning and decisions are made beforehand and the execution 
is a perfunctory affair. The idea becomes a machine that makes the 
art.11s 
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Yet while the loss of technical skills was 9ne aspect of 'deskilling', a broader 

implication identified by Burn was the loss of accumulated knowledge, 'the 

dehistoricization of the practice of art' .116 This presents another perspective on 

the use of the office and commercial printing techniques that characterise the 

artists' books and publications that are central to this thesis, such as those 

already discussed by Ruscha, Weiner and Barry, and Siegelaub's various 

publications. The application of office technologies, most often photocopying, 

and the out-sourcing the production and printing to commercial printers, 

removed the need for the artist to acquire the technical skill-base to realise 

these types of publications. Commercially-printed books were also distanced 

from the traditional craft skills of book making, such as book-binding, paper 

making and fine printing techniques. The 'authorship', or the idea over the 

material form, nevertheless, still remained the exclusive domain of the artist. 

Lastly, 'the dehistoricization of practice' was evident perhaps most evident in 

the denial or ignorance of the tradition of the livre d'artiste in the rhetoric 

surrounding artists' books through the first half of the 1970s. 

In its clarity of conception and execution, Burn's Xerox Book no. 7 is one of the 

most articulate manifestations of an artist's book within Conceptual art and 

through the 'deskilling' of the artist as publisher, a clear declaration of the early 

intellectual parameters of the field of practice. It is perhaps not surprising that 

Vanderlip employed a Duchampian criterion in Artists Books- it's an artist's 

book if the artist conceives it as so - as it is an affirmation of the intellectual 

foundations of the field established by proto-conceptual and Conceptual 

artists' books. 

Nevertheless, while Xerox Book no. 7 can be seen the purest manifestation of 

the Xerox process stripped of 'cultural' signifiers, Burn's subsequent projects 

acknowledge his inescapable position as an Australian artist abroad. In these 

later works the artist employed imagery sourced from Australian Panorama 

magazine and elsewhere that covertly acknowledged his expatriate status. 

Xerox Book no.3, for example, comprises four postcards of Australian neo

classical buildings, including one of the National Gallery of Victoria, which 

housed the National Gallery School where Burn had studied as an art student in 

the early 1960s. Within Xerox Book no.3 the images are reproduced in all 

possible 'sets' 117 - a fairly standard systemic strategy employed through 
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Minimalism and Conceptual art - while. the result is complicated in this case by 

the added cultural resonance derived from the source of the imagery. 

While the artist may have been slightly dismissive about the 'content' of the 

imagery, suggesting that 'what interested me was that the postcards 

themselves didn't constitute the work but the photocopies did. The photocopy 

becomes the original and displaces the sense of value into a cheap 

reproduction system,' 118 Michiel Dolk suggested to the contrary that: 

Compared to Ed Ruscha's or Dan Graham's compilation of identikit 
habitats, these monuments to provincial desolation register like an index 
of cultural displacement. The degradation of the image in the Xerox 
process sediments an impoverished aura of time and place. Yet as 
postcard sentiment is depleted in endless repetition, memory lingers in 
the carbon copy ruins of reproduction and returns the peculiar 
homelessness of the image to a source of its displacement'. 119 

Burn's Xerox Books became known in Australia when four works were sent back 

to Melbourne for a group exhibition with Mel Ramsden and Roger Cutforth at 

Pinacotheca, in August 1969. Two books were purchased, one by Fred Williams 

and another by Williams on behalf of his Sydney art dealer, Rudy Komon, 

although initially without Komon's knowledge. 12° Following on from the 

discussion of Robert Barry's trans-Atlantic connections, Burn, Ramsden and 

Cutforth's Pinacotheca exhibition also illustrates how Conceptual material and 

artists' books circulated internationally, and in this case to Australia, through the 

'art world' network of the period. Burn's personal and historical connections 

were no doubt instrumental in facilitating the Pinacotheca show; however, his 

recent 'editorial' excursion into independent publishing with Untitled Magazine, 

published by Art Press in July 1969, 121 was indicative of his ambitions of going 

'global'. In a letter to Bruce Pollard concerning the magazine prior to the 

Melbourne show, Burn outlined that: 

We are intending to distribute as widely as possible, as well as here in 
New York, it will be in London, Toronto, possibly on the West Coast 
possibly Sydney ... plus Melbourne. The fact that it is in a sense an 
exhibition but can simply be mailed to any place in the world seems to 
eliminate ... a time lag. Working and presenting work this way makes the 
ideas very mobile and the whole business of art much more flexible. 122 
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Yet Pollard's reaction when the box of works arrived in Melbourne for the 

exhibition illustrates the obstacles faced by Burn, Ramsden and Cutforth in 

getting their work initially accepted in Australia, due to a large extent to the 

established frames of reference defining Australian art at that time: 

When I first saw the (the Xerox Books) in the box I wondered why bother 
with an art gallery. When they were installed, the fact that they were in 
an art gallery intensified my reactions to them ... I would say that none of 
you are actually free from objects, but I would agree the objects are 
merely clues to ideas. Ideas, however, may be the wrong word. An idea 
implies a concept with boundaries. Your work seems to sensitize me to 
non-physical factors like time, space, relationships. 123 

The 'time lag' that Burn sought to eliminate was in reference to the one-way 

European Modernism filtered to Australia through the old Anglo-Australian 

routes, and the 'provincialism problem' that he articulated in his writings, 

discussed in the preceding chapter. Yet as Smith argued in 'Conceptual art in 

transit' 124 the local engagement with global conceptualism was a complex 

with the trafficking of information flows between various points around the 

globe. Despite the 'negative' reception of the Pinacotheca show it was 

nevertheless an occurrence in the formation of the field of Australian artists' 

books within this fledgling global network. 

4.3.2. Conceptual Art and Conceptual Aspects 

Conceptual Art and Conceptual Aspects, organized by Donald Karshan, the 

Director of the New York Cultural Center, 10 April - 25 August 1970, was 'ghost'

curated by Ian Burn and Joseph Kosuth. This exhibition was one of a number of 

the vanguard exhibitions covering Conceptual art and conceptualism, 

establishing the credentials of the contributing artists, 125 including, as has 

already been discussed, re-contextualisation of Edward Ruscha as a 

conceptualist. 126 While the arbitrary division between those artists engaged in 

strict Conceptual art and those others deemed as presenting work with 

'conceptual aspects' proved divisive depending upon which of the two camps 

their work was placed, 127 the exhibition was nevertheless a validation of Bum's 

involvement in the New York art world, not just as an individual artist, but as a 

collective member of The Society for Theoretical Art and Analyses; comprising 

Burn, Ramsden and Cutforth. (See Plate 20) 
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Plate 20: Installation view, The Society for Theoretical Art and Analyses (Ian Burn, 
Roger Cutforth, Mel Ramsden) in Conceptual Art and Conceptual Aspects, New 
York Cultural Center, New York, 1970 



Plate 21: Ian Burn, Abstracts of Perception# 2, 1968-69 



One of the main features of Burn's Conceptual practice through this period was 

its collaborative nature, principally, and in the first instance with Mel Ramsden, 

then briefly with the Society, and finally as a central member of the New York 

chapter of Art & Language. The nature of Burn and Ramsden's collaborative 

practice has been explored in Charles Green's The Third Hand: Collaboration in 

Art from Conceptualism to Postmodernism. 12s 1n his analysis, Green suggested 

that Burn and Ramsden's aim to suppress the signs of personality and 

subjectivity attributed to the 'authorship' of the artistic identity, occurred in two 

ways; firstly, the pair eliminated the signs of their individual identities, with a 

'corporate, impersonal, and bureaucratic' hybrid identity; and secondly, as co

authors in a dialogue, as occurred in Six Negatives (1968-69). 129 

Green's prescription of Burn and Ramsden as a 'corporate, impersonal, and 

bureaucratic' organization is similar to the claims concerning North American 

Conceptual art posited by other contemporary authors, such Buchloh and 

Alberro. Green extended his assessment to the formation of The Society for 

Theoretical Art and Analyses as completing the collapse of the conventional 

'artist-as-hero' into a single impersonal entity. 130 In 1970 The Society published 

three Proceedings, or group writings, in as many months, 131 with material re

published in Art-Language, 132 and in the catalogue accompanying 

Conceptual Art and Conceptual Aspects, supplemented by Burn's Read 

Premiss and Cutforth's extract from Elements in Reference to. 133 

In Conceptual Art and Conceptual Aspects, although grouped under the 

'banner' of The Society for Theoretical Art and Analyses, each of the three 

artists, Burn, Ramsden and Cutforth, nevertheless had 'individual' works 

displayed. In Burn's case it was a 'variation' of Abstracts of Perception no.2 

1968-69, 134 which explored the relationship between text and image, and how 

language mediates, or constitutes, particular modes of perception. In the 

exhibition, two of three 'chapters' of Abstracts of Perception no.2, were 

displayed on the wall, with a single framed photograph, then, left to right the 

five sequential sheets of text leading the viewer through the process of 

recognition. In the artist's own words, the work made a simple but pertinent 

point about 'how unstable perception really is' - and, in the other direction, 

counter poses the 'instability', or opacity of language. 135 
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Abstracts of Perception no.2 was also self-published as a small edition book 

work that would now be considered an artist's book. 136 (See Plate 21) Using a 

commercially available display folder that gives Abstracts of Perception no.2 

the feel of a 'school project', the expanded content comprises three 

photographs of the artist, his wife, Avril, and colleague Mel Ramsden, relaxing 

on the beach during the summer of '69. The work is separated into three 

sections or 'chapters'; each based on a single photographic image about 

which five separate descriptions are made. Each double-page spread presents 

the reader with the photograph on the left-hand page and the description on 

the right. (See Plate 21) 

In a similar manner to the way the text was presented in Conceptual Art and 

Conceptual Aspects, the book utilizes the conventional approach to reading to 

progress from a state of 'no recognition' in which the description of the 

photograph is as 'abstract' imagery, through the gradual recognition of the 

objects in space, to a full recognition of the 'event'. 137 Both formats, the wall 

display and the book form, provide the viewer, or reader, with alternative ways 

of engaging with the 'idea', dependent upon the particular material and 

spatial frames. This 'translation' in the presentation of the idea, recalls the inter

relationships between Weiner's statements and Statements, and reaffirms the 

fluidity between idea and form by which Conceptual artists were able to 

approach their practice. 

4.3.3. Conceptual Art as Post-Object Art 

Whether Burn's curatorial involvement or representation in Conceptual Art and 

Conceptual Aspects had any influence, the term 'Post-Object Art' was 

explicitly linked to the show, and subsequently gained currency with Australia. 

Karshan's loose-leaf introduction to the exhibition catalogue, entitled 'The 

Seventies: Post-Object Art' was reprinted in the September issue of Studio 

International. In his text Karshan argued that 'Post-Object Art' represents a 

'complete break from formal and esthetic considerations', in that: 

'Post-Object Art is based on the premise that the idea of art has 
expanded beyond the object or visual experience to an area of serious 
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art "investigations". That is, to a Rhilosophical-like inquiry into the nature 
of the concept "art" .... ' 138 

Karshan's aim was to define and categorize certain 'conceptual' practices 

and approaches that had arisen in the 'recent past' and employed the term 

'Post-Object Art' to refer to 'radical', 'idea art', 'analytic art', which exhibited a 

'complete break' from the art of the past. 139 The same claims were reiterated 

by Burn in his 1970 Art and Australia article 'Conceptual Art as Art', in bringing 

the current New York scene to the attention of the 'mainstream' Australian art 

press. Burn did not use Karshan's 'Post-Object' terminology, but instead 

differentiated between 'strict Conceptual Art' from work that 'is of a 

Conceptual appearance'. 140 

Notwithstanding the brief incursion of Burn's 'Conceptual art as Art' into the 

pages of Art and Australia in 1970, 141 in Australia's principal art magazine, as 

outlined in the review of the literature, the emerging field of artists' books did 

not enter print, with the exception of cursory references in Gary Catalano's 

contributing articles, and other occasional articles, such as Robert Lindsay's 

article on Robert Rooney in 1976.142 

Whilst Burn and Jacks were participating within the emerging international field 

as it was taking shape in North America, Robert Rooney was one of the first 

Australian-based artists to engage with the phenomenon of artists' books, 

principally through the work of Edward Ruscha. Rooney was an avid reader of 

American art magazines, art books and exhibition catalogues, and worked in 

various Melbourne bookshops following art school, including Hall's Book Store in 

Prahran. At the time of Lindsay's article, Rooney was at The Source bookshop, 

which specialised in importing American books. 143 Rooney recalls that he first 

came across Ruscha's artist's books when he saw Twentysix Gasoline Stations 

listed in a 'new releases' catalogue from Wittenborn & Co. in the late 1960s. 

Thereafter he collected an entire set including a copy of Babycakes courtesy 

of Ruscha himself, with whom Rooney corresponded about his books. 144 

If we now return to Smith's argument concerning Australian responses to 

Conceptual art and conceptualism, and the idea that local artists formulated 

strategies with an 'internationalist' orientation, 145 it can be argued that during 
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the years either side of 1970, Rooney inijiated a strategic dialogue with the 

emerging field of international artists' books. His practice at this time can be 

seen as signifying a position that was both strategically orientated towards 

international practices, as well as marking a position for artists' books within 

Australian art. 

In Lindsay's article, Rooney admitted his fascination with the 'content' of 

Twentysix Gasoline Stations, principally 'because they were like ordinary 

snapshots and rather dumb, and they appealed to me more than arty 

photographs, which I can't stand. I don't particularly like photographers' 

photographs. He (Ruscha) was using photographs merely as some sort of 

technical recorder'. 146 While there is a conceded link from Ruscha's books to 

Rooney's own photographic work (beginning with War Savings Street in 1970), 

there was also a self-conscious desire to avoid a 'provincial' replication of the 

former. As the artist stated; 'I wanted to avoid having something that would 

simply look like Ruscha down-under, so I put off doing the work for a long time 

until I hit on the most obvious format with the road-map, the alphabet and the 

numbers down each side. A road-map in which you see the street you're going 

up ... I photographed both ends of the street.' 147 

In addition to his personal engagement with Ruscha's books, Rooney's 

affiliation with Pinacotheca brought him into contact with the Conceptual 

material sent from New York by Burn and Ramsden, as well as, Roger Cutforth's 

photographic work of 'Conceptual appearance', exhibited in their group show 

at Pinacotheca in 1969. (See Plate 22) As editor of the single issue Pinacotheca 

magazine (1971 ), Rooney placed his practice alongside that of Ian Burn, Mel 

Ramsden and Joseph Kosuth, 148 while his own self-published Xerox work, Words 

and Phrases in Inverted Commas from the Collected Works of IBMR (1972) 149 

appropriates the 'collected works' of Burn and Ramsden to create a 'new' 

response by Rooney, that conceptually situates his activities in relation to 

international practice. 

Rooney established his closest association, or strategic alliance, with Cutforth 

based on their common interest in photographic conceptualism. Rooney, 

Cutforth, Dale Hickey and Simon Klose exhibited together in an exchange 

exhibition with lnhibodress in 1971, entitled 4 Artists Using Photography, while 
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Plate 22: Ion Burn Roger Cutforth Mel Ramsden, Pinacotheca exhibition catalogue, 
August 1969 



I 

Plate 23: (above) Installation shot of Roger Cutforth, Noon Time Piece, (1970) in 
Information. The Museum of Modern Art. New York, 1970: image courtesy the artist 

Plate 24: (below) Roger Cutforth, The Empire State Building: A reference work, New 
York: self-published 1969, artist's book and photographs; image courtesy the artist 



Cutforth, who returned briefly to Englar-id in the early 1970s, arranged Rooney's 

'information' exhibition at Brighton Polytechnic the following year. Rooney and 

Cutforth remained in correspondence from 1971 to 1978, while Rooney until 

very recently was the custodian of Cutforth's works that remained in Australia 

following the Pinacotheca shows. 150 

Cutforth thus occupied a symbolic role in Australia as an international 

Conceptual artist not only through the exhibition of his photographic works, 

(See Plate 23) but also through the circulation of his artist's books; The Empire 

State Building: A Reference Work (1969) (see Plate 24) and The Visual Book I Le 

Livre Visuel (1970), 151 which Rooney recalls were on sale at Pinacotheca, Hall's 

Book Store and The Source. 152 When Catalano published The Bandaged Image: 

A study of Australian artists' books in 1983, despite Cutforth being a British-born 

non-resident both his The Empire State Building: A Reference Work (1969) and 

The Visual Book I Le Livre Visuel were discussed in a chapter alongside Rooney, 

'because (Cutforth's artist's books) had a wide currency in Australia and 

influenced the work of a number of local artists'. l53 

As was alluded to in the previous chapter, one of the difficulties in ascertaining 

the circulation of artists' books in the late 1960s and through the 1970s is the 

almost complete lack of verifiable data, although as has been argued in this 

thesis this predicament is itself representative of the symbolic rather than 

commercial imperatives that inspired artists to create books during this period. 

As outlined, the amorphous network was little more than a disorderly 

aggregation of participants within the field, with the at times patchy 'evidence' 

gleaned from documented exhibitions, and the personal and 'alternate' 

collections that date in their formation from this period. 

Therefore the most telling 'evidence' of Rooney's strategic positioning of his 

local practice within an international frame can be ascertained from his 

personal collection of artists' books, artists' publications and catalogues, 

acquired principally over a five year period between period 1968 to 1972, and 

recently catalogued by the artist (see note for a list and details of Rooney's 

collection). 154 Rooney's collection is a material manifestation that narrates the 

way the field expanded to include Australia during the proto-discursive period 

recounted in this chapter. 
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Rooney's collection includes an almost complete set of Edward Ruscha's 

books, most often first editions, as well as the copy of Babycakes (1970) 

received as a gift from Ruscha himself. Rooney also acquired a selection of 

Siegelaub 's publications, including copies of The Xerox Book (1968) and 

catalogues January 5-31, 1969 and July, August, September 1969, as well as, 

early volumes of the journal Art-Language and a selection Art & Project 

bulletins. Artists' whose books he was able to source included, among others, 

Mel Bochner, Douglas Huebler, Allan Kaprow and Allen Ruppersberg, plus a 

signed and numbered copy of Sol LeWitt's 49 three-part variations using three 

different kinds of cubes, 1967-68, published by Bruno Bischofberger, Zurich, in 

1969. 

Indicative of Rooney's affiliation with Pinacotheca and the engagement with 

New York-based trio Burn, Ramsden and Cutforth, his personal collection 

included a Xeroxed copy of Burn's Mirror Piece (1967), Burn and Ramsden's The 

Grammarian (1970) and Collected Works (1971 ), Cutforth's three classic artist's 

books, and a copy of Art Press' Untitled Magazine (1969), which Burn had 

intended to distribute from New York to London, Toronto, the West Coast 

Sydney and Melbourne. All these titles were placed alongside Rooney's own 

works, his geographically localized War Savings Street (1970) and his 

strategically relational Words and Phrases in Inverted Commas from the 

Collected Works of IBMR (1972). 

Just as Robert Barry's artist's books illustrated the European expansion of the art 

world network through the multiple locations of sites of production and 

publication, Rooney's role as both artist and collector provides a metaphorical, 

as well as a material manifestation of global conceptualism as it entwined 

Australian practitioners into the web of conceptual intersections and strategic 

interactions. 

It is perhaps worth concluding with Burn and Ramsden's (Index (Model(. .. ))) 

1970, which illustrates the exploration of the boundary of what may have 

constituted a 'book' as artwork. (Index (Model(. .. ))) is a unique work in a 

Rolodex, metal rotary card file system, comprising 126 white index cards with 

collaged typescript statements, plus an additional 62 card bibliography. 
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Although not a traditional book in the P,hysical sense, the two artists' still 

employed the literary conventions of the book to define the work, both in 

structuring the cards, and the process by which they are read. The work is in 

effect broken into eight 'chapters', with each chapter segmented into 

numbered sections, with the statements categorized accordingly, addressing 

ideas, 'art-world', 'facts', 'objects', and so on. The first three cards read: 

(card l) l. Any description of 'the art-world' is a description of a possible 
art-world. 
(card 2) 11. What we often mistake for the art-world is a particular 
description of it such that this description is a possible art-world. 
(card 3) 111. A possible art-world appears to have some kind of 
relationship to the art-world. - But under no conditions is it the art world. 

In just the first three cards (Index (Model(. . .))) is both self-critical and perceptive 

about the imposition 'art world' frames upon art practice, and perhaps in the 

context of this thesis, the 'particular' art world frame for artists' books as it 

began to form in the late 1960s and early 1970s. 

This chapter has been historically centered on the decade spanning 1963 to 

1973, from the publication of Ruscha's Twentysix Gasoline Stations to just prior to 

the exhibition Artists Books, which marks the transition from the proto-discursive 

period, to the identification of artists' books as a distinct field of practice. The 

next chapter will examine the artists' books of Sol LeWitt and Robert Jacks, both 

of whom began their engagement with the book in the late 1960s and 

established themselves as prolific practitioners during the 1970s. LeWitt is widely 

recognized within the discourse on American artists' books, and Jacks within 

the field of Australian artists' books, although their work has never been 

compared or analyzed in tandem. The following chapter will therefore examine 

their work both individually, but also draw parallels between their practices, so 

as to illustrate how the proto-discursive field crystallized once artists' books had 

been identified as a distinct field of cultural production. 
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Date: July 17th, 1969. 
Time of Day: 11 :00 am. 
Photograph taken by: Ian Burn. 
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5. Conceptual art and global conceptualism 

This chapter explores the field of artists' books through the 1970s by considering 

the work of two artists, one American, Sol LeWitt, widely acknowledged within 

the field of international artists' books, and one New York-based Australian 

artist Robert Jacks, who is well-known within the history Australian artists' books, 

but whose practice to date has generally fallen outside the international 

discourse on artists' books. Despite the historical, cultural and career 

divergences, this thesis will identify clear parallels in their work, which illustrate 

similar conceptual underpinning across global conceptual artists' books. 

As was suggested earlier in this thesis, in the discourse on artists' books in the 

1970s a number of names continually reoccur through the literature as 

representative of conceptually-driven practice during this period: John 

Baldessari, Joseph Kosuth, Sol LeWitt, Richard Long, Dieter Roth, Edward Ruscha, 

Lawrence Weiner, the so-called 'artworld champions of the offset multiple'. 1 In 

reviewing the literature, both in its evolution through the proto-discursive phase 

and subsequently related to fully fledged discourse following Artists Books, the 

elevation of these artists within the field is indicative of their affiliations and the 

self-fulfilling support of writers, such as Lucy R. Lippard and Clive Phillpot; not 

only as promoters of practice within the contemporary critical avenues, such as 

art magazines, but moreover as artists' books historians and collectors, in 

acknowledgement of Phillpot's role as Chief Librarian at the Museum of 

Modern Art. It is almost impossible to disengage the practice of artists from the 

literary advocacy, which combined presented a powerful 'collective' 

positioning within the field. 

The previous chapter explored some of the issues surrounding the early 

formation of the field, particularly how Ruscha was effectively canonized 

through the alignment of his books with conceptual practice around 1970. This 

occurred alongside Weiner, Barry, and Ian Burn, whose engagements with the 

book as artwork recounted in Chapter 4 illustrated the conceptual debates 

and the effects upon the material form that occurred through the late 1960s 

and early 1970s. 
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In this Chapter the investigation of Sol L~Witt's practice presents a case study 

examining the transition from proto-practice to a restricted field of production 

by the mid 1970s, with the 'collective' positioning of practitioners, alongside 

sympathetic writers, dealers, galleries and alternative spaces. It is historically 

impossible to disengage practice from the powerful discursive frame binding 

artists' books, outlined in Chapter 3, and as such, LeWitt's reputation as a key 

proponent allows the investigation his personal practice to be representative 

of the field as a whole. His artists' books realised through the 1970s illustrate both 

the interrelationships within his wider practice, as well as an internal dialogue 

across his bookworks that can be seen as a metaphor for the increasing self

contained and self-reflective nature of the field of artists' books. 

While LeWitt may be an internationally recognised practitioner, New York

based Australian artist Robert Jacks, although recognised within the history of 

Australian artists' books, has not been considered from an international 

perspective. As has already been argued in Chapter 3, the conception of 

'global conceptualism' can be employed to re-interpret and re-integrate a 

discussion of Jacks' expatriate practice in New York into the wider international 

frame. Discussion of Jacks' practice will be divided into two phases; firstly, an 

account of his conceptual publications, undertaken between 1969-1973; and 

secondly, his hand-stamped books produced from 1973, which present the 

clearest nexus between international and Australian practice, especially as is 

argued in this thesis, when Jacks' artist's books are analysed as strategic works 

by an Australian artist in relation to the field of international artists' books. 

5. 1. Sol LeWitt's artist's books 

Sol LeWitt is an artist who is associated with two of the major mid-20th century 

art movements, Minimalism and Conceptual art. LeWitt moved to New York in 

the mid- l 950s, and held his first solo exhibition at the Daniels Gallery in 1965. 

Early the following year, he exhibited his open lattice 'structures'2 at Dwan 

Gallery, and was included in the landmark exhibition Primary Structures at The 

Jewish Museum.3 In these works LeWitt utilised the cube as the basic 

component repeated in simple geometric arrangements, to build each work, 

as evident in Cubic modular piece no.3 1968, now in the collection of the 

National Gallery of Australia.4 
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In the summer of 1967, LeWitt's 'Paragraphs on Conceptual Art', were 

published in a special issue of Artforum on American sculpture,s which placed 

him at the forefront of Conceptual art; a movement that his writings helped to 

define.6 LeWitt's 'sentences' and 'paragraphs' and are not dissimilar to other 

polemical writings by his contemporaries, including Donald Judd and Robert 

Morris/ personal manifestos that can be entwined into the broader context of 

shifting practices in the l 960s. 8 

After his writings, it is perhaps LeWitt's wall drawings, which number over twelve 

hundred, that are seen his most significant achievement, as this part of his 

practice established strategies that are still employed by contemporary artists 

today.9 Le Witt executed his first wall drawing, an excerpt from his Drawing series 

// 1968, in a group show at Paula Cooper Gallery, New York, in October 1968. By 

the 1970s, he had refined his methodology for realising his wall drawings, to 

which he adhered over the ensuing decades in the thematic explorations of 

lines, geometric and isometric figures, stars, continuous forms and other motifs. 

Aside from his structures and wall-drawings, LeWitt also produced a vast and 

diverse array of drawings, prints and photographic works, and last, of course, 

artist's books. 

5. 1. 1. Sol LeWitt's exploration of the book as art 

LeWitt made his first tentative experiments using books during the late 1960s. His 

earliest published booklet was included in Brian O'Doherty's innovative multi

media Aspen Magazine in Fall-Winter 1966-67. LeWitt's contribution was a 

document of explanatory texts and diagrams outlining the conception of his 

three-dimensional structural piece, Serial Project No. 1 (ABCD) 1966. 10 

Another of the artist's early book projects was his twenty-five page contribution 

to Siegelaub's The Xerox Book (1968); which comprised Xeroxed copies of his 

pen and ink Drawing series 1A 1-241968.11 Although, as was outlined in the 

previous chapter, The Xerox Book is now considered a ground-breaking 

conceptual exploration of the book form, LeWitt was not completely satisfied 

with his personal contribution. As Lippard later recounted, the artist felt his 

contribution was a failure because he 'didn't feel either the page or the 
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Plate 25: Sol Lewitt Drawing Series lA 7-24 1968, from The Xerox Book, New York: 
Seth Siegelaub and John W. Wendler 1968, np; Collection: National Gallery of 
Australia 



Plate 26: Sol LeWitt, Drawing Series JA no.24 1968, from The Xerox Book, New York: 
Seth Siegelaub and John W. Wendler 1968, np: Collection: National Gallery of 
Australia 



reproductive technique', and that the presentation of his Drawing Series in The 

Xerox Book was merely 'translating from one medium to another'. 12 (See Plates 

25 and 26) 

LeWitt's own dissatisfaction with the results seem to parallel the comments of 

critic Barbara Reise who identified a figure-ground relationship in the centring of 

the drawings within the field of the page. Reise felt that the drawings 

dominated the physical context, so that the pages were 'materially separate' 

from the images. 13 What the comments of both artist and critic seem to imply is 

the division made between primary and secondary information, which can also 

be identified as a distinction between art and the illustration of art. If in LeWitt's 

own view his contribution to The Xerox Book was a 'failure', it would seem to 

suggest that he believed his Drawing Series 7A 7-24 did not convey its status as 

primary information effectively. 

In LeWitt's Drawing Series 7A 7-24in The Xerox Book each 'drawing' is framed 

with a border or margin that separates the image from the rest of the page. The 

separation of the 'figure' and the 'ground' inadvertently creates the impression 

of the drawing as an illustration, rather than as a work of art for the page. It is a 

problem that LeWitt either deliberately or intuitively rectified in his first 

autonomous artist's book, Four basic kinds of straight lines, published by Studio 

International in 1969, 14 where the 'drawings' encompass the entire of page. The 

image (the drawing) and plane (the page) are visually and conceptually fused 

as one, not unlike the effect achieved in his wall drawings. (See Plate 27) 

In his early explorations of the book as art, LeWitt also encountered the same 

issue that Ruscha experienced with the first edition of Twentysix Gasoline 

Stations (1963); the identifiable copy within an edition, as opposed to the 

indistinguishable copy. As Ruscha admitted to Coplans; 'one mistake I made in 

Twentysix Gasoline Stations was in numbering the books (on the last page). I 

was testing - at that time - that each copy a person might buy would have an 

individual place in the edition. I don't want that now.' 15 LeWitt had a similar 

experience with 49 three-part variations using three different kinds of cubes, 

7967-681969, published on the occasion of an exhibition organised by Zurich

based art dealer Bruno Bischofberger in 1969.16 The book was printed in an 

edition of 1000, with each copy individually numbered, plus the first 500 signed 
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by the artist. This small detail, numbering and signing the copies, follows obvious 

parallels in printmaking, as well as, the editioning tradition of the livre d'artiste. 

In the case of LeWitt's 49 three-part variations using three different kinds of 

cubes, 7967-68, this artist's mark presumably ascribes a different market value 

upon the first 500 copies as opposed to the latter, which were otherwise 

identical. 

Like Ruscha, LeWitt ceased to sign his multiple artists' books after the 

experience of 49 three-part variations using three different kinds of cubes, 7967-

68. It is another example of how issues regarding the conception artists' books 

were considered and resolved at this formative stage of the field. The most 

significant ramification, evident in both Ruscha and LeWitt's practice, as well as 

many of their contemporaries across the field of artists' books during the 1970s, 

was a denial of a commercial imperative offered by distinguishing of copies 

with 'artists' marks', so as to retain the indistinguishable integrity of 'democratic' 

multiple artists' books. 

5. 1.2. Sol LeWitt's serial systems 

LeWitt's position in the broader context of shifting practices between 

Minimalism and Conceptual art has been well documented, as has the relation 

of his practices with that of his contemporaries in the transition from Minimalism 

to Conceptual art, such as Dan Graham, Douglas Huebler, Robert Smithson 

and Lawrence Weiner, and the comparable 'approaches to seriality' in the 

work of Hanne Darboven, Mel Bochner and On Kawara.17 

It was his Serial Project No. 7 (ABCO) 1966 booklet in Aspen Magazine, in which 

LeWitt presented his serial systems, stating that 'serial compositions are multipart 

pieces with regulated changes'; continuing, 'the aim of the artist (is) not to 

instruct the viewer but to give him information', in so much as 'the serial artist 

does not attempt to produce a beautiful or mysterious object but functions 

merely as a clerk cataloguing the results of his premise.' 18 While LeWitt's text 

provided an 'introduction' to his specific Serial Project No. 7 (ABCO) 1966, the 

following year Mel Bochner in an article published in Artfourm presented an 

outline of the 'serial attitude' that was evident in Minimalism, although the 

author needed to clarify that, 'Serial order is a method, not a style'. 19 
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Bochner identified three operating assumptions: 

1 . The derivation of the terms or interior divisions of the work is by means of 
a numerical or otherwise systematically predetermined process 
(permutation, progression, rotation, reversal) 

2. The order takes precedence over the execution. 
3. The completed work is fundamentally parsimonious and systematically 

self-exhausting. 20 

He then provided definitions for a suite of terms which he suggested were 'not 

common in an art context (but) are necessary for a discussion of serial art', 

including, definitions of a Permutation, Progression (a) Arithmetic Progression (b) 

Geometric Progression, Set, Sequence, and Series. 21 

Nevertheless, despite the use of mathematics in Minimalism and the flow 

through into Conceptual art LeWitt as a culprit himself, cautioned against 

placing too much emphasis on the 'rudimentary' mathematics used by artists.22 

What was important to LeWitt was not the complexity of the mathematics as an 

end in itself, but rather as Anne Rorimer observed, permutational systems were 

used by LeWitt and others to remove subjective artistic decision-making from 

their work, in that 'the preset plan central to LeWitt's modus operandi ... has 

allowed all manner of visual complexity to reveal itself as the logical 

consequence of systematized schemes' .23 

LeWitt's employment of serial systems across his practice inevitably impacted 

upon his exploration of the book form in relation to his structures, wall drawings 

and print series. In addition, the outsourcing of the 'fabrication' of his structures 

from 1966, finds a corollary in the commercial printing processes employed to 

produce his artists' books. The intrinsic structure of the standard book form, 

coupled, with the conventional practice of reading from cover to cover made 

the book the ideal medium for LeWitt's serial systems. 

The binding of LeWitt's serial systems with the book form was not lost on 

commentators active within the field of artists' books, and authors, including 

Clive Phillpot Robert C. Morgan and Betty Bright have all located LeWitt's 

practice within the specialised discourse on artists' books. 24 In the essay he 

contributed to Artists' Books: A Critical Anthology and Sourcebook (1985), 
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Phillpot observed that 'the principal at!ribute of LeWitt's books is one common 

to all books: a dependence upon sequence, whether of families of marks or 

objects, or of single or permuted series which have clear beginnings and 

endings ... books are a convenient form in which to present such sequences .. : 2s 

'Furthermore, (LeWitt's) commitment to the book form has been a factor in 

keeping other artists aware of the option of working in this way ... ' 26 

In his contribution entitled 'Systemic Books by Artists', Robert C. Morgan 

contextualised bookmaking activities as part of Conceptual art in North 

America and Europe during the 1960s and 1970s. Morgan observed that in 

general, 'The play on systems in artists' books is a mediumistic as well as a 

conceptual concern. Attention is focused upon the book as object- a direct 

manifestation derived from a given set of parameters. Systems set forth in artists' 

books develop from artists' concepts which, in ... some books are more visual, 

concerned with defining the book as a structure; others are more conceptual, 

concerned primarily with the content of ideas' .27 With specific reference to 

LeWitt, Morgan concluded that 'LeWitt's use of systems is explicit ... the focus of 

his books is upon how the language paradigm works in relation to the visual 

system ... LeWitt's books are predicated on the syntax of his language 

paradigms (which often read as titles, captions, or instructions), his visual 

configurations operate as translations which, in turn, become modular 

structures systemically evolving through the temporal occasion of experiencing 

the book.' 28 

What is evident from the above outline is the coalescence of artistic and 

personal factors in combination explain how and why the book form presented 

such an ideal medium for LeWitt. The implicit sequential structure of the book 

form could be used to present the serial systems that were fundamental to 

Minimalism and Conceptual art while the perception of a book as a container 

of knowledge implied that the book was a vehicle for 'conceptual' ideas. 

LeWitt's central position within Minimalism and Conceptual made the artist one 

of the recognised 'art world champions of the offset multiple', which seems to 

suggest with reference to Bourdieu, that LeWitt's reputation, or his symbolic 

capital within the broader art world allowed him the freedom to explore the 

book as artwork without any expectation of further economic or symbolic gain. 
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Moreover, despite the negative sentim~nt that some authors (Carrion and 

Drucker) may frame this relationship with the broader art world, it was this very 

fact, that allowed artists, such as Ruscha, Weiner, Baldessari, Nauman and 

Lewitt, to explore this 'new' area of practice. 29 If we except this observation 

across the entire field, it also implies that to fully understand the work of 

practitioners who moved into artists' books during the period covered by this 

thesis, that a cross-media interpretative approach presents a means of 

comprehending the impetus behind artists' books, both broadly across the 

field, but also in respect to a specific artist's engagement with the art form, as is 

the case with LeWitt. LeWitt also presents a excellent case study because, firstly, 

he became a leading exponent of the art form throughout the 1970s so there is 

a substantial archive of material available, but also, secondly, because the 

interrelationships between his books and his wider practice is so clearly evident. 

5. 1.3. Sol LeWitt's artist's books in context 

By 1970, LeWitt had published just four artist's books. Three years later he was 

represented in Artists Books at the Moore College of Art with three titles, Four 

Basic Kinds of Straight Lines (1969), Four basic colours and their combinations 

(1971) (See Plate 27) and Arcs, circles & grids (l 972).3D Yet by the time of his mid

career retrospective at the Museum of Modern Art in 1978, LeWitt had 

published a total of 31 artist's books over the previous decade.31 LeWitt's 

personal output is therefore analogous to the expansion of the entire field 

during the 1970s, while his own reputation as a proponent of the art form was 

similarly recognised, as was the book's role as integral to his oeuvre. 

Both Alicia Legg, curator of his 1978 retrospective, and Lucy R. Lippard, who 

contributed an essay to the catalogue, expounded the importance of LeWitt's 

books by illustrating their interconnectedness with his work in other media.32 As 

Legg observed, 'LeWitt's books correspond chronologically with his work in 

structures and then in drawing',33 while Lippard in her essay, entitled 'The 

structures, the structures and the wall drawings, the structures and the wall 

drawings and the books', explored the relationships between LeWitt's 

structures, wall drawings, prints and books. 
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Plate 27: Sol LeWitt. Four Basic Kinds of Lines and Colour. London and New York: 
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Lippard endeavoured to show how Levyitt's ideas were realised in different 

media by contextualising his artist's books, although when reading her analysis 

(quoted in some length below) it appears infused with the 'democratic' 

rhetoric framing the art form, although with a concession to an 'educationally 

privileged audience', that had not been admitted previously in 'The Artist's 

Book Goes Public': 

(LeWitt) has never ascribed hierarchical value to any aspect of his own 
process (although the art market of course, imposes its own monetary 
standards- by scale, medium, scarcity, etc. - on his work as on 
everyone else's; no one has found a way out of that yet) .... by 
considering the object the culminating product of the thinking, 
sketching, building process, one denies a major element of LeWitt's 
conception, just as one does by considering the prints and books as 
"minor works" in comparison with the structures. In fact they (the books 
in particular) are his most developed work so far-their "objectness", 
their implicit portability, inexpensiveness and seriality being among their 
strongest points. 

Although in their present form of distribution the books and prints 
are available only to an educationally, if not always financially, 
privileged audience, their modest scale and compactness make them 
accessible ... the books are also containers; they too combine the 
intimacy of communication of an idea with the detachment of a 
manufactured item. They are not just spinoffs of LeWitt's "real" art, but 
offer more art for less. Each book completes a full system, in color or 
black-and-white photography or drawings, and potentially reproduces 
more closely the process of creative generation.34 

Lippard's objective was to dispel the idea of greater or lesser value, or the 

superiority or inferiority of one medium over another as being determined by 

the art market. LeWitt's artists' books were, and those remaining in circulation 

still are, the cheapest works within an artist's oeuvre. To counter the commercial 

or market value as the sole criteria for the value of a work of art Lippard 

reinforced the pre-eminence of the idea over its material form in an attempt to 

disengage the monetary value from the artistic value. It was a collegiate 

stance as evidenced by a succinct artist's statement published special issue of 

Studio International in 1980 on 'Alternatives to the Gallery', in which LeWitt 

reiterated his commitment to artist's books as an 'alternative space' and 

'democratic' art form, stating: 

I am more interested in artists' books which contain art ideas that can be 
had by anyone at a cost of a couple of movies. Art cannot really be 
bought and sold but only understood. Books do this best.35 
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5.2.4. Four 'classics' 

This section discusses four of LeWitt's 'classic' artist's books, Incomplete Open 

Cubes and The Location of Lines, both published in 197 4, Color Grids of 1977, 

and LeWitt's Autobiography, published in 1980.36 The books are approached 

from two perspectives, firstly, in context in that each of the four books relates to 

one aspect of LeWitt's expanded practice, such that each example illustrates 

how his work in other media - structures, wall drawings, prints, and photography 

- was transformed into his artist's books. Secondly, as a representative group of 

books they clearly illustrate LeWitt's exploration of the art form as he refined his 

approach in the mid 1970s, and resolved the issues raised by his earlier tentative 

attempts. These titles also show how he was able to create a distinctive body of 

work with an evolutionary internal dialogue, making them 'classics'. 

As has already been discussed LeWitt's open lattice structures in the mid- l 960s 

represent perhaps his most recognisable contribution to Minimalism. With the 

cube as a basic representation of three-dimensional form, it also became a 

basic 'grammatical device' for his conceptual explorations of serial systems,37 

such as Incomplete Open Cubes 1974,38 where three-dimensional open cubic 

structures were one physical manifestation of the artist's idea. Incomplete 

Open Cubes is widely acknowledged as one of LeWitt's most important works in 

all its permutations, and the subject of an extensive body of literature.39 (See 

Plates 28, 29, 30) 

On reflection, in his 1978 retrospective, LeWitt admitted that: 'Although at first I 

thought it was not a complex project this piece provided more problems than 

anticipated. ... The series started with three-part pieces because a cube implies 

three dimensions and, of course, ends with one eleven-part piece (one bar 

removed) ... The book that is a part of the piece works in conjunction with the 

three-dimensional forms, showing photographs and isometric drawings of each 

part.' 40 In her essay, in the same catalogue, Lippard argued that LeWitt's 

Incomplete Open Cubes provided the clearest example to date (to 1978) of 

the weaving of mediums within the artist's work, concluding that 'by breaking 

down the matrix from another approach, (his artist's book) offers yet another 

angle from which to see the idea.'41 
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Plate 28: Sol LeWitt 'Variations of Incomplete Open Cubes', in Incomplete Open 
Cubes, New York: John Weber Gallery 1974, np; Collection of the author 
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Plate 29: Sol LeWitt, '6-8', in Incomplete Open Cubes, New York: John Weber 
Gallery 197 4, np; Collection of the author 
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Lewitt had began working on lncompl~te Open Cubes in 1973, and after 

identifying the number of combinations, constructed 122 small 8-inch structures, 

which were subsequently photographed. After constructing and 

photographing these models, LeWitt drafted an isometric drawing of each of 

the 'variations' in mid-January 1974, completing the series with a composite 

diagram of all 'Variations of Incomplete Open Cubes'. The 'completed' work 

was exhibited at the John Weber Gallery, New York, in 1974, accompanied by 

one further 'permutation', the artist's book. 

The evolution of Incomplete Open Cubes is recounted exhaustively by Nicholas 

Bourne in a publication accompanying an exhibition at the Wadsworth 

Atheneum Museum of Art, Hartford, Connecticut, in 2001.42 However, he failed 

to address the artist's book in any detail, suggesting only that 'the artist's book 

reads like a cross between a construction manual and the Rosetta Stone, 

translating the variations into ideographic characters of near-cuneiform 

abstraction. '43 A key point made Bourne about Incomplete Open Cubes was 

that it is conceptually 'subtractive', although presented as an accumulative 

process.44 This observation is also pertinent to the artist's book, in which the 

chapters ascend from 'three part variations' to 'ten & eleven part variations'. 

Incomplete Open Cubes, the artist's book, rather than the project in its entirety, 

is square in format with a white cover and centrally placed title; a 'classic' 

design employed repeatedly by LeWitt to bind his artist's books into a series of 

titles. The title page is followed by the composite diagram of all 'Variations of 

Incomplete Open Cubes' as a 'table of contents', with the book divided into 

eight 'chapters', each descriptive of 'three part variations', 'four part 

variations', 'five part variations', and so forth. The first double page spread of 

each chapter, contains a composite line drawing for that sub-group of 

variations. Each variation is assigned a unique reference number, with the 

fourteen 'five part variations', identified, 5/1, 5/2, 5/3 ... 5/14.45 Each subsequent 

double-page spread presents on the left-hand page, a black and white 

photograph of an 'incomplete open cube',46 paired on the right-hand page 

with one of the artist's isometric drawings, with the obvious technical and 

industrial references. 
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The artist's book Incomplete Open Cubes thus presents the full system of 

Incomplete Open Cubes (the work), establishing the links by which the premise 

is permutated into other media. Whilst the book was published in an edition of 

2,000 copies on the occasion of LeWitt's exhibition at John Webber Gallery in 

197 4, the major achievement of the book is that it transcends the temporal 

bind, by cataloguing an idea not the exhibition. It is not a catalogue recording 

the exhibition of Incomplete Open Cubes, it is work of art in book form that 

forms part of the system that is Incomplete Open Cubes. 

In turn the artist's book acts as a nexus for the entire system, effectively binding 

the physical elements, the 'structures' representing the material instances of 

Incomplete Open Cubes in their various physical locations. As an exploration of 

the entire conception of the project it is a work that combines the structure of 

the book form with LeWitt's 'accumulative' presentation of the serial system 

that underpins Incomplete Open Cubes; while the final result is a self-contained 

and self-referential autonomous artist's book that also circulates independently 

within the field of artists' books. 

Whilst it has been suggested in this chapter that LeWitt's early wall drawings 

informed the realisation of his first artist's book Four Basic Kinds of Straight Lines 

in 1969, in The Location of Lines (197 4) Le Witt's uses the page as the spatial 

architecture of the book, which is used in an instructional manner conceptually 

related to his wall drawings. In establishing these comparisons, LeWitt 

commented: 'The wall is understood as an absolute space, like the page of a 

book. One is public, the other private. Lines, points, figures, etc., are located in 

these spaces by words. The words are the paths to the understanding of the 

location of the point. The points are verified by the words. '47 

The Location of Lines 197 4 was published by Lisson Publications to coincide with 

an exhibition of LeWitt's wall drawings held at the Lisson Gallery, London, during 

1974. (See Plate 31) As with LeWitt's wall drawing, which are drawn directly onto 

a wall in accordance with written instructions provided by the artist, in The 

Location of Lines there is a correlation between the textual and the visual on 

each double-page spread. The left page presents the reader with a statement 

that describes the location of a line on the facing page or metaphorical white 

wall. The first double-page depicts, 'A line from the midpoint of the left side to 
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the midpoint to the right side', the sec011d, 'A line from the lower left corner to 

the upper right corner'. These first statements are non-specific or measurable 

(not dissimilar to the Weiner's 'general' statements in Statements) and could be 

just as easily applied to a gallery wall. 

The Location of Lines is directly related to a number of wall drawings that LeWitt 

realised around this date. For example, Wall drawings no. 754-764, which were 

installed at The Museum of Modern Art Oxford, in April 1973 (drawn by LeWitt 

and Nicholas Logsdail). These wall drawings were framed with a 240 centimetre 

square outline in black crayon (a metaphorical page), in which a 180 

centimetre line was drawn in red crayon. In Wall drawing no. 754the instructions 

read, 'A horizontal line from the midpoint of the left side toward the middle of 

the right side'. Wall drawings no. 7 66- 7 75, which are of 'Lines through, toward 

and to points', were exhibited shortly afterwards at the Lisson Gallery, London, 

in May 1973, (again drawn by LeWitt and Nicholas Logsdail). Whilst some are 

architecturally defined such as Wall Drawing no. 769, 'A line from the midpoint 

of the left side to the centre of the wall', others are less specific, such as Wall 

drawing no. 7 75, 'A line from the lower left corner to the upper right corner' .48 

Returning to the pages of The Location of Lines, it is as the reader progresses 

through the pages that the instructions become more specific to the book 

form, for example, the third double-page depicts 'A line from the midpoint of 

the left side to the centre of the page'. In the early pages there is a visual 

balance between the text and the line - a single line of text and a single line. 

As the reader proceeds through the book, however, the 'explanatory' 

instructions become increasingly complex. The last double-page in the book 

presents the reader with a solid block of text on the left-hand page, although 

on the right-hand page there is still only a single line.49 

In The Location of Lines the cross-fertilisation of LeWitt's practice is evident 

between his wall drawings and the book; however, the book is nevertheless 

autonomous, as the instructional process is translated to be specific to the 

pages in The Location of Lines. The difference between the instructions for wall 

drawings and how the instructions manifest in this book is that whereas the 

instruction precede the wall drawings, in The Location of Lines the instructions 

and the lines are paired up to achieve an ulterior end. 
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Once again LeWitt exploits the sequential structure of the book and the process 

of reading, and from simplicity to complexity. Most readers do not complete 

the entire book, which is perhaps the artist's intention. In conception The 

Location of Lines is not finished when the reader reaches the end, rather at a 

point within the book when they realise the futility of the process in the gradual 

disjuncture between the textual and the visual. It exploits the informed reader's 

familiarity and initial expectations with LeWitt's instructional process for wall 

drawings, but completely inverts the results, whereby the single line becomes 

the diagrammatic instruction for the complexity of the text. The book is perhaps 

an ironic comment by the artist on his own methods as a 'conceptual' artist. 

Printmaking presented LeWitt with an ideal means for realising the artist's simple 

mathematical permutations and serial systems. One of his most productive 

printmaking partnerships was established with the master printer Kathan Brown 

at Crown Point Press, Oakland, California, who introduced the artist to etching 

in 1971. Like his early wall drawings, LeWitt's first prints were executed by the 

artist himself, while later, assistants were more involved in the process. 

Throughout his career, LeWitt continued to produce etchings himself, as he 

considered etching closely aligned to drawing, while with screenprinting he 

exploited the 'mechanical' nature of the process and the skills of assistants, 

particularly his long time printer, Jo Watanabe.so 

Color Grids, subtitled, all vertical and horizontal combinations of black yellow, 

red and blue straight, not-straight and broken lines, was published in 1977.51 

(See Plate 32) It is a commercially-printed artist's book that illustrates how 

LeWitt's printmaking infiltrated his bookworks, principally through its relationship 

to a limited edition portfolio and book of etchings Color grids, using straight, 

not-straight and broken lines in yellow, red & blue and all their combinations, 

which was printed at Crown Point Press and published by Parasol Press in New 

York, two years earlier in 1975.52 Both works are defined by very similar 

conceptual and descriptive parameters, although the realised outcomes 

diverge significantly. In the commercially-printed artist's book Color Grids 1977, 

the use of black, blue (cyan), red (magenta), yellow, is an explicit use of the 

four colour printing process of commercial offset lithography. The book of 

etchings, on the other hand, reflects its own printing process, with each sheet 
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Plate 32: Sol LeWitt Black not-straight /red broken (detail) from Color grids: all 
vertical and horizontal combinations of black, yellow, red and blue straight, not
straight and broken lines, New York and Colombes, France: Multiples Inc. and 
Generations 1977; Collection: National Gallery of Australia 



printed on one side, the verso initialled ~SL' in pencil, with only ten sets hand

bound into a dark grey cloth cover, as a deluxe limited edition book.53 

The comparison between the two versions of Color Grids, the intersections 

between LeWitt's printmaking activities and his artist's books is also evident in 

the relationships between other titles, including Grids 1973 and Grids 1975, 

Stone walls 1975 and Brick Wall 1977, and Crown Point 1980 and Autobiography 

1980.54 While there are conceptual and thematic relationships between these 

'publications', LeWitt nevertheless makes a clear distinction between the two 

'types' of books, which reveals his own conception of the artist's book. As 

LeWitt stated in Art-Rite in 1977: 

Artists' books are, like any other medium, a means of conveying art ideas 
from the artist to the viewer/reader. Unlike most other media they are 
available to all at a low cost. They do not need a special place to be 
seen. They are not valuable except for the ideas they contain ... Books 
are the best medium for many artists working today ... It is the desire of 
artists that their ideas be understood by as many people as possible. 
Books make it easier to accomplish this.55 

In addition to LeWitt's stated intent of his artist's books, another indication of the 

awkward relationship between the limited editions and his artist's books within 

his oeuvre is that the limited editions were excluded from his 2000 retrospective 

listings of both 'artist books' and 'other artworks published by the artist', 

effectively placing his limited editions beyond the pale.56 

This personal perception can then be located within the wider discourse, as 

indicative of the distinction between artists' books and the livre d'artiste, as 

occupying conflicting positions within the field of contemporary art. LeWitt's 

deluxe limited editions present an antithesis to the democratic ideal of artists' 

books, which was fundamental to the discursive frame surrounding the art form 

in the 1970s. The small number of LeWitt's limited editions meant that they were 

most likely destined for museums, public art galleries, or wealthy private 

collectors. Thus the wider discourse created a fracture within LeWitt's own 

practice, not dissimilar to Ruscha's distancing of his proto-conceptual 

publications from his Pop paintings, in that as a recognised proponent of 

multiple artists' books, LeWitt's limited editions were distanced from his multiple 
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titles as these luxury works would have c;ompromised his symbolic standing 

within the field of artists' books. 

The final example illustrates the artist's exploration of photography and its 

presentation in book form; Autobiography 1980, an album of black-and-white 

photographs taken by the artist of his New York City loft, at 117 Hester Street 

where he had lived for almost two decades. There are snapshots of the floor, 

windows, ceiling, doors, light fittings, plants, the artist's library, personal items, as 

well as visual chronology of his work. Autobiography is perhaps LeWitt's most 

widely mentioned and discussed artist's book,57 presenting authors with a 

number of visual and perceptual challenges. 

Adam D. Weinberg observed: 'Typically, one thinks of an autobiography as 

providing a privileged view of a life ... "the inside story," offering a chronicle, 

glorification, or apologia of one's experiences and endeavours. For LeWitt, 

however, his Autobiography is part and parcel of his oeuvre ... For the artist 

despite the title, this book is just another work, no more and no less important 

than any other. '58Although at first glance the work may appear a somewhat 

random compilation, Autobiography does have a 'veiled developmental 

structure reminiscent of a musical score', with five 'movements' or 'chapters', 

depending on whether a musical or literary metaphor is employed. Weinberg 

identified these as; the first dealing with the architecture of LeWitt's studio, the 

structural elements, then the materials of the studio and tools of LeWitt's trade -

'the artist as worker, the humble craftsman'; the second, more intimate and 

personal items; the third, 'a short interlude' with a double-page spread of 

potted plants.59 The last two chapters 'are largely devoted to the life of the 

mind, the core of LeWitt's endeavour: what he reads, listens to, sees, and thinks 

about. The images build in intensity, creating a crescendo.' 60 

George Stolz, curator of a more recent exhibition of LeWitt's photo-works, saw 

Autobiography as the 'culmination' of his photographic work, but invariably 

linked to his working process across media: 'Each photo, and by extension 

each detail photographed, is a modular unit as much a modular element as 

the multiplying modular units of LeWitt's open cube structures ... Each unit

each object each detail, each photo - is necessary, but no unit can be said 

to be more necessary than any other ... They do not come together to form a 
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mosaic, nor, in essence, are they seque.ntial. They are and adamantly remain 

parts, working parts, almost interchangeable parts, functioning as a whole. '61 

Lastly, to cite a commentary from within the field of artists' books, Johanna 

Drucker discussed Autobiography in The Century of Artists' Books, suggesting, 

not all that profoundly, that: 'Sol LeWitt's Autobiography ... is in some ways the 

paradigmatic instance of the artist's book as a personal statement. It is specific, 

focuses entirely on the artist, and uses the book form to reveal and document 

personal identity. In other ways this work is completely impersonal - or at least, 

refuses to reveal any intimate information whatsoever in spite of its exhaustive 

cataloguing of the artist's belongings ... The images ask us to take them as a 

record but don't reveal their connections to each other or the lived space from 

which they are extracted. Neither do they reveal much about LeWitt. On the 

one hand, this is a detailed and specific autobiography, and on the other 

hand, it shows how generic the existence of the middle-class American is in 

material terms ... Rich in visual information, the autobiography in this 

photographic catalogue is without textual exposition - and without any 

contextualization of the information it provides.62 

LeWitt supplies the imagery in Autobiography, but the onus is placed on the 

reader to provide the 'meaning'. The last two chapters of Autobiography 

'devoted to the life of the mind, the core of LeWitt's endeavour', only becomes 

a so-called 'crescendo'63 when the reader is familiar with LeWitt's biography. As 

Stolz flippantly commented, there is 'the occasional visual pun, art-world trade

talk, tidbit of family history, etc., all of which go to make Autobiography an 

entertaining "read".'64 The more you know about LeWitt, the more you get out 

of the work. Autobiography does not present a narrative; it is the reader who 

creates the narrative as a self-reflective text. 

If we recall Bourdieu's description of the field of restricted production as 

characterised by producers creating for producers or a privileged audience, 

then LeWitt's Autobiography is a masterful self-fulfilling story. The ephemeral 

fragments and subtle references to the artist's life and career are effectively 

meaningless unless the reader has the pre-existing knowledge. This is particularly 

true in the latter half of the book when the reader is presented with the richest 

tapestry of images to those initiated to LeWitt's practice as an artist. There are 
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Plate 33: Sol LeWitt. Autobiography. New York and Boston. MA: Multiples Inc. I Lois 
and Michael K. Tort 1980. np; Collection: Notional Gallery of Australia 



postcards, exhibition posters and flyers, early sketches, working drawings, 

references to friends and fellow artists, photographic studies by Muybridge, 

cubic modular pieces, diagrams for wall drawings, models for Incomplete 

Open Cubes, and ephemera galore. It is the very alignment of the artist with his 

audience that Autobiography celebrates, and by presenting clues that only 

the familiar may decipher, the work reinforces the collusion between the artist 

and his informed reader. 

Within the book there is one page depicting LeWitt's bookshelves, with 

numerous copies of his own artist's books; Arcs, circles & grids, the artist's proofs 

of his limited editions Grids and Color Grids, the commercially published 

Geometric figures and color, Five cubes on twenty-five squares, and more, all 

seemingly shelved together without categorical distinction, a comprehensive 

archive of his artist's output to that point of time. While it is one page within the 

whole, it nevertheless presents a narrative within a narrative, the celebration of 

his exploration of the artist's book over the preceding decade and a half, and 

for this specific audience the self-fulfilling recognition of LeWitt's contribution to 

the emerging field of artists' books. (See Plate 33) 

In conclusion, LeWitt's practice clearly illustrates the wider debates and issues 

occurring in the transition from the proto-discursive stage in the late 1960s to the 

proliferation and expansion of the field of artists' books through the 1970s. 

LeWitt's earlier explorations of the art form and personal strategies to define his 

artist's books as works of art are another instance of the wider conceptual 

struggle to delineate the field. 

LeWitt's central position within Minimalism and Conceptual art reiterates the 

impact that these art movements had on artists' books in the providing the 

theoretical justification for the standard book form. The page as a modular unit 

and the book as a serial system of modular units allowed strategies circulating 

around Minimalism to be applied to the book form, while Conceptual art 

provided the legitimacy of the content as primary information as art. The final 

hurdle was how to distinguish autonomous artists' books as distinct from other 

printed matter containing secondary information about art. 
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A great proportion of artists who participated in the formation of the field 

through the late 1960s and 1970s produced only a single title or handful of 

artists' books, as was the case with Robert Barry and Ian Burn, while a few artists, 

like LeWitt Ruscha and Weiner, produced a significant number of artists' books, 

which became a self-fulfilling role as 'artworld champions of the offset 

multiple'. 65 It is the longevity of Le Witt's participation, from 1966, during the 

1970s and afterwards, that allows his output through time to act as a metaphor 

for the field, from his proto-explorations, to the adaption of his standard 

techniques and a 'classic' format in the 1970s. 

Having discussed LeWitt's artist's books, the next section presents the 

opportunity to outline Robert Jacks' expatriate practice in New York, so as to 

illuminate the parallels in the impact of Minimalism and Conceptual art or 

conceptualism on Jacks' artist's books. In a similar manner to the preceding 

discussion concerning LeWitt, Jacks' practice can be divided into two phases; 

the first an exploration of his conceptual publications, undertaken during the 

proto-discursive phase, between 1969-1973, and secondly Jacks' hand

stamped artist's books from 1973, which act as a conceptual bridge between 

the international and Australian fields. Jacks' artists' books are nevertheless not 

subsumed into the international context as, despite their affiliations, his books 

also represent a strategic engagement by an Australian artist with the 

international field. 

5.2. Robert Jacks' conceptualism 

Robert Jacks has a reputation as one of Australia's pre-eminent non-figurative 

painters from the late 1960s onwards, since a sell-out solo show at Melbourne's 

Gallery A in 1966, and his inclusion in The Field exhibition at the National Gallery 

of Victoria in 1968. Like a number of contemporaries, including painters Syd Ball 

and Michael Johnson, sculptor Clement Meadmore, Conceptualist Ian Burn, 

and art dealer Max Hutchinson, Jacks left Australia in the late 1960s. He spent 

18 months in Toronto, before crossing into the United States, arriving in New York 

City in late 1969. Jacks spent a decade abroad, and did not return to Australia 

until 1978. This North American sojourn brought him into direct contact with the 

New York art world, near the end of Minimalism and with the ascendency of 

post-Minimalism and Conceptual art as well as the plethora of alternative 
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practices and mini-movements that ch9racterised the 1970s. At the same time 

as Jacks arrived in New York, books as art were emerging as one of the art 

forms associated with Conceptual art and variants of conceptualism, and like 

Ian Burn, artists' books became an integral part of Jacks practice from the late 

1960s, particularly during this decade spent abroad. 

In locating artists' books within the broader expanse of 'global conceptualism', 

and following on from the previous discussion of LeWitt's engagement with the 

book through the late 1960s and 1970s, this section will explore Jacks' 

production of artists' books in some depth. There are clear parallels between 

LeWitt's and Jacks' engagement with the art form, beginning with a process of 

diverse exploration, then more prolific and focused output during the 1970s. In 

Jacks' case, it is his hand-stamped books for which he is most widely known 

and recognized within the field of Australian artists' books. This chapter will also 

illustrate how Jacks' output negotiates the issues that characterized the proto

discursive field, as well as the impact of the dominant discursive frame that 

delineated the field of artists' books through the 1970s. 

Being an Australian artist in New York also raises questions concerning artists' 

travel, expatriate practice, and Jacks' contemporaneous engagement with 

both the international and Australian art worlds. Recalling Smith's discussion of 

'Conceptual art in transit', 66 and his suggestion that conceptualism created a 

'more lateral, adventitious, contingent' kind of travel, often out of kilter with 

their art world of origin and those through which they pass;67 a similar 

observation could be made about Jacks' movements through the same 

period. Although Burn and Jacks found themselves in New York at the same 

point of time, their engagements with the art world(s), both overlap, but also 

diverge towards different outcomes. 

This is perhaps most evident with regard to Jacks' artist's books. Without 

denying Burn's contribution to the proto-discursive formation of the field of 

Australian artists' books, his engagement with the art form was more of a 

temporary incursion than a continued and deliberate engagement with artists' 

books as a distinct field of practice. For Jacks', while his early explorations of the 

art form exhibit a similar tentative and contextual engagement as a 

component of his wider practice, Jacks' commitment to the specific book as 
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art and participation in both internatiOJ'!OI and Australian fields of artists' books 

through the 1970s, distinguishes his contribution as exemplary amongst his 

contemporaries. 

In this thesis it is argued that Jacks' practice and production of artist's books 

represent a personal solution to the situation in which he found himself as an 

expatriate Australian artist in New York during the 1970s. Artists' books presented 

an art form that was relevant to events occurring within the international frame, 

but also reflected his relational position between the international and 

Australian art worlds. His artist's books can be seen as a confirming his 

geographic and intellectual separation from the Australian art world in which 

he had previously established reputation as a non-figurative painter. This led to 

a disjuncture between the direction Jacks' work took in New York and the local 

avant-garde trajectory through hard edge abstraction and colour field 

painting. In retrospect, Jacks' engagement with artists' books repositioned his 

affiliations with Australian post-object practice, providing a strategic 

interconnection between Australian post-object art and global conceptualism. 

That is not to say that Jacks' abandoned painting on his arrival in North 

America; in fact he continued the rigorously geometric work that he had 

begun in Melbourne. As he has stated: 'I really didn't know what I wanted to 

paint but I knew that painting was something I wanted to continue, so I used 

the grid as a device for making a painting. '68 Opportunities did arise where he 

was able to exhibit his paintings, such as in the exhibition Four Painters at the Art 

Gallery of Ontario, Toronto, 1975, where Jacks exhibited alongside Ric Evans 

Joan Poldaas and Milton Jewell. However, only a small number of paintings 

from Jacks' New York period remain, as many were destroyed, including most 

from the Four Painters show, as the artist was unable to store them in New York 

or transport the work back to Australia.69 

Another consequence of the itinerant lifestyle in which the artist found himself 

was that during this period Jacks produced more ephemeral works out of 

necessity, using a range of materials, including, canvas, felt and paper, and 

documenting the process. As Jacks later recalled, 'It was a convenient way of 

making an exhibition on site and then disposing of the works after the 

exhibition, to be remade at another time and place. ' 70 
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It is in Jacks' output of artist's books that we witness the most comprehensive 

and accessible record of his development as an artist in North America from 

1967 to 1978. In his books there are references and relationships to his paintings, 

whether the few remaining or those unfortunately destroyed. His artist's books 

also provided the means to document the conceptual underpinnings of his 

ephemeral pieces, which in a similar manner to LeWitt's instructions for wall 

drawings, have allowed these works to be remade over time.71 Lastly, Jacks' 

artist's books present a distinct and self-defining body of work, which reflects 

the artist's exploration, resolution and commitment to the art form, which 

makes his work both exemplary and representative of the broader field of 

Australian artists' books. 

5.2. 1. Robert Jacks' conceptual publications 

Jacks' earliest books as art which can be best described as 'conceptual' 

publications, were realised in the first years after his arrival in New York in late 

1969, and include the self-published works; 1-12 (1969), Twelve Drawings (1970), 

An Unfinished Work, 1966-1971 (1971) and Installations 1971-1973 (197 4) (see 

note for details of Jacks' conceptual publications) .72 These early books can be 

clearly located, as Lippard did, within the frame of 'the dematerialization of the 

art object', and as a group of works record Jacks' art practice through these 

years.73 The first publication, 1-12 (1969), is striking in its conceptual autonomy, 

while the later titles serve a dual purpose; firstly, as documentary records of the 

temporary installations undertaken during this period, such as at Whitney 

Museum Artists Resource Center in 1971 and A Space, Toronto, in 1972; and 

secondly, as instruction manuals to be used by the artist to reconstruct the 

works over and over again.74 

Whether intentionally or circumstantially Jacks' first publication 1-12 (1969) can 

now be considered a classic exemplar of a sequential minimal-conceptual 

artist's book. It is a small twelve page staple-bound book, measuring only 9.3 x 

5.0 cm (when closed), containing a simple arithmetic sequence of lines; on the 

first page, a single line (I), the second, two (II), the third, three (Ill), and so on, to 

the last page with twelve lines side-by-side (111111111111) (See Plate 34). 1-12 was first 

made by Jacks shortly after he arrived in New York, and while the book is 
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Plate 34: Robert Jacks, 1-12, New York: self-published 1969, Xerox, 9.3 x 10.4 cm 
(open), staple-bound, 14pp, edition unspecified, (image: actual size); Collection of 
the author; the book predates and relates to Jacks' exhibition 1-12, at 112 Greene 
Street Gallery, New York, 1971 (See Plate 35) 



Plate 35: Installation shot of Robert Jacks' exhibition 1-12, at 112 Greene Street 
Gallery, New York, 1971; photograph courtesy the artist, also reproduced in Robert 
Jacks, Installations 1971-1973, New York: self-published 197 4. p. (8) 



related to Jacks' contemporaneous ex~eriments on paper, such as his 

'counting' drawings,75 it is nevertheless an independent work in its own right. 

In addition, to the first version, Jacks also produced two other permutations of 

7- 7 2; both identical in size and with the same cover as the first but with the 

variations inside; the second, with an alternate pictorial sequence of two rows 

of lines; the third, the numerical sequence, with each page numbered l 

through to 12. The sequential nature of the progression of lines and numerals 

obviously function in tandem with the turning of the pages, which draws 

comparisons with the sequential strategies employed across a range of 

publications and artists' books informed by Minimalism and Conceptual art. 

While 7- 7 2, the books, date from 1969, in 1971 the artist had the opportunity to 

exhibit a large series of related drawings as part of a group show at 112 Greene 

Street New York, an alternative space used by post-minimal and process

driven sculptors, including Alan Saret Richard Serra, Barry Le Va, Richard Van 

Buren and Gordon Matta-Clark.76 It is only through a handful of black and white 

photographs in the artist's archive, which were reproduced in Installations 7977 

- 7 973 that one can see a visual record of the installation; twelve large 

unframed drawings in a 7- 7 2 sequence of vertical lines that relate to the first 

variant of the book.77 (See Plate 35) Although it is not discernable in the 

photographs, each line of each drawing was a graphic rendering of its making; 

a visual outcome, conceptually bound to the sequence, but also in reference 

to Jasper Johns' 'numbers' paintings, an artist who Jacks' found very influential. 

In the 'democratic' spirit of artists' books, copies of 7-72were given away by 

Jacks to visitors to the group show; a token of the drawings that have not 

survived. As Jacks recounted in an artist's statement submitted to Franklin 

Furnace Archive in 1977: 'For me the book started as an adjunct to work shown 

in galleries - a type of diagram or introduction to the work. They were 

giveaways made inexpensively (offset Xerox), so that an art work or part of it 

could be available to anyone who was interested' .78 

Whilst Jacks' 7-72has been identified in this thesis as an artist's book, it is an 

object that nevertheless presents an opportunity to investigate another issue 

circulating around the boundary of the field of artists' books as it formed in the 
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1970s. This was the relation, or more ac~urately the distinction, between artists' 

books and the broadly encompassing spectrum of artists' ephemera; including 

exhibition invitations, flyers, posters, cards, postcards, folded bulletins, 

advertisements, business cards, typescript sheets, printed performance material 

and a range of other miscellany. Whilst the simple book form of 7- 7 2 may be a 

statement of its bookishness, its small size, flimsy nature and distribution as an 

exhibition 'freebie', suggests that 7- 7 2 skirts very close to the complementary 

function of artists' ephemera, particularly as manifested in conceptualism, 

performance art land and environmental art where traditional material 

boundaries where challenged, bridged and then discarded. 

In an international survey of artists' ephemera in 2001, one of the stated 

objectives was to try and define artists' ephemera, which in some respects 

harked back to the 'definition debate' that plagued artists' books through the 

l 970s.79 One of the contributing authors was Anne Moeglin-Delcroix, who has 

already been identified in the literature review as one of the key contemporary 

European writers on artists' books.80 Moeglin-Delcroix's key attribute of 

ephemera, was that 'whether it is an accessory or a necessary complement, 

whether it is a secondary or primary document whether it comes before or 

after or is part of something that occurs on a given date, the ephemera work 

takes up a challenge: to archive the ephemeral, and in so doing to inscribe the 

moment in duration'.81 She later concluded that 'in their essence (artists' 

ephemera) are the most 'contemporary' of art we call contemporary, for they 

are absolutely in time and of their time. '82 

While Moeglin-Delcroix identified the temporal binding of artists' ephemera, 

another contributor, Steven Leiber, an artists' book and ephemera specialist 

dealer, listed three criteria to define ephemera: 

l. All materials are conceived and/or created by artists specifically for the 
purpose of being reproduced. 

2. All materials are distributed for free or very inexpensively. 
3. All material have a supplemental relationship to art and perform a 

double function: a) they are secondary expressions of or about art 
finding distribution in contexts in which these expressions are useful or 
instrumental for a short limited time, and b) although these secondary 
expressions sometimes function in an external relationship to art they 
also function, to varying degrees, as integral components of art or as art 
itself. B3 
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In their aim to define artists' ephemera, both authors conversely constructed 

conceptual barriers that exclude artists' books. This digression into artists' 

ephemera also reinforces the argument made in the previous chapter 

concerning Siegelaub's publications and the distinction between the 

temporally-bound exhibition catalogue and the autonomous artist's book. 

According to Moeglin-Delcroix, artists' ephemera is implicitly bound in time to 

an event an exhibition, or a performance, whereas artists' books took an 

alternate route to disengage from this temporal specificity. Secondly, the 

conceptual presentation of primary information was fundamental to artists' 

books, whereas ephemera functions as supplementary or secondary 

expressions of or about art. Returning to Jacks' 1-12, it is now clear that despite 

its slight material form and initial 'free distribution', it defies the above criteria 

that would have placed it within the schema of artists' ephemera. Jacks' artists' 

book, 1-12, therefore illustrates the conceptual and material exploration that 

occurred at the edge of the field in the attempt to elevate artists' books from 

other 'printed stuff'. 

Jacks' other early conceptual publications, Twelve Drawings (1970), An 

Unfinished Work, 1966-1971 (1971) and Installations 1971-1973 (1973) are closely 

linked to his contemporaneous installations. His use of the book as both 

document and instruction manual through this period has obvious parallels 

across Conceptual art and conceptualism, where documentation - notes, texts 

and photographs - were a principle means of archiving temporary works. As 

has already outlined in the previous chapter with the examples of Lawrence 

Weiner and Robert Barry, artists were also instigating strategies by which to 

legitimise this documentary material as primary information, as works of art as 

opposed to secondary information about works of art. In the duality of their 

function, as documentary record and instruction manual, Jacks' Twelve 

Drawings (1970) and Installations 1971-1973 (1973), engage with the very same 

issues played out in the early 1970s to define the artists' books. 

The alignment of Jacks' practice with the broader issues circulating in the New 

York art world at the turn of the 1970s was confirmed with his selection by Sol 

Le Witt and Robert Rauschenberg as the first international artist to exhibit in a 

rotating series of displays in the foyer of the New York Cultural Center in 1971. 
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Plate 36: Installation shot of Robert Jacks' Modular II (1966-71) in the foyer of the 
New York Cultural Center, New York, 1971: photograph courtesy the artist. also 
reproduced in Robert Jacks, Installations 1971-1973, New York: self-published 1974, 
p.(6) 



Plate 37: Robert Jacks, Untitled (The Black Window), 1972, oil on canvas, 91.3 (h) x 
91 .3 (w) cm; Collection of the National Gallery of Victoria, presented through The 
Art Foundation of Victoria from the Bequest of Violet Dulieu. founder Benefactor, 
1997 



This series 'International Artist's lnvitatio11al: One-man One Work' or 'Artists' 

Selected Artists', allowed Jacks to present his Modular// 1966-71, a work 

comprising five wall pieces in felt paper and canvas, accompanied by an 

instruction manual of related documentation, photographs, explanatory 

diagrams and texts.84 (See Plate 36) 

Jacks' selection by LeWitt and Rauschenberg may have been somewhat of a 

coup by a relatively 'unknown' Australian artist in New York, 85 but in retrospect 

can be seen as a validation of Jacks' practice within the context of the New 

York art world. What can be ascertained from the records of the installation 

and accompanying documentation, reproduced in part in Twelve Drawings 

1970, is that by 1971, and after less than two years in New York, Jacks had 

assimilated into his own practice many of the key elements from Minimalism, 

Conceptual art and post-Minimalism.86 

Perhaps the most clearly evident is the affinity with the 'minimalist' painters, 

such as Jo Baer, Agnes Martin and Brice Marden, for whom the grid and 

modular systems provided the underlying compositional structure to their 

paintings. Jacks' had begun using the grid format prior to arriving in New York 

and his ongoing exploration of the grid is evident in his working drawings, 

studies and few remaining paintings, such as the long thin sixteen-part New York 

Greys 1970, the grid structured Untitled (The Black Window) 1972 (Plate 3 7), and 

muted bars in Transitions 1975.87 In the New York Cultural Center installation the 

work is a modular wall display of five identically-sized sheets of paper, canvas, 

and felt arranged side-by-side, with the 'composition' of each sheet made up 

of a minimal grid of four rows and three columns, or twelve intersection points. 

Secondly, the display of instructional Xeroxed documentation as an integral 

component of the installation was confirmation of Jacks' 'conceptual' 

approach, which would not have been lost on LeWitt. Jacks' use of the 'cube' 

as a basic 'grammatical device' in his own 'unfinished work' of open boxes 

and edges (from 1966), straddles minimal-conceptual concerns, with 

connections that can be drawn with LeWitt's own early inter-media project and 

accompanying proto-discursive booklet Serial Project No. 1 (ABCD) 1966. 

180 



Lastly, in Jacks installation there is an inf!ection from post-Minimalism, which 

temporally places Jacks' work in the 1970s, but also confirms his development 

as an artist since arriving in New York. If we recall Robert Morris' writings 

published in the pages of Artforum from his 'notes on sculpture' to his latter 

theorizing on 'anti-form' (1968); the use by Jacks of 'materials other than rigid 

industrial materials' and the 'direct investigation of the properties of these 

materials ... in the process', illustrates Jacks' application of Morris' principles to 

his own work. 88 

The rigorous minimal-conceptual parameters of the installation were therefore 

augmented by the process of cutting and perforating the modular sheets, and 

in so doing Jacks' allowed the properties of the paper, canvas and felt and 

gravity to delimit the final outcome of the work. The strict modular system was 

therefore mitigated by the composition of differing materials. This alignment 

with post-Minimalism was also recognised by his fellow expatriate Ian Burn, who 

in reporting back to Australia in 'Conceptual Art as Art' noted that 'much of 

Robert Jacks' recent work in New York has moved beyond painting into 

conceptualised presentations of numerical systems and serial techniques ... 

such as is closer to a kind of process art than it is to a stricter definition of 

conceptual art. '89 

Within a single installation, Jacks' was able to locate his practice in a dialogue 

with the ideas circulating around three of the key 'movements' at the turn of 

the 1970s. In addition, his other conceptual publications, Twelve Drawings 

(1970) and An Unfinished Work, 7 966- 7 97 7 (1971 ), were implicated with similar 

concerns, while at the same time participating within the proto-discursive field 

of artists' books. Jacks' early conceptual publications, nevertheless, represent 

only the first chapter in his engagement with artists' books, yet they laid the 

intellectual foundations for his output of hand-stamped artists' books which 

followed through the 1970s. 

5.2.2. Stamping his mark on the field of Australian artists' books 

In the field of Australian artists' books, it is the rubber stamp, or hand-stamped 

books, undertaken between 1973 and 1982, for which Jacks is most widely 

known and acknowledged today.9o (See Plate 38) The first book Jacks' realised 
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ROBERT JACKS 
TWELVE RED GRIDS 

HAND STAMPED 
NEW YORK 1973 

ROBERT JACKS 
LINES DOTS 

HAND STAMPED 
AUSTIN TEXAS 

1976 

ROBERT JACKS 
DOTS 

HAND STAMPED 
NEW YORK 1978 

ROBERT JACKS 
COLOR BOOK 

HANO STAMPED 
NEW YORK 1975 

ROBERT JACKS 
LINES DOTS 

NUMBER TWO 
HAND STAMPED 

HOUSTON TEXAS 
19n 

ROBERT JACKS 
RED DOTS 

HAND STAMPED 
SYDNEY 

1979 

ROBERT JACKS 
1975 - 1976 

HAND STAMPED 
NEW YORK 

ROBERT JACKS 
VERTICAL & HORIZONTAL 

HAND STAMPED 
MELBOURNE 

1978 

ROBERT JACKS 
BLACK LINES 

HAND STAMPED 
SYDNEY 

1980 

Plate 38: A selection of nine from the series of twelve hand-stomped artist's books 
by Robert Jocks; Collection: Notional Gallery of Australia 
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Plate 39: Robert Jacks, Twelve Red Grids, New York: self-published 1973, hand 
stamped in red ink, staple bound with red tape spine, np; Collection of the author 



and that marks the beginning of this phpse in his practice was a title Twelve 

Red Grids, conceived, hand stamped, bound, and 'published' by the artist in 

1973. Twelve Red Grids is a small book soft cover (11 .5 x 12.8 cm, closed) with a 

red taped spine. The cover title/description, 'ROBERT JACKS I TWELVE RED 

GRIDS I HAND STAMPED I NEW YORK 1973', is self-explanatory in that the book 

contains twelve grids (a mere 2. 1 x 2.6 cm, each), hand stamped by the artist in 

red ink. (See Plate 39) The grids, are formed using a variety of graphic 

representations; the first a grid formed by vertical and horizontal dashes, the 

second, a grid composed of repeated addition signs, the third, a grid 

reminiscent of a parquetry floor, the fourth, graph paper, and so on. 

In Twelve Red Grids Jacks established the conceptual and material parameters 

to which he was to adhere to over the ensuing decade in a series of twelve 

related titles; Twelve Red Grids (1973), Twelve Drawings (197 4), Color Book 

(1975), 1975-1976 (1976), Lines Dots (1976), Lines Dots Number Two (1977), Dots 

(1978), the preceding undertaken in North America, then on his return to 

Australia, Vertical & Horizontal (1978), Red Dots (1979), Black Lines (1980), Green 

Lines (1981 ), with the final book in the series, Right - Leff, printed in Sydney in 

1982 (see note for details of hand-stamped books) .91 Jacks' hand-stamped titles 

are bound through their consistent size, format presentation and content, so 

that each individual book is clearly located within the broader schema of 

production. 

This series of hand-stamped books may be the most widely known of Jacks 

artists' books, however, this thesis argues that Australian commentators have to 

date largely misconstrued their conception, by expounding the unique virtues 

of the individual book and by implying the painterliness and aesthetic nuances 

of the hand-stamping process. Gary Catalano, for example, the first Australian 

art critic to review Jacks' books in an issue of Art and Australia in 1978 

concluded that 'the simplicity of each page and the slight variations between 

it and the ... one, each book becomes an object lesson in the pleasures of 

observation .. .'92 It was a claim he later reiterated in The Bandaged Image 

suggesting that Jacks' work never lost a 'certain hand-made quality', or 'air of 

casual sensitivity'. 93 More recently, in his study of Australian Artists Books 

Selenitsch, under the suggestive title, 'the artist's touch', noted that not one 

inking, pressure, or orientation of a stamp produces the same mark, such that 
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the works, 'denote repetition but are ac;tually unique due to the action of the 

hand', producing optical effects through overlay 'misalignments" and kinetic 

effects when the books are flicked through, because of slight dislocations of the 

stamped image on each page'.94 

It is important to contrast these above analyses with view of Ulysses Carrion, 

who as one of the foremost commentators on the field of artists' books, also 

published theoretical writings on the artistic use of 'rubber stamps' ,95 Carrion's 

analysis presents an antithetical viewpoint to that of Catalano and Selenitsch, 

arguing instead that as an 'anonymous' means of reproduction, rubber stamps 

undermined the authority of the unique work of art in that there is 'no way to 

see 'the hand of the artist' in a rubber-stamp. '96 The result being that the 

viewer, or reader in the case of an artist's book, is no longer able to pay 

attention to 'technical skills', such as painterly virtuosity, so therefore 

concentrates on the praxis of the work, the translation of ideas into reality, the 

conceptual over the material. 97 Carrion's perspective suggests a more 

conceptual line of enquiry regarding Jacks' hand-stamped books, particularly 

when they are located within the parameters that had informed Jacks' early 

conceptual publications. 

At this point it is worth returning to some of the observations made about Jacks' 

installation at the New York Cultural Center, and the way Minimalism, 

Conceptual art and post-Minimalism infused his work, as these ideas also 

underpin his hand-stamped artist's books. The stamped grid in its many guises 

and permutations as lines, cross-hatching, dashes, dots, etc., acts as a 

reference to the use of the grid in his work in other media, as well as more 

broadly within Minimalism. The stamps themselves, were not hand-crafted 

items, but were rather derived, in many cases, from Letraset 'drawings' made 

by the artist which were commercially transferred into the metal blocks from 

which the stamps were made. Thus while Jacks' work in other media is 

conceptually related, there is also a degree of separation caused by the 

mechanical process for creating the stamps. 

So despite the subtle nuances from one stamped image to the next Jacks' 

hand-stamped books are fundamentally conceptually driven. Despite being 

'made' by the artist there is nevertheless a clear distinction established 
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between conception and execution. In.respect to his paintings, Jacks stated in 

1978: 'Once you've made a decision about the work, the work itself is always 

easy to make ... ' 98 This claim indicates Jacks' digestion of Le Witt's 'sentences' 

on Conceptual art, in that: 'Once the idea of the piece is established in the 

artist's mind and the final form is decided, the process is carried out blindly .. .'; 

or, 'The process is mechanical and should not be tampered with. It should run 

its course.' 99 The same conceptual approach is applicable to Jacks' hand

stamped books, in that once the self-explanatory title and selection of stamps 

and coloured inks was made, it was no more than a mechanical process to 

complete the book. 

Drawing another analogy with Burn's 'deskilling' of the artist, 100 and the 

devaluation of traditional artistic training and skills, there are clear associations 

between the mechanical Xerox process used by Burn to realise his Xerox Books 

and the similarly repetitive hand-stamping process employed by Jacks. This 

comparison is not just limited to Jacks' application of hand-stamping, but also 

the simple 'office' processes, including stapling, binding, taping, and hole

punching if we consider a trio of titles from 1977, Circular Drawing, Spiral 

Drawing and Top - Bottom, plus folding, if we expand the discussion to include 

Jacks' folded paper paintings. 101 What Jacks achieved by employing these 

office skills, if they can be called 'skills' at all, was, like Burn to eliminate the 

assertion of the art or craft of bookmaking in a traditional sense. Jacks' hand

stamping process is therefore deliberately paradoxical; in that 'the artist's 

touch' used in the 'mechanical' stamping process, undermines the 

expectation of artistic skill, as does the grid and the commercially

manufactured rubber stamp in its deliberate rejection of artistic composition. 

By focussing on the conceptual mechanics, we can move closer to an 

interpretative frame that encompasses Jacks' complete series of hand

stamped books; the page as the modular component of the book; individual 

books as modular units within an edition; and the twelve titles, Twelve Red Grids 

(1973) to Right - Left (1982) as modular units within the system. The consistent 

size, format and presentation of Jacks' hand-stamped books, clearly locate, or 

more accurately subsume each individual book within the series. This creates a 

quantitative synergy whereby the whole is greater than the sum of the parts. 
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What distinguishes each work is therefore not the content but the covers; the 

simple descriptive titles with a specified location and date; in effect the 

geographic mapping of Jacks' travels, or Australian conceptualism 'in transit'. 

As a series, Jacks' hand-stamped books record his itinerant movements; five 

books self-published in New York (1973-1976, 1978), one each in Austin (1976) 

and Houston (1977), Texas, another on his return to Melbourne (1978), with the 

final four titles published over four consecutive years in Sydney (1979-1982). 

This mapping is in the first instance geographic, but more importantly 

conceptual. A comparison can now be drawn with Robert Barry's Invitation 

Piece 1972-73, which conceptually connected a geographic network of art 

galleries across North America and Europe. In Jacks' series of hand-stamped 

books, New York, Austin, Houston, Melbourne and Sydney, are similarly, the 

geographic locations in which the books were made, but there are no 

quantitative 'artistic' distinction made between the books realised in these 

locations. As representative of the series, each individual title, whether 

produced in the United States or Australia, can function inter-changeably, while 

in the same instance each title is inextricably relationally or strategically bound 

with each other title in the series. 

Jacks' series of hand-stamped books therefore represents perhaps the clearest 

example of the conceptual binding of international and Australian artists' 

books, and in so doing his series of hand-stamped books can be employed as a 

metaphor for the international expansion of the discursive frame binding artists' 

books through the 1970s. 

4.2.3. Robert Jacks' strategic systems 

The realisation of Jacks' first hand-stamped book Twelve Red Grids coincided 

with Artists Books and the formation of the discursive frame, encompassing the 

rhetoric of the artist's book as an 'alternative' space and 'democratic' art form, 

to which Jacks' also subscribed: 

There was an attitude in New York that all art was becoming too 
expensive - that artist of all stages of success (or failure) involved 
themselves in the making of some objects including magazines that 
could be collected at a very low cost. It was as much a democratic 
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Plate 40: Robert Jacks, 'Untitled', 1976, hand stamped in black and blue ink on 
paper, 11.4 x 12.7 cm, signed, dated and numbered by the artist, (image actual 
size); Collection of the author 
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Plate 41 : Robert Jacks. sheet of 'Twelve Drawings' in sequence after Jacks' rubber 
stamp artist's book Twelve Drawings 1974, reprinted in Aart van Barneveld and 
Annette Forster. eds. Rubber, no.2, February 1978, (special issue on Robert Jacks). 
np; Collection of the author 



process as well as experimenting-with easily procurable materials .... The 
predominance in attitude at the time was a minimal, conceptual stance 
against the visual excesses of both America and the art of the previous 
years. The process of one's work was fundamental to its content. 102 

Whilst Jacks' series of hand-stamped books represents a mapping of his 

personal movements, another features of his practice through the mid-1970s 

was the expansive network of contacts that he established, not only in New 

York and Toronto, but through the 'stamp art network', which by the artist's own 

admission was 'very different' to the art world. 103 Through the mid- l 970s Jacks 

participated in a numerous stamp art exhibitions across the United States and in 

Europe. 104 He was also featured in the second issue of Rubber, a stamp art 

'bulletin' published in Amsterdam in 1978, which coincided with an exhibition, 

Robert Jacks: Stamped Images, at Stempelplaats, Amsterdam, in February and 

March l 978. 1os Jacks' hand-stamped books were able to traverse across both 

the stamp art network and the emerging field of artists' books. (See Plates 40 

and 41) 

There were also rhetorical parallels between the discursive formulation of both 

fields, as perhaps evidenced in a letter to the editors of Rubber, in which Jacks 

outlined, 'some rubber stamp functions': 

1. As the most convenient way to draw and reproduce. 
2. The convenience of transportation and exhibition of small works. 
3. As the process avoids the elitism of the professional print activity. 
4. Extending the boundaries of art. 
5. Making works available to everyone. 106 

Nevertheless, Jacks' distribution of his hand-stamped books was to a dedicated 

audience, often by word of mouth, and to fellow artists who would write to 

exchange books. Jacks also kept a list of people who were interested in his 

work and to whom he would send copies. 107 Jacks faced the same self

imposed barriers as other self-publishers of artists' books in that wider distribution 

beyond his personal network of contacts was an inevitable problem. So Jacks, 

like many other artists in New York, and worldwide, benefited from the 

establishment of Printed Matter in 1976. 

By using Printed Matter as a distributor for his artist's books, Jacks was able to 

reach a much wider audience through Printed Matter mail order catalogues. 
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Printed Matter's October 1977 artists' books catalogue, for instance, listed all six 

hand-stamped titles printed to date, priced between $5.00 to $7 .00, his offset 

lithographic book Red Diagonals (1976), priced at $2.50, plus five different sets 

of hand stamped cards, each set available for $1 .oo. 10s As he recalled: 

I sold hundreds of the rubber stamp books for $5 each and received 
letters from artists all over the world wanting to exchange books. They 
subsequently went into international museum collections .... These books 
initially conceived as throwaway objects, now remain as a record of 
much of my work during those years. 109 

Yet just as Jacks' artist's books are a record of the artist's practice during his 

expatriate years in North America, similarly, the material that the artist was able 

to take with him and bring back to Australia was necessarily portable; a 

collection of ephemera, postcards, invitations, letters, copies, magazines, flyers, 

postcards, posters, publications and artists' books. This personal archive is both 

the material and symbolic evidence of his connections within New York and the 

exchanges with artists' around the globe. 

Just as Robert Rooney's collection of artists' books and conceptual publications 

presented a way of positioning his work in relation to 'international' practice, a 

similar analysis can be made of Jacks' accumulation of artists' books, 

publications and catalogues, which he amassed while living in Toronto and 

New York, during the decade, 1968 to 1978, and which he brought back on his 

return to Australia. Although in the artist's possession and part of his personal 

library for over thirty years, Jacks' collection of artists' books and publications 

had never been catalogued until last year in research for this thesis (see note 

for a select list and details of Jacks' collection) .110 

Unlike Rooney, who read about Ruscha's books through a Wittenborn & Co. 

'new releases' catalogue, Jacks first experience with artists' books was after he 

arrived in North America, when visited the painter James Doolin in Los Angeles 

in the summer of 1968. Doolin had travelled to Australia in 1965-1967, taught at 

Prahran Technical College, and was the representative American artist when 

his Artificial Landscapes were included alongside Australian practitioners in The 

Field (1968). Funnily, it was Ruscha's Every Building on The Sunset Strip 1966, 

which was the first artist's book Jacks ever read, or more correctly misread as 

an unusual 'tourist guide' of Los Angeles. 111 Following this initial encounter, Jacks 
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acquired an almost complete set of Ruscha's books, most often first editions, as 

well as, examples by another West Coast exponent of the art form, John 

Baldessari, including Brutus Killed Caesar(l976) and Fable: A sentence of 

thirteen parts (with twelve alternative verbs) ending in Fable (1977). 

Jacks' collection is also representative of his personal friendships and 

associations, including early conceptual publications by fellow Australian 

expatriate Ian Burn, Art Press' Untitled Magazine, July 1969, various copies of the 

journal Art Language, plus a complete set of Roger Cutforth's artists' books; The 

Empire State Building: A Reference Work (l st and 2nd editions, 1969I1971 ), The 

Visual Book I Le Livre Visuel (1970), plus a copy of his final CN I ET/ ESB 

(Cleopatra's Needle I Eiffel Tower I Empire State Building): The Non-Art Project 

7970/71 (1971). 

In addition, the collection includes the work of artists with whom Jacks 

exhibited, with a set of Canadian painter Joan Poldaas' series of monochrome 

painted artists' books, MSC (Machine System Colorants) Series# 7- 4, (197 4-

1976), as well as, copies of the books Jacks' exchanged with Conceptualist 

Peter Downsbrough, including Notes on Location (1972), Notes on Location II 

(1973), In Front (1975) and Beside (1976). 

Jacks' collection also includes a good coverage of LeWitt's titles, including all 

four 'classics' discussed earlier in this chapter, with the addition of Four basic 

kinds of straight lines (1969), Arcs, circles & grids (1972), Squares with sides and 

corners torn off (1974), Lines & Color(l975) and the Harry N. Abrams published 

Geometric figures and color (1979), which Phil I pot had lauded as being 'much 

more accessible to the general public than most book art.' 112 

The range of the singular titles in Jacks' library also illustrates the breadth of his 

engagement with the artists' books; Carl Andre, Quincy Book (1973), Mel 

Bochner, 7 7 Excerpts (7 967- 7 970) (1971 ), Carole Conde and Karl Beveridge, 

... It's Still Privileged Art (1976), Mario Merz Fibonacci 7202 (1970), Bruce Nauman, 

LAAIR (1970), Claes Oldenburg, Notes in Hand (1971 ), Marcia Resnick, Tahitian 

Eve (1975), Alan Sondheim, Lists (1971 ), Michael Snow, Cover to Cover (1975), 

Pat Steir, Short Stories + Loves Songs (1977), Richard Tuttle, Book (197 4) and Jeff 

Wall, Landscape Manual (1970). 
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An incomplete series of artists' booklets published by Lapp Princess Press in 

association with Printed Matter, including booklets by Fred Sandback, Jackie 

Ferrara, Alice Aycock, Ralph Humphrey, Sylvia Plimack Mangold, James 

Rosenquist, Robert Mangold and Chuck Close, shows that Jacks frequented 

Printed Matter not only as a supplier, but as a patron as well. 113 

For those familiar with the artists' books and titles accounted for above, Jacks' 

collection represents a microcosm of the field of international artists' books in 

the mid- l 970s, and many of these above-mentioned titles surfaced regularly in 

the exhibitions of the art form during this period. 114 If we then place or 

conceptually integrate Jacks' own artist's books into this personal collection of 

international material, the affiliations are clearly apparent. In a similar manner 

to the way his series of hand-stamped books function trans-nationally, Jacks' 

collection of artists' books, including his own work, illustrates the intersections of 

international and Australian practice in the 1970s. 

Whilst Jacks' hand-stamped books have received an extended discussion so 

far, there is one title, produced in the midst of this series, which represents his 

acceptance of the commercially-printed multiple artists' book, Red Diagonals 

1976.11 5 It is a book that shifts the material emphasis from the repetitive manual 

to the repetitive mechanical, although as a variation it still conforms to Jacks' 

hand-stamped 'house-style'. Red Diagonals comprises sixteen pages in which a 

long thin horizontal band is gradually segmented from two to six parts, using 

hatched lines of varying spacing, orientation and thickness. The measured 

segmentation of the horizontal band from the first page to the last, which is 

narrated through the turning of the pages, has an obvious minimal-conceptual 

heritage, even though it does not conform to a rigorous and exhaustive 

permutation in the strict manner of LeWitt's serial systems. 

As a 'commercially' printed work in an edition of 250 copies, the publication of 

Red Diagonals can easily incorporated into the mid-1970s discursive frame 

surrounding artists' books, and it was one of the works that Jacks was 

represented by in the exhibition Artwords and Bookworks at Los Angeles Institute 

of Contemporary Art in 1978. 11 6 In the same year a copy of his hand-stamped 

Color Book 1975 was included in another touring exhibition Artists' Books USA, 
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1978-1980, 117 while around this time a c~lection of Jacks' artists' books and 

other stamped material was archived with Franklin Furnace in New York. 118 

His inclusion in these North American exhibitions also coincided with his 

recognition in Australia, when his hand-stamped books were reviewed by Gary 

Catalano in Art and Australia in 1977. 119 Although Catalano conceded they 

'are sure to perplex many people, even those with a more than passing interest 

in contemporary art.' 120 The following year, in the first survey of Australian artists' 

books arranged as part of the touring exhibition Artists Books I Bookworks, (1978-

79), 121 Jacks was represented by a selection of hand-stamped, hole-punched 

and painted books, 122which quantifiably made him one of the most prominent 

and representative artists. His series of hand-stamped books, which at the time 

was still ongoing, achieved what it was conceptually bound to do; to materially 

and symbolically entwine the discursive frame of international artists' books with 

Australian artists' books. 

Jacks returned to Australia in 1978, to take up an artist-in-residence at the 

University of Melbourne, which was followed by a teaching post at the Sydney 

College of the Arts (1980-1883), before his return to Melbourne in the mid-1980s. 

During this five year period Jacks completed his series of hand-stamped books 

with one title produced annually; Vertical & Horizontal (1978), Red Dots (1979), 

Black Lines (1980), Green Lines (1981) and Right - Left (1982), the twelfth and 

final volume to complete the series. There is a duality in these last titles; the 

books realised on his return to Australia were necessary to allow the project 'run 

its course' through to conceptual completion, on the other hand, they also 

represent a tapering off of Jacks' engagement with artists' books. The transient 

expatriate lifestyle that had initiated his creation of ephemeral conceptual 

pieces and hand-stamped books in New York at the turn of the 1970s was no 

longer as critical to his practice in the 1980s, when, by his own admission, his 

work was becoming more 'eccentric'.123 

In this chapter, the idea of 'global conceptualism' has provided a backdrop to 

discuss the work of two artists, one American, Sol LeWitt, the other Australian, 

Robert Jacks, who are both recognised practitioners within the respective fields 

of international and Australian artists' books, but whose work has not been 

analysed alongside each other previously. The approach in this chapter has 
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been undertaken because pairing up an analysis of their work in parallel can 

illuminate the temporal transition from the proto-discursive to the field of 

international artists' books in the mid 1970s, while at the same time enmeshing 

the histories of international and Australian artists' books. 

What is evident in the case studies of both LeWitt and Jacks is that their early 

engagements with books as art recognising that by the end 1973 LeWitt had 

published only eight titles and Jacks a total of four, are illustrative of the wider 

conceptual and material struggles taking place in the endeavour to delineate 

a distinct field of artists' books. Their work also clearly illustrates the way 

strategies from Minimalism, Conceptual art and post-Minimalism were 

transfigured into artists' books as the ideal inter-media art form. 

Once the international field coalesced with Artists Books in 1973, both artists 

subscribed to the central ideas circulating with the discursive field, which no 

doubt encouraged their more prolific output through the 1970s. Moreover 

during this decade, an internal dialogue develops within each artist's output of 

books, resulting in the 'classic' format of LeWitt's books, and Jacks own unified 

series of hand-stamped books, spanning 1973 to 1982. In both cases the self

defining nature of their individual output in book form is symbolic of the 

solidifying of the broader field of practice. 

Lastly, it has been proposed in this chapter that Jacks' collection of artists' 

books represents a material archive, as well as an intellectual articulation of 

Australian conceptualism located within the international field. Nevertheless, 

whilst this chapter has explored Jacks' principally expatriate participation within 

the international field of artists' books, the next chapter will investigate how the 

international discursive frame became locally incorporated into Australian post

object art. 
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70 Robert Jacks, in correspondence with the author, 12.11.2003, letter, p.(l) 
71 for example, recently, the exhibition, Robert Jacks: Paintings/Sculptures 
Melbourne/New York 7967-, TarraWarra Museum of Art, Healesville, Victoria, 22 August -
7 November 2004 
n Robert Jacks early 'conceptual' books: 
1969 7-72, also known as 7969, or Untitled, New York: self-published 1969, Xerox, 9.3 x 

5.2 cm (closed), staple-bound, l 4pp, edition unspecified; there are three 
variations to this work, two involving the progression of l through to 12 lines, the 
third, a numerical 1-12; the first linear progressive system related to an exhibition 
1-12, at 122 Greene Street Gallery, New York; see installation shots in Installations 
7 977- 7 973 (197 4), p. (8), simple progression of lines, one line on the first page, two 
on the second, three on the third, and so forth, to twelve on the final page. 

1970 Twelve Drawings, New York: self-published 1970, offset lithography, clear plastic 
folder, cover, blue spine, 28.5 x 22.2 cm (closed), l 4pp, edition of l 00; extracts 
from a large book of details from four years works, including photographs, 
explanatory drawings and diagrams and typescript text. 

1971 An Unfinished Work, 7966-7977, New York: self-published 1971, offset lithography, 
28. l x 22.8 cm (closed), clear plastic cover with typescript pages, white plastic 
spine, 14 pp, edition of l 00; extracts from a large book, numeral analysis of 
sculptural movement. Works: 'Box. No. l, Open Box No. l ', Box No.2, Open Box 
No.2, ... Four Edges No. l, ... ., Edge No. l, ... Edge No.3; Specifications for works 
exhibited at the Whitney Museum Artists Resource Center, New York, 1971, and 
A Space, Toronto, 1972 
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1974 Installations 7977-7973, New York: self-published 1974, offset lithography, 5 V2 x 8 
V2 in. 21 .5 x 14. l cm (closed), l 2pp, edition of 250; photographs of installations of 
exhibitions in New York and Toronto 

The above list of Robert Jacks' early conceptual publications from 1969-197 4 was 
compiled by the author from various sources during research for this thesis, including the 
artist's own Inventory list c.1978, with additional information added from the checklist of 
'books & editions' in the recent touring exhibition and catalogue, Peter Anderson, The 
Artist's Books of Robert Jacks, Bendigo: Bendigo Art Gallery 2009, pp.22-43 
73 Jacks' conceptual publications were listed in, Lucy R. Lippard, Six Years: The 
dematerialization of the art object from 7966 to 7972, New York and London: Praeger 
and Studio Vista 1973, republished by University of California Press, Berkeley and Los 
Angeles 1997, Robert Jacks (tiny untitled book of increasing lines), New York, 1969, p.69; 
Robert Jacks, Twelve Drawings, New York, 1970, p.141; Robert Jacks, An Unfinished Work 
1966-1971, New York, 1971; related work shown at the New York Cultural Center, winter, 
1970-71, p.211 
74 An Unfinished Work 7 966 - 7 97 7 has provided Jacks with the means to record for 
posterity the installations of his New York period, allowing the artist to revisit and 
reinterpret them over time; for example, the re-fabrication of a number of Modular 
works for the exhibition, Robert Jacks: Paintings/Sculptures Melbourne/New York 7967-, 
op. cit., no cat no. 
75 There are a number of related drawings; see for example, Counting - 7 - 7 2 1969 
(cat.34) and Counting- 7 - 721969 (cat.35) in Frances Lindsay and Simeon Kronenberg, 
Robert Jacks: On Paper 7958-7990, Melbourne: The University of Melbourne Museum of 
Art, The University of Melbourne 1990, np 
76 See '112 Greene Street: An Interview with Alan Saret and Jeffrey Lew', Avalanche, 
Winter 1971, pp.12-15; see reference to 112 Greene Street in Phil Patton, 'Other Voices, 
Other Rooms: The Rise of the Alternative Space', Art in America, vol.65 no.4, July-August 
1977, pp.80-89; for a retrospective acknowledgement of 112 Greene Street within the 
entire spectrum of alternative spaces in New York, see Julie Ault, 'A Chronology of 
Selected Alternative Structures, Spaces, Artists' Groups, and Organizations in New York 
City, 1965-85, in Julie Ault, ed., Alternative Art New York, 7965-7985, Minneapolis: 
University of Minnesota Press, New York: The Drawing Center 2002, pp.29-30 
77 Installation shots, supplied to the author, 2008 
78 Robert Jacks, unpublished manuscript, 1977, deposited at Franklin Furnace Archive, 
(6/l /l 977), cited in Peter Anderson, 'Thinking Through /Turning Pages', in The Artist's 
Books of Robert Jacks, op. cit., p.6 
79 Steven Leiber, et al., Extra Art: A SuNey of Artists' Ephemera, 7960-7999, San Francisco 
and Santa Monica, California: California College of the Arts and Crafts and Smart Art 
Press 2001 
80 Anne Moeglin-Delcroix 'Art For the Occasion' in Extra Art: A SuNey of Artists' 
Ephemera, 7960-7999, op. cit., pp.3-19 
81 ibid., p.13 
82 ibid., p.19 
83 Steven Leiber and Todd Alden, 'Extra Art: Surveying Artists Ephemera, 1960-1999', op. 
cit., pp.21-22 
84 see description in Ken McGregor, Robert Jacks: Past Unfolded, op. cit., p.27; Jacks 
chose Adrian Piper as the next exhibiting artist. 
85 ibid., p.26; Jacks, by his own admission, has said he went from a 'successful artist' in 
Melbourne to a relative 'nobody' in New York 
86 For an overview of Jacks' work of the period, see Rachel Kent, 'Robert Jacks: axioms 
of choice', Art and Australia, vol.33 no.2, Summer 1995, pp.192-199 
87 See these paintings illustrated in Ken McGregor, Robert Jacks: Past Unfolded, op. cit., 
pp.69, 71, 73, 74, 77 
88 Robert Morris, 'Notes on sculpture', op. cit., pp.42-44; Robert Morris, 'Notes on 
Sculpture, part 2', op. cit., pp.20-23; Robert Morris, 'Notes on Sculpture, Part 3: Notes 
and Nonsequiturs', op. cit., pp.24-29; Robert Morris, 'Anti form', op. cit., pp.33-35; 
Robert Morris, 'Notes on sculpture, part 4: Beyond objects', op. cit., pp.50-54 
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89 Ian Burn, 'Conceptual Art as Art', Art and Australia, vol.8 no.2, September 1970, p.170, 
cited in Peter Anderson, 'Thinking Through / Turning Pages', in The Artist's Books of 
Robert Jacks, op. cit., p.9 
90 See Gary Catalano, 'The books of Robert Jacks', in The Bandaged Image: A Study of 
Australian artists' books, Sydney: Hale & lremonger 1983, p.35-37; Diane Macleod, 
'Printed Matter: An interview with Robert Jacks', Imprint, vol.33 no. l, Autumn 1998, pp.2-
4; Alex Selenitsch, 'Robert Jacks: the artist's touch', in Australian Artists Books, Canberra: 
National Gallery of Australia 2008 pp.25-35, 113-116, cat. l l-45 
91 Artist's books published in editions greater than ten from 1973-1982: 
1973 Twelve Red Grids, New York: self-published 1973, hand stamped in red ink, 4 V2 x 

5 in. (11.5 x 12.7 cm), l 4pp, staple bound with red tape spine, edition of 100 
(projected) 

1974 Twelve Drawings, New York: self-published 1974, hand stamped in black ink, 4 Y2 
x 5 in. (11.5 x 12.7 cm), image (2. l x 2.6 cm), 14pp, staple bound with black tape 
spine, edition of l 00 (projected) 

1975 Color Book, New York: self-published 1975, hand stamped in red, black, green 
and blue ink, 4 V2 x 5 in. (11.5 x 12.7 cm), 14pp, staple bound with white tape 
spine, edition of l 00 (projected) 

1976 7975-7976, New York: self-published 1976, hand stamped in red and black ink, 4 
Y2 x 5 in. (11.5 x 12.7 cm), l 4pp, staple bound with blue tape spine, edition of 100 
(projected); juxtaposing small (2.0 x 2.5 cm) stamps with large (5.0 x 5.0 cm) 
stamps in sequence 
Red Diagonals, New York: self-published 1976, offset lithography, 5 V2 x 8 Y2 in. 
(14.0 x 21.6 cm), l 4pp, staple bound with red tape spine, edition of 250; printed 
by Soho Factoti, New York 
Lines Dots, Austin, Texas: self-published 1976, hand stamped in red, black, green 
and blue ink, 4 V2 x 5 in. (11.5 x 12.7 cm), 14pp, staple bound with yellow tape 
spine, edition of l 00 (projected) 

1977 Lines Dots Number Two, Houston, Texas: self-published 1977, hand stamped in 
red, black, green and blue ink, 4 V2 x 5 in. (l l .5 x 12.7 cm), image size 4.0 x 4.0 
cm approx., l 4pp, staple bound with green tape spine, edition of l 00 
(projected); horizontal and diagonal lines and varying sized dots over printed 
Circular Drawing, New York: self-published 1977, handmade, red paper with 
punched holes forming a circle, 11 x 8 V2 in. (28.0 x 21.5 cm), lOpp, edition of 50 
(projected), l 0 (actual) 
Spiral Drawing, New York: self-published 1977, handmade, blue paper with 
punched holes forming a spiral, 11 x 8 V2 in. (28.0 x 21.5 cm), l 2pp, edition of 50 
(projected), 10 (actual) 
Top - Bottom, New York: self-published 1977, handmade, yellow paper with 
punched holes progressing top to bottom, 11 x 8 V2 in. (28.0 x 21.5 cm), ?pp, 
edition of 50 (projected), l 0 (actual) 
Two Four-part Drawings, New York: self-published 1977, hand stamped in green 
ink, staple bound, 6 in. x 4 Y2 in. (15.4 x 11.5 cm), 6pp, edition of 30 
Five Drawings, New York: self-published 1977, offset lithography and hand 
stamped in black ink, 8 Y2 x 11 in. (28.0 x 21.5 cm), 5pp, edition of 30 

1978 Dots, New York: self-published 1978, hand stamped in red, black, green and 
blue ink, 4 Y2 x 5 in. (11.5 x 12.7 cm), l 2pp, staple bound with blue tape spine, 
edition of l 00 (projected) 
Vertical & Horizontal, Melbourne: self-published 1978, hand stamped in red, 
black, green and blue ink, 4 Y2 x 5 in. (11.5 x 12.7 cm), 12pp, staple bound with 
light brown tape spine, edition of l 00 (projected); vertical and horizontal lines on 
different colours and thicknesses overprinted 

1979 Red Dots, Sydney: self-published 1979, hand stamped in red ink, 11.5 x 12.7 cm, 
l 2pp, staple bound with red tape spine, edition of l 00 (projected) 

1980 Black Lines, Sydney: self-published 1980, hand stamped in black ink, 11 .5 x 12. 7, 
l 2pp, staple bound with black tape spine, edition of l 00 (projected) 
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1981 Green Lines, Sydney: self-published 1981, hand stamped in green ink, 11.5 x 12.7, 
l 2pp, staple bound with green tape spine, edition of l 00 (projected) 

1982 Right ... Leff, Sydney: self-published 1982, hand stamped in black, blue, red, 
green and yellow ink, 11.5 x 12.7, l 2pp, staple bound with dark brown tape 
spine, edition of l 00 (projected) 

The above list of Robert Jacks' artist's books published in editions greater than ten from 
1973-1982 was compiled by the author from various sources during research for this 
thesis, including the artist's own Inventory list c .1978, with additional information added 
from the checklist of 'books & editions' in the recent touring exhibition and catalogue, 
Peter Anderson, The Artist's Books of Robert Jacks, op. cit., pp.22-43 
92 Gary Catalano, 'Book review: Twelve Red Grids, (1973, $7) Twelve Drawings, (1974, 
$7) Color Book, (1975, $1 l) 1975-1976, (1975-76, $7) Red Diagonals, (1976, $7) Lines Dots, 
(1976, $7) and Lines Dots Number Two, (1977, $7)', Art and Australia, vol.15 no.2, 1978, 
p.152 
93 Gary Catalano, 'The books of Robert Jacks', in The Bandaged Image: A study of 
Australian artists' books, op. cit., p.36 
94 Alex Selenitsch, 'Robert Jacks: the artist's touch', in Australian Artists Books, op. cit., 
p.30 
95 Ulysses Carrion, 'Rubber Stamp Theory and Praxis', in Second Thoughts, Amsterdam: 
VOID Distributors 1980, p.33 
96 ibid., p.34 
97 ibid., pp.34-35 
9a Robert Jacks, quoted in Fundamental Minimalism: 4 New York Artists, Brisbane: 
Institute of Modern Art 1978, np 
99 Quoting sentences 28 and 29 from Sol LeWitt, 'Sentences on Conceptual Art', op. cit., 
pp.3-5, reprinted in Alexander Alberro and Blake Stimson, eds, Conceptual art: a critical 
anthology, op. cit., p.107 
100 Ian Burn, 'The 'Sixties: Crisis and Aftermath (Or The Memoirs of an Ex-Conceptual 
Artist)', Art & Text, no. l, 1981, pp.49-65, see specifically 'the deskilling of the practice of 
art', pp.52-53; reprinted in Ian Burn, Dialogue: Writings in Art History, 1968-1990, North 
Sydney: Allen & Unwin 1991, pp. l 01-119, n222-224, reprinted in Alexander Alberro and 
Blake Stimson, eds, Conceptual art: a critical anthology, op. cit., pp.392-408 
101 See Folded Piece - Brown 1976, oil on paper, l 00.0 x 50.0 cm (cat.69) and Folded 
Piece - Green 1976, oil on paper, 100.0 x 50.0 cm (cat.70), in Frances Lindsay and 
Simeon Kronenberg, Robert Jacks: On Paper 1958-1990, op. cit., np; see also 
Fundamental Minimalism: 4 New York Artists (Ric Evans, Robert Jacks, Peter Fleishman, 
Paul Stratigos); the exhibition was conceived to overcome the practicalities of sending 
an exhibition from North America to Australia, in that the four contributing artists, were 
each represented by six works on paper, of the same dimensions (50.0 x l 00.0 cm), 
composed using 'industrial' or office materials, with the works simply tacked to the 
walls; Jacks was represented by six Untitled works, oil paint on paper, folded in various 
grid patterns 
102 Robert Jacks, quoted in Diane Macleod, 'Printed Matter: An interview with Robert 
Jacks', ibid., p.3 
103 Robert Jacks, in conversation with the author, June 2008; see for example, Stamps 
(1976-77), including, Stamps, Number 3, August 1977; published by Robert Jacks; with 
contributions by Carol Bruns, Ray Di Palma, Ric Evans, Peter Fleishman, Vincent Hum, 
Robert Jacks, Robert McNealy, Robert McPherson, Gordon Meyer, Paul Stratigos; see 
also, the compilations; Carol Bruns and Robert Jacks, eds, Seventy Six Pages, New York: 
self-published 1977; Carol Bruns and Robert Jacks, eds, Fifty Four Pages, New York: self
published 1978; comprising stamped, photocopied and collaged pages supplied by 
the contributing artists, poets, writers, musicians, submitted to Jacks and Bruns for 
binding and publication; Robert Jacks, in correspondence with the author, June 2008 
104 International Stamp Print Exhibition, La Mamelle Arts Center, San Francisco, 1976; 
Second International Stamp Art Exhibition, University of Colorado, Colorado Springs, 
1977; see also a range of European venues, listed in Ken McGregor, Robert Jacks: Past 
Unfolded, op. cit., pp.159-160 
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10s Aart van Barneveld and Annette Forster, eds, 'Robert Jacks', Rubber, no.2, February 
1978, published to coincide with an exhibition, Robert Jacks: Stamped Images, 
Stempelplaats, Amsterdam, 25 February - 24 March 1978 
106 Robert Jacks, 'Some Rubber Stamp Functions' (from a letter from Robert Jacks, 3 
February 1978), reprinted in Aart van Barneveld and Annette Forster, eds, 'Robert 
Jacks', op. cit., np 
io7 Robert Jacks, in correspondence with the author, 12.11.2003, letter p. (2) 
10s Printed Matter, Inc. Artists' Books Catalogue, October 1977; 1975/1976 (B0013: $5.00); 
Color Book (B0012: $7.00); Hand Stamped (cards) (B0074: $1.00); Lines Dots Hand 
Stamped (BOOlO: $5.00); Lines Dots Number Two (B0008: $5.00); New York 1975 (hand 
stamped cards) (B007 l : S l .00); Red Diagonals (A0338: $2.50); Robert Jacks 1976 (hand 
stamped cards) (B0073: S 1.00); Three Hand Stamped Cards (in an envelope) (B0072: 
$1 .00); Twelve Drawings (BOOl l: $5.00); Twelve Red Grids (B0009: $5.00); (untitled) (hand 
stamped cards (BOlOO: $1 .00) 
109 Robert Jacks, quoted in Diane Macleod, 'Printed Matter: An interview with Robert 
Jacks', op. cit., p.3 
110 The following select list of Robert Jacks' collection of artists' books and publications 
was compiled by the author after visiting the artist's studio in January 2009: 
Carl Andre, Quincy Book, Andover: Addison Gallery of American Art 1973 
Art Language, vol. l no.2, vol. l no.3, vol.2 no. l, vol.2 no.2 
John Baldessari, Throwing a Ball Once to Get Three Melodies and Fifteen Chords, Irvine: 
The Art Gallery of the University of California, Irvine 1973 
John Baldessari, Brutus Killed Caesar, Akron: The Emily H. Davis Art Gallery at The 
University of Akron 1976 
John Baldessari, Four Events and Reactions, Amsterdam: Stedelijk Museum 1975 
John Baldessari, Fable: A sentence of thirteen parts (with twelve alternative verbs) 
ending in Fable, Hamburg: Anatol AV und Filmproduktion 1977 
Robert Barry, Douglas Huebler, Joseph Kosuth, Lawrence Weiner, January 5-31, 1969, 
(catalogue) New York: Seth Siegelaub 1969 
Mel Bochner, 11 Excerpts (1967-1970), Paris: Editions Sonnabend 1971, text in English and 
French 
Ian Burn, Roger Cutforth, Stephen J. Kaltenbach, Sol LeWitt, David Nelson, Adrian Piper 
and Mel Ramsden, Untitled Magazine, New York: Art Press, July 1969, 2 copies 
Carole Conde and Karl Beveridge, ... It's Still Privileged Art, Toronto: Art Gallery of 
Ontario 1976 (ISBN: 0-919876-11-0) 
Roger Cutforth, The Empire State Building: A Reference Work, (First Edition), New York: 
Art Press 1969, text in English 
Roger Cutforth, The Empire State Building: A Reference Work, (Second Edition), New 
York: self-published 1971, text in English and French 
Roger Cutforth, The Visual Book/ Le Livre Visuel, New York: self-published 1970, text in 
English and French 
Roger Cutforth, CN /ET/ ESB (Cleopatra's Needle I Eiffel Tower I Empire State Building): 
The Non-Art Project 1970/71, London: self-published 1971 
Peter Downsbrough, Notes on Location, New York: NRT (The Vanishing Rotating 
Triangle) 1972 
Peter Downsbrough, Notes on Location II, New York: NRT 1973 
Peter Downsbrough, Two Lines, Six Sections, Paris: Gallery 9 1973 
Peter Downsbrough, Two Lines, Five Sections, London I New York: Jack Wendler 1974 
Peter Downsbrough, Two Pipes Fourteen Locations, New York: Norman Fisher 1974 (ISBN 
0-8150-0732-9) (2 copies) 
Peter Downsbrough, In Front, Ghent, Belgium: Jan Vercruysse 1975 
Peter Downsbrough, Beside, Sydney: Michael Hobbs 1976 (2 copies) 
Sol LeWitt, Arcs, circles & grids, Bern: Kunsthalle Bern and Paul Bianchini 1972 
Sol LeWitt, Incomplete Open Cubes. New York: John Weber Gallery 1974 
Sol Le Witt, The location of lines, London: Lisson Publications 197 4 
Sol LeWitt, Four basic kinds of straight lines, London: Studio International 1969 
Sol LeWitt, Squares with sides and corners torn off, Brussels: MTL 1974 
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Sol LeWitt, Lines & Color, Zurich: Anne Marie Verna; Basel: Rolf Preisig; Bari: Marilena 
Bonomo 1975 
Sol LeWitt, Color grids: all vertical and horizontal combinations of black, yellow, red and 
blue straight, not-straight and broken lines, New York and Colombes, France: Multiples 
Inc. and Generations 1977 
Sol LeWitt, Geometric figures and color, New York: Harry N. Abrams 1979 
Sol LeWitt, Autobiography, New York and Boston, MA: Multiples Inc. I Lois and Michael 
K. Torf 1980 
Mario Merz, Fibonacci 1202, Turin: Sperone Editore 1970 
Bruce Nauman, LAAIR, New York: Multiples 1970 
Claes Oldenburg, Notes in Hand, New York: E. P. Dutton 1971 
Joan Poldaas, MSC (Machine System Colorants) Series# 1, Toronto: self-published 1974; 
comprising l 0 monochrome painted pages using commercial synthetic polymer paints, 
with handwritten instructions, p. l, bound with white card cover and white tape spine; 
edition unknown 
Joan Poldaas, MSC Series# 2, Toronto: self-published 197 4; comprising l 0 monochrome 
painted pages using pairs commercial synthetic polymer paints mixed in equal parts, 
with photocopied handwritten instructions, p. l, bound with white card cover and black 
tape spine 
Joan Poldaas, MSC Series #3, Toronto: self-published 1975; comprising 10 monochrome 
painted pages using pairs commercial synthetic polymer paints mixed in equal parts, 
with typescript instructions, p. l, bound with white card cover and red tape spine 
Joan Poldaas, MSC Series #4, Toronto: self-published 1976, comprising 10 monochrome 
painted pages using pairs commercial synthetic polymer paints mixed in equal parts, 
with typescript instructions, p. l, bound with white card cover and blue tape spine 
Incomplete series of artists' booklets published by Lapp Princess Press in association with 
Printed Matter 
Fred Sandback, Ten isometric drawings for ten vertical constructions, 1977 (no. l) 
Jackie Ferrara, Drawings, June and July, 1977 (no.4) 
Alice Aycock, Project entitled 'The beginnings ofa complex ... ' (1976-77): notes, 
drawings, photographs, 1977 (no.6) 
Ralph Humphrey, Studies, 1977 (no.7) 
Sylvia Plimack Mangold, Inches and field, 1978 (no.8) 
James Rosenquist, Drawings while waiting for an idea, 1979 (no. l 0) 
Robert Mangold, Six arcs, 1978 (no.11) 
Chuck Close, Keith: six drawings, 1979 (no.12) 
Marcia Resnick, Tahitian Eve, New York: self-published 1975 (ISBN: 0-915896-01-X) 
Edward Ruscha, Twentysix Gasoline Stations, 1963; copy from third printing in 1969 
Edward Ruscha, Every Building on The Sunset Strip, 1966; one copy from first edition in 
silver slipcase, plus a second silver hardback covered copy from the 1971 edition 
Edward Ruscha, Nine Swimming Pools, 1968; copy from first edition 
Edward Ruscha, Crackers, 1969; copy from single edition 
Edward Ruscha, Royal Road Test, 1967; copy possibly from first edition 
Edward Ruscha, Records, 1971; copy from single edition 
Edward Ruscha, Various, Small Fires, 1964; copy probably from second printing in 1970 
Edward Ruscha, Real Estate Opportunities, 1970; 2 copies from single edition 
Edward Ruscha, A Few Palm Trees, 1971; copy from single edition 
Edward Ruscha, Colored People, 1972; copy from single edition 
Edward Ruscha, Thirtyfour Parking Lots, 1967; copy possibly from first edition 
Michael Snow, Cover to Cover, Halifax and New York: The Press of the Nova Scotia 
College of Art and New York University Press 1975 
Alan Sondheim, Lists, New York: self-published 1971 
Pat Steir, Short Stories+ Loves Songs, Geneva: Ecart Workshop 1977 
Richard Tuttle, Book, Lausanne and Paris: Paul Bianchini Books and Editions des Massons 
in association with Yvon Lambert 197 4 
Jeff Wall, Landscape Manual, Vancouver: Fine Arts Gallery at The University of British 
Columbia 1970 
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111 Robert Jacks, in conversation with the author, June 2008 
112 Clive Phillpot 'Some Contemporary Artists and Their Books', in Joan Lyons, ed., Artists' 
Books: A Critical Anthology and Sourcebook, op. cit., p. l 09 
113 Fred Sand back, Ten isometric drawings for ten vertical constructions, 1977 (no. l ), 
Jackie Ferrara, Drawings, June and July, 1977 (no.4), Alice Aycock, Project entitled 'The 
beginnings of a complex ... ' (7976-77): notes, drawings, photographs, 1977 (no.6), Ralph 
Humphrey, Studies, 1977 (no.7), Sylvia Plimack Mangold, Inches and field, 1978 (no.8), 
James Rosenquist Drawings while waiting for an idea, 1979 (no. l 0), Robert Mangold, Six 
arcs, 1978 (no.11) and Chuck Close, Keith: six drawings, 1979 (no. 12) 
114 See for example, Bookworks, Museum of Modern Art, New York, 17 March - 17 May 
1977 (curated by Barbara J. London) 
115 Robert Jacks, Red Diagonals, New York: self-published 1976, offset lithography, 5112 x 
8 V2 in. (14.0 x 21.6 cm), red spine, 14pp, edition of 250; printed by Soho Factoti 
11 6 Artwords and Bookworks, Los Angeles Institute of Contemporary Art 28 February - 30 
March 1978; toured to Artists' Space, New York (summer); Herron School of Art 
Indianapolis; New Orleans Contemporary Art Center, New Orleans (late Fall); to 
Australia (as Artists Books/ Bookworks); Robert Jacks, Red Diagonals, New York: self
published 1976; plus correspondence art Postcard 1971 (with Ric Evans) and Envelope 
1976 
117 Peter Frank and Martha Wilson, Artists' Books USA, Washington, D.C. and New York: 
Independent Curators Incorporated 1978; travelling exhibition, 1978-1980; Robert Jacks, 
Color Book, New York: self-published 1975, Rv937 J201 
11 s The Museum of Modern Art Library (courtesy of its acquisition of the Franklin Furnace 
Archive) holds individual and in some case multiple copies of Jacks' hand stamped 
books, as well as sets of hand stamped postcards, plus his early 'conceptual' 
publications, and additional artist's archive material, totalling 32 catalogued items; 
online catalogue accessed, 18 January 2007 
119 Gary Catalano, 'Book review: Twelve Red Grids, (1973, $7) Twelve Drawings, (1974, 
$7) Color Book, (1975, $1 l) 7975-7976, (1975-76, $7) Red Diagonals, (1976, $7) Lines Dots, 
(1976, $7) and Lines Dots Number Two, (1977, $7)', op. cit., pp. 152-153 
120 ibid., p.152 
121 John Buckley, et al., Artists Books/ Bookworks, Brisbane, Melbourne, Adelaide: 
Institute of Modern Art Ewing and George Paton Galleries, Experimental Art Foundation 
1978 
122 In addition to a 'complete' selection of hand-stamped books to 1978, the follow 
works were also included, Robert Jacks, Top to Bottom, 1977, New York: self-published 
1977, handmade, blue paper, punched holes, 7 pages 28.0 x 21.5 cm; Circular 
Drawing, New York: self-published 1977, handmade, red paper, punched holes, 12 
pages 28.0 x 21.5 cm; Painted Books 7, 2, 3, 4, Melbourne: self-published 1978, 
watercolour on paper, 50.4 x 74.0 cm, listed in Noel Sheridan, 'Australian Artists Books', 
in Artists Books/ Bookworks, op. cit., pp.105-106, no cat. no. 
123 For an in depth study of Jacks' career as a painter, see Ken McGregor, Robert Jacks: 
Past Unfolded, op. cit.; there was no mention of Jacks' artist's books in this monograph 
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6. Global conceptualism and Australian post-object art 

The previous two chapters have presented on international perspective on 

artists' books as a backdrop to the history of Australia artists' books over the 

period 1963 to 1983. As has been explored in the international context, through 

the first decade, from the publication of Edward Ruscho's Twentysix Gasoline 

Stations in 1963, to 1972, books as art were submerged within Conceptual art or 

conceptual ism, while post-197 3, the term artists' books appeared to delineate 

a specific field of artistic practice. It was during the late 1960s that artists, such 

as Ruscha, Robert Barry, Lawrence Weiner and Sol Le Witt, who as 'artworld 

champions' hove received extended discussions in this thesis, began to explore 

the 'book as artwork', while specific publications, in particular The Xerox Book 

1968, published by the New York art dealer Seth Siegeloub, established the 

conceptual parameters for artists' books. 

The experiences of two expatriate Australian artists, Ian Burn and Robert Jocks, 

who were both based in New York during the late 1960s and 1970s, hove been 

located within the context of the international field of artists' books. The 

investigation of their work alongside their international contemporaries hos 

illustrated how their engagements with art form parallels the broader ideas and 

debates through the period. Their works in book form also acted as early 

conduits for ideas about artists' books to filter back to Australia. 

This chapter will investigate Australian post-object art and artists' books in 

Australia within the expanded frame of global conceptuolism. As was 

previously outlined, Robert Rooney was one of the first Australian-based artists 

to respond to the global circulation of artists' books, through material that 

arrived in the post from New York, specifically Ian Burn. Mel Ramsden and Roger 

Cutforth, as well as, through his personal interest in Ruscha's books. Rooney can 

be seen to hove consciously positioned his local practice within global 

conceptualism through his collection of artists' books, publications and 

catalogues, which he acquired during the years, 1968 to 1972. 

In the literature review and previous chapters, the discursive frame surrounding 

artists' books hos been identified as binding the art form and delineating the 
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scope of this thesis. as well as. theoretically providing o means of modelling o 

field of artists' books. loosely based on Pierre Bourdieu's conception of o field of 

cultural production. By considering the scope of this discursive frame of artists' 

books as overlapping with global conceptualism. we ore able to explore how 

the field of artists' books extended internationally, which in turn illuminates how 

the discursive frame functioned as o self-perpetuating apparatus to facilitate 

the circulation of artists· books to and from Australia within this global network 

In the literature review. it was shown how the discursive frame surfaced and 

circulated through international art magazines. with specific reference to 

Artforum and Studio International as two of the most widely read magazines 

within Australian post-object circles. The role of international art magazines 

within the Australian context is also important due to the scarcity literature on 

artists' books contained within Australian art magazines and journals; as 

evidenced by Art and Australia, in print since 1963. and the other short-lived 

alternative publications. Other Voices (1970). Art Dialogue (1973-1974). Art 

Network (1979-1986) and Art & Text (from 1981-1999). Despite the limited 

literature contained within Australian-published material. what con be 

ascertained. as will be argued in this chapter. is that the discursive frame of 

artists' books which bound international practice. also precipitated and 

informed Australian engagements with the art form through the 1970s. 

The role of exhibitions of artists' books in the establishment and circulation of the 

discursive frame hos been addressed in the previous chapters; the impact of 

Artists Books (1973) in establishing a distinct field of practice. and the exhibition 

Artists' Books organized under the auspices of The Arts Council of Great Britain 

in 197 6 as illustrating how the rhetoric was applied in on Anglo-European 

context. In her study of book art in America, Betty Bright identified three 

exhibitions as crucial to. and representative of. the history of multiple artists' 

books; Artists Books (1973). Artwords and Bookworks (1978) and VIGILANCE: 

Artists· Books Exploring Strategies for Social Concern (1978). 1 Artwords and 

Bookworks is particularly relevant in relation to Australian exposure to 

international artists' books. as a selection of material from Artwords and 

Bookworks was sent to Australia in 1978. to be displayed alongside Australian 

artists' books in the locally-curated exhibition Artists Books I Bookworks. which 

toured Australian alternative spaces during 1978-1979. 
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Artists Books / Bookworks, which is discussed in detail later in this chapter. as this 

thesis will argue. was crucial to the recognition of Australian post-object artists' 

books and establishing the foundations for the field of Australian artists' books. 

The exhibition. which was arranged by. and toured to. the Ewing & George 

Paton Gallery, Melbourne, Institute of Modern Art. Brisbane, and the 

Experimental Art Foundation. Adelaide, is also indicative of the alignment of 

artists' books with the 'decentralised' network of 'alternative' art spaces. in this 

case within Australia. that were proactive in the support and circulation of the 

artists' books in the 1970s. 

This chapter will present two coses studies that explore Australian artists' books 

in the 1970s. The first case study will examine the alternative artist-run space, 

lnhibodress, as the local outpost of global conceptuolism and site for Australian 

post-object art in the early 1970s. The case study will concentrate on two 

aspects in particular; Tim Johnson's self-published artist's books, produced from 

the early to the mid 1970s, and Mike Parr's quosi-institutionol /nhibodress 

Archive: Deportment Mike Parr. which he established as on archive of primary 

and secondary information gathered through correspondence with artists in 

North America and Europe, and during a European trip undertaken in 1973. 

The second case study will consider the role of the Experimental Art Foundation 

in Adelaide. Founded in 1974, the Experimental Art Foundation (EAF) became 

the most proactive local ·alternative· space engaged with the production and 

promotion of Australian post-object artists' books through the 1970s and into the 

early 1980s. The EAF either published or facilitated the publication of a number 

of Australian artists' books that ore conceptually validated by the international 

discursive frame for artists' books. As representative of the EAF's integration into 

the global network, it also published a number of books by visiting international 

conceptual and performance artists. as well as established a lending library 

and artists' books collection during the 1970s, which the organisation has 

retained to the present 

The role that the EAF's inaugural Irish-born director Noel Sheridan played in 

supporting artists' books within the organisation is best illustrated through his 

'curatorial' contribution to the 'Australian Artists' Books' section incorporated 
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into the exhibition Artists Books I Bookworks. As is orgued in this thesis. this 

exhibition. in the first instance illustrates the connectivity of Australian post

object practice with the international discursive frame. but secondly. and more 

specifically, the recognition of Australian artists' books marks a milestone in the 

history of the field in Australia. 

6.1. Australian post-object art 

The term 'post-object art·2 is used within this thesis to identify Australian variants 

within global conceptualism and to encompass the brood range of artistic 

activities that characterized lnhibodress and EAF. The use of the term 'post

object' in this chapter is twofold; firstly. as a convenient term that distinguishes 

the Australian context from the international perspective presented in this thesis 

so far. and secondly, because the term 'post-object' was employed historically 

within the Australian art world as the label applied to the range of practices. 

including performance. film and video. land and environmental art. and 

alternative publishing. which inform this study of Australian artists' books. 

The use of the term 'post-object' within the Australian art world con be credited 

to Donald Brook. who as Senior Lecturer at the Power Institute of Fine Arts. 

University of Sydney. and art critic for the Sydney Morning Herold (1967-72). was 

a vocal advocate of post-object practice in Sydney. He also delivered the 

Second Power Lecture in Contemporary Art in 1969. entitled 'Flight from the 

Object'. which was the most articulate theorisation of Conceptual art and the 

many variants of conceptuolism in Australia at this time.3 

In a recent paper by Heather Boker and Charles Green, ·Flight from the Object: 

Donald Brook. lnhibodress and the Emergence of Post-Studio Art in Early 1970s 

Sydney'.4 the authors argued that Brook's contribution as on art theorist was 

fundamental to the post-object practice in Sydney in the early 1970s. His 

formulation of theoretical framework that could engage with both Australia 

and international contemporary art transcended the debate about 

'nationalism· that hod characterised the division between the Antipodeans 

and 'international' abstraction in the preceding decode. According to Brook. 

that while on artist was not free from local factors, the degree that it was 

manifested within their work was not a measure of the work's quality. 5 Brook's 
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founding of the Tin Shed's at the University of Sydney and his critical support of 

lnhibodress as an experimental alternative space was significant to the small 

post-object community in Sydney. especially prior to his departure in 197 4 to 

take up the post of Professor of Fine Arts at Flinders University in Adeloide .6 

The term 'post object' was also used to define two exemplary exhibitions that 

coincide with the case studies in this chapter. The first. was the Contemporary 

Art Society sponsored exhibition at Central Street Gallery, The Situation Now: 

Object or Post-object Art? which was organized by Terry Smith and Tony 

McGillick in August 1971 .7 This exhibition presented a microcosm of the 

competing tendencies in Australian art in the early 1970s, and set the post-Field 

hard-edge and colourfield pointing associated with Central Street Gallery 

against the post-object practices of lnhibodress. The second exhibition. held at 

the EAF in mid-197 6, was Australian and New Zealand: Post Object Art: A 

SuNey, and was the first broad suNey of Australasian post-object practice. It 

was also the exhibition that cemented the EAF's position as o leading 

·alternative space' in Australia throughout the 1970s. 

6.1.1. lnhibodress 

lnhibodress, established 'in' the premises of the former Hibodress Blouse 

Company in the inner-city Sydney suburb of Woolloomooloo, was arguably the 

first contemporary artist-run 'alternative' space in Australia. During its short

existence from late-1970 to August 1972, lnhibodress became the local outpost 

of global conceptualism and centre for Australian post-object practice.a 

Conceived initially as on artists' 'collective', with eleven founding members,Q 

the intellectual and financial burden of running lnhibodress was principally 

borne by three members, Mike Parr, Peter Kennedy and Tim Johnson. 

At the time of opening. Parr expressed his hopes to Donald Brook: 

The co-operative provides a context for experimental work. I om inclined 
to regard it as a matrix in which ideas will be formed. This is a decided 
advantage .. . it offers on imaginative alternative to the studio/gallery set
up ... in fact it could be regarded as a combination of both situations .... I 
regard the gallery as an environment ... this implies a familiar special 
attitude to the place that is not possible with a commercial gallery. In 
line with the gallery as o created environment. I find that I now have little 
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interest in forcing self-reliant objects into the gallery. rather I opt for the 
gallery as a context in which objects or rather situations and ideas ore 
formed. '0 

Likewise Johnson noted: 

In the Australian context. the type of work we are doing is new and this 
itself is worthwhile. It is important that new work should be developed as 
soon as possible ... Australia hasn't much tradition. or standards to draw 
on. The only solution is to draw on a tradition that is non-regional. Certain 
types of ideas have no regional ties. Information from these sources is 
sufficient to cause a new movement in Australian art. It must be self 
governing and self sufficient to suNive ... Australia is at lost in a position of 
being able to contribute to world culture. 11 

To contribute to this 'world culture' or global conceptuolism. lnhibodress 

established on ambitious program of exhibitions. installations and 

performances; important solo shows by members, including Mike Parr's Word 

Situations I and II (1971). Peter Kennedy and Mike Parr's Video Works (1971 ). and 

Johnson· s Out of the Gallery; Installation as Conceptual Scheme ( 1971 ); group 

exhibitions, such as Activities: Performance Participation and Art by Instruction 

(1971 ). organized by Johnson. 4 Artists Using Photography (1971 ). arranged by 

Kennedy in association with Pinocotheca, Melbourne. and the Trans Art series 

(1972). 2 

Of all the exhibitions held at lnhibodress. it was probably Activities: Performance 

Participation and Art by Instruction (l 0-29 Moy 1971 ), which was the most 

strategically 'international' in outlook. It was a deliberate attempt to locate 

lnhibodress, and the activities of its founders, within a global context. In April 

1971. Parr and Kennedy wrote to Lucy R. Lippard. outlining that· 'Implicit in our 

intentions is a need to show overseas artists. lnhibodress intends to reconcile the 

local avant-garde with the most progressive international art' , lJ Parr and 

Kennedy's overtures to Lippard were in turn reciprocated by reference to the 

founding of lnhibodress, and extracts of the work of Parr, Kennedy and 

Johnson, being published in Six Years: The dematerio/izotion of the art object 

from 1966 to 1972(1973).14 

Activities: Performance Participation and Art by Instruction, 15 was conceived by 

Johnson, following a trip to England and Europe in December 1970 to January 

1971. and brought together lnhibodress artists with the work of international 
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practitioners. The international contingent were mainly British and American 

artists whom Johnson had met during his trip. or whose work he was familiar with 

through contemporary art magazines, such as Artforum. Art International, 

Studio International and independent magazines File and Avalanche.16 

Johnson's recollections of his trip provide an anecdotal account of the 

international 'art world' in which he aimed to position lnhlbodress and his own 

practice; a coalescing network of contemporary galleries and 'alternative' 

venues that has already been identified in the previous chapters: 

I went to Lisson Gallery in London. It wasn't a cooperative but they were 
showing interesting work . .. .. Artists were doing the some things in London 
as we did at lnhibodress . .. There was interesting work in Cologne and 
Dusseldorf - the Konrad Fischer Gallery. for example. The Nova Scotia 
College of Art and Design asked for exchange exhibitions and I sent a 
show over there. In Melbourne there was Pinacotheca Gallery, where 
artists had a say in the running of the gallery ... 17 

With specific reference to Activities. Johnson later recalled: 

The exhibition was a collaboration between local artists and 
international artists .. . Mainly it was work I had collected when I was in 
England from people such as John Hilliard. Ian BreakwelL and there were 
others whose work took non-permanent or instruction form ... . The 
emphasis was on the catalogue and on the fact that these conceptual 
works were relevant in Sydney and that local artists did similar works. 
Each artist had a page in the catalogue. In this sense it was a model for 
a lot of exhibitions that came along later where local artists combined 
with overseas artists .... We were ... only in a position to ask a small 
number of artists to work directly in the gallery. At the same time, we 
were in a position to write and ask for catalogues and books and to use 
published works that were in instructional form. ts 

Lawrence Weiner's contribution to Activities was his 'public freehold' 

'statement', 'One standard Air Force die marker thrown into the sea'. sourced 

by Johnson without any direct contact with the artist; in all likelihood from 

Siegelaub · s January 5 - 31. 7 969 catalogue. 19 The inclusion of international work 

by artists. such as Weiner. Breakwell, Mel Bochner. Victor Burgin, Barry Flanagan 

and John Hilliard, was nevertheless the 'evidence' that showed to a local 

audience the international affiliations of lnhibodress within global 

conceptualism. In the process of sourcing of work through printed material. 

catalogues. ephemera and artists books, it is not surprising that Johnson. Parr 

and Kennedy developed an interest in producing their own artist's publications, 
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as a means of documenting. recording and circulating their own experimental 

activities. performances and 1nstollotions. 

Thus the process of locating Australian post-object p ractice within global 

conceptuolism necessitated. on one hand. the sourcing of material from 

Europe and North America. and on the other. the complementary production 

of Australian printed matter and artists' books for exchange and circulation 

within the global network In addition to the typescript sheets and photocopied 

documents that accompanied exhibitions such as Activities. Parr. Kennedy and 

Johnson instigated their own broadsheet lnhibodress Information. containing 

both primary and secondary material. to be distributed to 'subscribers'. 

lnhibodress Information was 'conceived as o means of extending dialogue and 

participation in the activities and ideas of the gallery outside the physical 

confines of the gallery space. It was also a means of the artists themselves 

toking some control over the publication of material relating to their own and 

other artists' work' .20 (See Plate 42) 

The format and content of lnhibodress Information is comparable to the array 

of amateurish artists' publications that circulated out of artist-run spaces and 

alternative venues through the 1970s. The first two issues, published in early 1971. 

were internationally-networked ·collective· publications with the content 

sourced from overseas contacts and reprinted articles. edited by Parr. Kennedy 

and Johnson.::>• The third and final issue published in 1972. edited by Parr and 

Kennedy. was a more ambitious and self-promotional publication, containing 

working instructions for video works by both artists. 

In 1971. Parr and Kennedy, on behalf of lnhibodress Information. issued a 

typescript flyer advising subscribers that they were planning to import a sample 

selection of artists' books and catalogues for viewing. with the intention of 

ordering a bulk consignment to Australia This typescript booklist confirms the 

interconnectivity of lnhibodress with international practice. but moreover on a 

material level. their participation within the pro to-discursive field of books as art. 

Amongst the titles Parr and Kennedy planned to import were Siegeloub · s 

published titles. Douglas Huebler (1968). Lawrence Weiner's Statements (1968). 

January 5-31. 1969 and July. August, September 1969, Lippord's index cord 

·catalogue' for the exhibitions 557,087/955,000, '22 plus a total of eight books by 
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Edward Ruscha, three titles published by Sperone Editore. Weiner's Tracee 

Traces (1970). Mario Merz· Fibonacci 7202(1970) and Robert Barry's Untitled 

( 1970), and lastly, Allen Ruppersberg · s 23 Pieces and 24 Pieces. from 1970 and 

1969 respectively.n 

As David Bromfield obseNed in his study on the work of Mike Parr. one of the 

key themes running through lnhibodress was ·a critical and informative 

international exchange·. 2A as evidenced by Activities: Performance 

Participation and Art by Instruction, and which inevitably informed the 

practices of the lnhibodress artists' themselves. In Parr's case. it was the work of 

Dennis Oppenheim. Vito Acconci and Weiner. with whom he felt the strongest 

affinities.2s 111ustrotive of the role that artists' books ployed in the exchange of 

ideas and primary information. it was through o copy of Weiner's Statements 

that Parr hod direct access to Weiner's 'performance' works. What attracted 

Parr was that Weiner's Statements existed in o rigorous minimal format 'without 

o literary history', thus presenting a strategy to language and performance that 

could work in Australia without the second-hand cultural references from 

abroad which implied 'provincial' subjugotion.26 

Thus books as art. as primary information. plus catalogues. artists' publications. 

printed matter and ephemera. as secondary information. played o constitutive 

role in both the flow of Conceptual art and conceptualism to and from 

lnhibodress. Moreover, the very nature of the material and the means of 

exchange, in correspondence through the post. allowed the artists associated 

with lnhibodress to engage with events internationally without the 'time-lag' 

that may hove characterized previous information flows. It is therefore not 

surprising that at the same time they were sourcing artists' books from overseas. 

both Parr and Johnson embarked upon producing their own local variants of 

the art form. 

During 1970-71, Parr. for example. employed the book format in two ways. the 

first was to document his text and performance works by using the boxed 

'book' format. as evident in Word Situations (1970-71 ). and to archive his 'wall 

of words', Woll Definition (1971).27 The second approach was the 'book as 

artwork',28 in which Parr placed his self-published. One Hundred Page Book 

(1971). as 'the best and absolutely watertight example of book as artwork' .29 
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The realisation of this work in 197 l illustrGtes how quickly the legitimacy of books 

as art circulated through the formulating proto-discursive frame encompassed 

within global conceptualism. Moreover. its conceptual austerity, comprising 100 

pages. each printed with the number of the page. 'ONE' to 'ONE HUNDRED'. 

indicates Parr's responsiveness to the 'standard' minimal-conceptual ideas. 

such as employing a self-referential system bound to the number of pages. 

recalling Robert Jocks' 1-12. 1969. and the stripping away of secondary 

referents. as occurred in Weiner's Statements to legitimise artists' books as 

primoryworks of art. 

Nevertheless. despite being Australia's first artist-run alternative space 

committed to Australia post-object art. the financial practicalities of having to 

garner the rent from the other members, and the overheads of keeping the 

physical space operational. placed increasing pressure on the viability of 

lnhibodress. which inevitably led to its demise.30 As lnhibodress faltered. Tim 

Johnson deported to pursue his own practice; Kennedy travelled to New York in 

November 1972 and met with George Maciunos. who acquired Parr's Idea 

Demonstrations for the Fluxus New York Archive; while Parr and his family left on 

on extended overseas trip to Europe in February 1973, not returning until late 

September.31 

The engagement of Parr with artists' books did not cease with the closure of 

lnhibodress as on alternate physical space. as on his return to Australia, he 

formed his lnhibodress Archive: Deportment Mike Parr. which will be examined 

in greater depth later in this chapter. It was also Johnson's departure from 

lnhibodress that provided the impetus for his own output of artist's books 

through the early to mid-1970s. which clearly illustrate the intersections between 

Australian post-object practice and international field of artists' books. 

6. 1.2. Tim Johnson's post-object artist's books 

Tim Johnson· s departure from the lnhibodress collective was precipitated by 

the direction in which his work was evolving, as the need for a physical 

exhibition space. even on artist- run 'alternative' venue, became superfluous to 

requirements. Johnson's installations and 'obseNations' could be undertaken in 

any public place, so that he began to toke his perf ormonces to non-gallery 
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venues. and in particular, university campuses. where he found a willing 

participatory audience. 

As the artist outlined in an anticipatory statement accompanying his multi

disciplinary Out of the Gallery, lnstollotion os Conceptual Scheme (1971 ) :32 ·1 

have found the entire notion of working with gallery space limiting. The variety 

of types and the complex make-up of locations outside the gallery. together 

with the absence of certain restrictions and limitations, make a move away 

from the gallery (even when it is regarded as an extension of the studio space) 

desirable .'33 

As a consequence, catalogues and artist's books become the preferred 

means of documenting and recording his activities. so that during the early 

1970s Johnson published an array of post-object publications. which 

established his status within the field of Australian artists' books, including the 

titles; Fittings (1971 ). Public Fitting (1972), Disclosure (1973), Coincidence (197 4). 

Alienation (1976) and ESP(l976). (See note for list of books)34 

In a recent retrospective, curator Julie Ewington identified three interconnected 

threads that characterize Johnson's post-object practice of the early 1970s; 

firstly, an interest in light. both actual and depicted, as evident in his various 

'light' installations and performances. which highlight the 'immateriality' or 

'post-object' nature of light; secondly, the artist's movement 'out of the gallery' 

to create work in everyday private and public spaces. which were 'radical, 

free. democratic, more inclusive and often collaborative art practices': lastly, 

Johnson· s facilitation of ·erotic· group or colloborotive performances to test the 

established artistic, social and cultural boundaries of Australian society.ss (See 

Plates 43 and 44) 

As hos been explored in the previous chapters. travel and the expatriate 

condition was a crucial element in the conceptual and material responses of 

both Ion Burn and Robert Jocks to international Conceptual art and 

conceptuolism. In a similar manner. Johnson's own trip to England and Europe 

in December 1970 to January 1971 was on important catalyst. not only for his 

internationally-networked Activities show. but also for how he conceptualized 

his personal performance pieces. His overseas itinerary provided the 'venues' 
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Plate 43: Tim Johnson. Installation no. l 75. documentation sheet of on installation 
undertaken during the artist's overseas trip. December l 970-Januory l 97 l 



Plate 44: Tim Johnson, Disclosure (public performance), Sydney University, 
19/4/1972, 4 images from a sequence of 16 photographs, in Tim Johnson (and 
Vivien Johnson), Disclosure, Newtown NSW: self-published 1973, pp.64-71; 
Collection of Bob Ramsay 



for a number of early 'installations' that.were presented on his return in Out of 

the Gallery; Installation as Conceptual Scheme.36 As Johnson recalled: 

When I went overseas my studio became the world or wherever I 
happened to be .... If I was in London and I did an art work. say in my 
hotel room. and took a photograph of it. it was important to me that it 
was in London and it embodied the response of an Australian artist to 
the local situation. The places where I made the artworks were part of 
their meaning. I was producing artwork to be documented and that 
documentation went into the gallery .. . I was trying to emphasize the 
context of the art instead of the artwork as object .... To o certain extent 
I could control the exhibition context by telling people that these were 
all just a record. the documentation of the artworks and that they could 
use the documentation to experience the artwork.37 

Indicative of Johnson's transitory situation. the 'installations' were documented 

in the most simple format; a single sheet of paper. with a black-and-white 

photograph. numbered accordingly. 'Installation no. '.and accompanied by 

the title. location. brief description. the materials employed and the dote. His 

documentation was insistently ·anti-object'. ·anti-art· and 'anti-aesthetic' in 

that the photographs and notes were meant to be just that. records of past 

events or installations. 38 Ewington recently labeled these works as a 'travelling 

strategy· or ·a kind of artist's journal', and recalled that Johnson sold copies of 

these 'installations· for a dollar a sheet. ·a provocatively inexpensive price. 

registering the democratic aspirations of post object art' .39 

Filtering into Johnson's practice at this time were the some issues that were 

being explored elsewhere with regard to the distinction between primary and 

secondary information. and Johnson's stance on photography is very closely. 

and perhaps causally. aligned to that of American conceptualist Douglas 

Huebler. whose work Johnson had access to through catalogues and books 

available at lnhibodress. In the catalogue accompanying Siegelaub's January 

5-31, 1969 show was Huebler' s artist's statement: 

The world is full of objects. more or less interesting; I do not wish to odd 
anymore. I prefer. simply. to state the existence of things in terms of time 
and/or place. More specifically, the work concerns itself with things 
whose inter-relationship is beyond direct perceptual experience. 
Because the work is beyond direct perceptual experience. awareness of 
the work depends on a system of documentation. This documentation 
takes the form of photographs. maps. drawings and descriptive 
language.4o 
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Whilst a single sheet of paper may hove proved adequate. or a necessary 

constraint. to record his installations undertaken abroad. by the end of 197 l. 

Johnson hod moved towards a less ephemeral and more archival format for his 

performance works. publishing his first book as art. Fittings in 1971."'1 with a 

second and related title. Public Fitting. published the following yeor.4Z Both 

books document the artist's 'erotic obseNotions·. which preoccupied him in 

the early 1970s. ii3 The book format provided a more permanent means of 

recording these temporal 'performances'. while the use of the book also drew 

attention to the duality of the 'public' sphere in which his performances and 

installations took place and the 'private' nature of the reader's personal 

interaction with the content of the book. 

Public Fitting is a soft-cover photo-lithographic book that contains fifty-one full 

page photographs on each right-hand page. depicting women in public 

whose dresses. and most often mini-skirts. hod been lifted by the wind. (See 

Plate 45) Whilst Johnson's 'erotic obseNotions' may hove addressed. or 

undressed. the social and cultural norms of the time. 44 the voyeuristic and in 

retrospect rather banal 'instructions' ore presented as a quasi- 'scientific' 

experiment The photographs ore sequentially ordered and grouped - front on. 

side on. and from the rear - the last category of 'participants' obviously 

unaware of the stalking artist-photographer. In addition to the bound content. 

some. but not all. distributed copies included a two-page typescript 

'Introduction·. stapled to the inside front cover. This introduction provided the 

reader with two alternative ways of interpreting of the book; as either. 'on 

ocontextuol reading of information contained in the photographs or a 

response influenced by additional information presented (in the Introduction)' .4s 

While the photographs present a simple 'ocontextuol' narrative with a 

concluding visual punch-line. the 'introduction· gives the reader the data that 

specifically locates the photographs by dote (September 197 l -Jonuory 1972). 

time. place (in and around central Sydney), and additional information to allow 

the reader to make ·a more critical and systematic appraisal of the 

phenomenon· :16 In Public Fitting, as well as, subsequent publications of the 

early 1970s. Disclosure 1973 and Coincidence 197 4. the photographic subject Is 

paired with the artist's theoretical musings. 
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Plate 45: Photograph from Tim Johnson, Public Fitting, Newtown: self-published 
1972, np 



In the broader context Public Fitting highlights the predicament of Australian 

post-object artist grappling with his geographic location and conceptual 

position within the global network. The presentation of the photographs 

adheres to a fairly standard minimal-conceptual systemic strategy, while the 

stapled supplementary 'introduction', which binds the photographs to a 

specific geographic and cultural space, con read as a postscript manoeuvre 

to ascribe an 'Australian' context upon an 'international' genre. Public Fitting 

therefore illustrates the duality that characterizes not only Johnson's 

publications, but more broadly many Australian post-object artists' books in the 

1970s, which is a reoccurring obseNation through this chapter and the next. 

Throughout the 1970s Australian post-object artists' books can be incorporated 

within the international discursive frame, while at the same time there appears 

a subversive trajectory within Australian artists' books to realize strategies that 

either explicitly or implicitly affirm a localized geographic and cultural context 

within and/or in relation to global practice. 

It is also worth acknowledging, as mentioned in the literature review. that Public 

Fitting was one of only two Australian artists' books that were included in the 

Moore College of Art Artists Books exhibition in 1973. Public Fitting was lent by 

Willoughby Sharpe, the film and video artist and at the time publisher of 

Avalanche magazine (1970-1976), while a copy of Mike Parr's One Hundred 

Page Book, was lent by Lucy R. Lippard. 4 7 Therefore at the historical juncture 

when artists' books coagulated as a distinct field of practice. so to, by inclusion 

did Australian artists' books. Johnson's Public Fitting and Parr's One Hundred 

Page Book also signify the local participation of Australian artists' books within 

the international field of practice. 

The duality of an 'international' genre with 'local' content reoccurs in Johnson's 

photographic artist's book Coincidence 1974. The cover depicts a non-descript 

image token from a moving suburban train, then inside, a collection of 

presumably 'unrelated' snapshots of people, places. and moments in time. The 

photographs are in many coses of deliberately poor quality - out-of-focus, 

awkward angles. including images of the film strips themselves - so to deny any 

aesthetic reading of the photographs. Any relationship between the images 

appears on first glance to be purely coincidence as the title suggests, although 

in the 'introduction' the artist questions the very nature of ·coincidence' by 
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appropriating Jung's conception 'collective unconscious' to suggest that there 

may be on 'unconsciously structured reality' binding these random 

occurrences. "a 

Coincidence con nevertheless be read as o sub-textual autobiographical 

document,49 such that the reader's engagement with the work is enhanced by 

the possession of pre-existing knowledge. Parallels con be drown with the 

obseNotions mode in a previous chapter regarding Sol LeWitt's Autobiography 

and the self-fulfilling content determined by the reader's familiarity with the art 

world. Coincidence functions in a similar manner with respect to those initiated 

with the 'unconsciously structured reality' of the Australian post-object art 

world. There is, for instance, on image of the artist 'performing' one of his Flying 

Light Installations in Out of the Gallery in 1971, another of the artist delivering a 

lecture at University of Sydney, and o snapshot from an opening at the Art 

Gallery of New South Wales. so Coincidence thus presents two parallel readings 

depending upon the context in which the book is placed. It con be read in a 

similar manner to Public Fitting, as an · acontextual' work within the international 

discursive frame as representative of a genre of artists' books. whilst at the 

some time it presents a somewhat subversive Australian content. so that the 

work is defiant in its resistance to being completely subsumed within this 

international frame. 

ESP: Examples of 5 spaces in 1 place (1976) is one of Johnson's lost artist's 

books.s1 Whereas Public Fitting and Coincidence were primarily concerned with 

performance and photography, in ESP simple 'visual' texts. line drawings, and 

photographs ore combined so that the reader hos to employ their Extra Sensory 

Perception to decipher the five 'alternative· spaces (Awoke, Electrical. Asleep. 

Euclidean. Everything). within one 'place'. being the artist's book.52 (See Plate 

46) In ESP the reader is asked to extrapolate visual and textual content to elicit 

lateral responses to the work. rather than recount previous performances or 

installations. ESP is not temporally bound to specific historical events - a 

reoccurring feature of the artists' books identified in the previous chapters -

instead it declares its status as on autonomous artist's book. While ESP is 

physically less substantial than either Public Fitting or Coincidence. it 

nevertheless more clearly evidences the multi-faceted nature of artists' books 
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ot the intersection of the conceptual. the visual (drawings and photographs) 

and the literary (concrete poetry). 

Despite the succinct articulation of ideas in ESP, this work represents the woning 

of Johnson's engagement with post-object art and artists' books, as he 

published his final artist's book. Notes on Pointing. the following year. By the late 

1970s, Johnson hod returned to the 'object', to pointing, with o confluence of 

sources from Asian and Indigenous art, which hos characterized his artistic 

practice to the present.53 

While lnhibodress hod initially provided on alternative environment for 

Johnson's post-object activities, this was superseded by 'non-art' venues. which 

led to his use of artists' books as on alternative conceptual space and portable 

container for primary information. Johnson's post-object artist's books, with 

Public Fitting (1972). Coincidence (1974) and ESP (1976) as exemplars, illustrate 

how the international discursive frame of artists' books impacted upon 

Australian post-object practice in the early 1970s, and how Johnson attempted 

to negotiate the issues defining artists' books as a distinct art form, but also the 

relational positioning of Australian practice with this international frame. 

The lasting consequence of Johnson's post-object artist's books to the field of 

Australian artists' books was that he was one of the most prolific self-publishers. 

with his titles printed in various editions of 100, 200 or 300 copies; such that the 

multiple copies of his books were able to circulate through Australian post

object network. In addition to the first self-published edition of ESP. it was also 

reprinted by the EAF on the occasion of the exhibition Australian and New 

Zealand: Post Object Art: A Survey in Moy 1976. 

As will be recurringly illustrated in this chapter and the next. copies of Johnson's 

post-object books entered both 'institutional' and personal collections, such 

that Johnson's post-object books. like Jocks' hand-stamped books. became 

some of the most widely-distributed and well-known Australian artists' books of 

the 1970s. The irony is that while Johnson was actively involved in establishing 

the conceptual and material f oundotions of the field of Australian artists· books, 

by the time his contribution was beginning to be 'historically' and discursively 

recognised in Artists Books I Bookworks (1978-79) and then with the publication 
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of Catalano' s The Bandaged Image ( 1983), Johnson· s engagement with artists· 

books had already ceosed.54 

6. l .3. lnhibodress Archive: Department Mike Parr 

lnhibodress had established and positioned itself as a point of origin of post

object practice in Australia, and as on active participant within global 

conceptualism. While Johnson's trip abroad in December 1970-January 1971 

directly contributed to the staging of his Out of the Gallery show in March-April 

1971 and conception of the international group exhibitlon Activities: 

Performance Participation and Art by Instruction in May 1971, it wasn't until 

after lnhibodress closed its doors in late 1972, that Mike Parr and his family left 

on a trip to Europe in early 1973.55 The two main aims of Parr's overseas trip 

were, firstly, to exchange informatlon and ideas with European artists with 

whom he hod been in correspondence through lnhibodress, and secondly, to 

collect further material for on lnhibodress Archive of contemporary art 

documentation which Parr and Peter Kennedy planned to establish on their 

return to Austrolia.56 As Parr noted at the time: 

Through our international moiling list we con contact about 500 artists 
and groups/ co-operatives working around the world ... Progressively, 
these groups are linking up with one another through the moil using 
cheap printed mediums/ photographs/ 8mm etc. Most of them have 
reached the stage where the capitalist, art gallery I market I superstar 
system is of no interest and some are radical, socially and politically. 
(While I am overseas I will investigate the relative positions of as many as 
possible and compile a report.) .. .57 

On a subsequent trip in 1978, Parr re-framed this intention in reference to the 

'provincialism' problem: 

The Provincialism Problem: Think of a piece. Spend the necessary time 
and effort to determine whether this piece has been done (by writing all 
over the world to a wide range of artists & by collectlng catalogues, 
books, subscribe to magazines etc). At the end of a year. PRESENT THE 
EVDENCE OF THIS RESEARCH IN THE FORM OF THE PIECE. Evidence of this 
research constitutes the form of the piece.sa 

Parr's 'provincialism' piece con be historically located within the debates of the 

1970s, as outlined in Chapter 2, although his intent of 'collecting' the evidence 

clearly resonates with the scope and ·evidence' also presented in this thesis. As 
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hos been argued in this thesis, over the Jost decode global conceptuolism has 

presented the conceptual mechanism to readdress the perception of the 

singular flow of information to Australia, replacing this with the circulation of 

information to. from, and between various localities, including Australia, within 

the international network, however disparate and fragmentary that network 

may hove been in reality. What is evident in suNeying the conceptual 

approaches of Australian artists' abroad and local post-object practitioners. 

including Parr himself, ore the contemporaneous intersections and enmeshing 

of ideas and practices. which occurred broadly across the many variants of 

conceptualism and more specific to this thesis within the field of artists· books. 

What Parr' s 197 3 trip confirmed, and contrary to the artist's expectations prior to 

his departure. was that Sydney's small yet active post-object community was as 

committed and sophisticated as any that he encountered during his trovels.s9 In 

addition, the major conceptual 'piece' he created upon his return, lnhibodress 

Archive: Deportment Mike Parr, can in retrospect and in the context of this 

thesis be seen as a potent metaphor for the positioning of the archival 

remnants of lnhibodress as representative of Australian post-object practice in 

the early 1970s within, and in relation to, global conceptualism. In addition, the 

'piece' materially documents through its component of artists' books and 

publications, an Australian response and engagement (in a similar manner to 

Robert Rooney's personal collection of artists' books, publications and 

catalogues) with the historical transformation of the proto-discursive 

manifestation of the 'book as artwork' to the discursive field of artists' books. 

On his return to Sydney in late September 1973, the artist initiated his lnhibodress 

Archive: Deportment Mike Parr, which displaced lnhibodress as a physical 

space, with a conceptual space. In this manifestation, Parr re-presented his 

engagement with the ·art world' and 'public at large', though the 

accumulation of printed material collected during the lnhibodress years (1970-

72), augmented by items he acquired while travelling through Europe (1973). In 

a letter to Donald Brook, dated 8 January 197 4. the artist noted: 

lnhibodress archive is my alternative structure. Alternative info. & 
alternative contact centre. I om very interested for future in presenting 
my work in context with re-enforcing material. thereby stressing content 
or research objectives and not style tag. Also I hope to develop on 
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Plate 47: Mike Parr. Information Centres No.1 & 2 (lnhibodress Archive: Dept Mike 
Parr) 1974. as ' installed' at Central Street Gallery, Sydney. 1974 

Plate 48: Mike Parr. Information Centres No. 1 & 2 (lnhibodress Archive: Dept Mike 
Parr) 1974, as 'installed' at Central Street Gallery, Sydney, 1974 (alternate view) 



alternative audience (I om presently developing techniques for involving 
non-art sniffing public) ... ' 00 

Parr mobilised his collection of conceptual and post-object art in support of 

Donald Brook's appointment as Professor of Fine Arts at Flinders University in 

1973. Information Centres No. l & 2 (lnhibodress Archive: Dept Mike Parr) 197 4, 

opened at Contemporary Art Society Gallery, Adelaide, in Morch 197 4, before 

returning to be mode accessible to the public at 1 Central Street, Sydney, in 

July I August that year, (See Plates 47 and 48) with on accompanying catalogue 

list detailing the Archive's contents.61 Following the circulation lnhibodress 

Archive: Dept Mike Parr, the artist wrote to one of his European contacts about 

what he hoped the project hod achieved: 

The fact is I am not so much interested in a theoretical text as practical 
activities. My basic objective has been to radicalise support structures for 
new art here (and elsewhere by implication/exemplification), by 
establishing a number of alternative/experimental structures in which to 
view art. on the assumption that context affects content and political. 
social, economic forces affect context (to put it a bit neatly) ... I find that 
discussion is enormously benefited when artwork is presented according 
to areas of research, rather than as decoration. 62 

In his study of Parr's work Bromfield suggested that, 'it is difficult to measure the 

short-term impact of the show, but it left long-term memories and was a major 

contribution to the development of the framework through which Australian art 

was to grow during the rest of the decode. It provided the key material and 

experiential referents from which Donald Brook and others constructed the 

notion of post-object art. In a sense Parr did create a context for his own work 

through this activity ... ' 63 

As a material record of the period Parr's lnhibodress Archive is characterised by 

conflation of prlmarv and secondary information with an eclectic coverage of 

media, including postcards, poems, magazines, folders of material, posters, 

photographs, printed ephemera, prints, letters, books and catalogues. The 

Archive illustrates the contextualisation of artists' books within the conceptual 

and post-object practice in the early 1970s, In which artists' books functioned as 

one of the many networked art forms; however. as 'books' they were also 

ascribed with greater sense of permanency through the inflection of the library 

as a 'collection' of books. 
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Parr's Archive of artists' books, although not identified as such at the time, 

included a broad cross-section of titles by European and North American 

practitioners, including John Boldessari, Robert Barry, Mel Bochner, Stanley 

Brouwn, John Cage, Roger Cutforth, Honne Dorboven, Gerard De Rook, Jon 

Dibbets, Gerold Ferguson, Richard Hamilton, Douglas Huebler, Allan Kaprow, 

John Latham, Mario Merz, Bruno Munari, Bruce Nauman, Dieter Roth, Allon 

Ruppersberg, Edward Ruscha, Bernar Venet Lawrence Weiner. and Emmett 

Williams, among others.64 

The representation of the North American material appears to hove been 

'acquired' during Parr and Kennedy's sourcing of publications for lnhibodress 

Information in 1970-72, while it was during his 1973 trip that Parr was able to 

gather works from the European artists whom he met, such as Austrian Arnulf 

Rainer, Polish artist Marek Konieczny and Hungarian Geza Pernecsky.65 

In addition to the works of art or primary information the Archive included a 

range of catalogues and books on contemporary art including the two key 

exhibition catalogues of artists' books to dote, Celont's Book as Artwork 1960172 

and the Moore College of Art Artists Books catalogue. While it is does not 

appear that the either catalogue influenced the categorisation within his 

lnhibodress Archive. Parr's predilection for Celant' s terminology affirms his early 

understanding of the role of the 'book as artwork' .66 

The Archive is both on inherently personal record of Parr's connections to 197 4, 

as well as metaphorically representative of Lippord's dematerialized 

international network, or at least a fragmentary, less causal, sub-network within 

global conceptualism. Into this symbolic international network Parr inserted his 

own practice, as represented through his key works to dote, Word Situations l & 

2, 1971, Wall Definition, 1971.67 Notebooks Vols 7 & 2, 1971-7368 and Blocked-Out 

Book: The Rise and Foll of Civilisation, 1971-72.69 Also represented in the Archive 

was a selection of lnhibodress group material, as well as additional pieces by 

his previous colleagues Kennedy and Johnson, notably copies of Johnson's 

artist's books, Disclosure 1973, Be An Artist 1973 and Coincidence 1974.70 
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In many respects Information Centres No.1 & 2 (lnhibodress Archive: Dept Mike 

Parr) marks the summation of the role of lnhibodress and Australian post-object 

practice within global conceptualism in the early 1970s. By the mid 1970s, a 

new alternative space, the Experimental Art Foundation In Adelaide, hod been 

established. which took on the role as the most proactive organisation for the 

production, promotion, distribution and collection of Australian artists' books 

through the second half of the 1970s and into the early 1980s. As the next 

section will outline the EAF's role was, like lnhibodress, conceptually connected 

to international frame, but as on organisation it was more successful than its 

predecessor in fusing localised artistic and cultural factors. giving the artists' 

books published by the EAF a more distinctive resonance within an Australian 

context, and solidifying the foundations for a field of Australian artists' books. 

6.2. The Experimental Art Foundation 

6.2. 1. Alternative spaces, alternative publishing and artists' books 

Within the broader field of cultural production, the role of the artist's book as an 

alternative space was achieved through the alignment of artists' books with the 

'decentralised' network of alternative art spaces that emerged. both 

internationally and in Australia. through the 1970s. As has already been 

discussed, in addition to the multitude of artists masquerading as self-publishers, 

an international artists' books network for med. firstly through the opportune 

aggregation of commercial galleries, including Seth Siegelaub (New York), 

Gian Enzo Sperone, publishing as Sperone Editore (Turin), Yvon Lambert (Paris), 

and Jack Wendler and Nigel Greenwood galleries in London. then with 

alternative artists' organisations, such as Art & Project (Amsterdam) and Art 

Metropole (Tor onto). with the support of liberal art colleges, such as the Visual 

Studies Workshop (Rochester. NY) and Nova Scotia College of Art & Design 

(Halifax, Nova Scotia), and finally in the mid 1970s, the establishment of Printed 

Matter and Franklin Furnace as dedicated alternative spaces for artists' books. 

This kind of international 'alternative' network of was replicated on a more 

localised scale within Australia, initially with lnhibodress in Sydney and 

Pinacotheca in Melbourne, which as has been shown were both involved in the 
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initial exchanges of artists' books as they arrived accompanied by the 

discursive frame in the early 1970s. By the mid-1970s. a number of what were 

either institutionally-affiliated venues or publicolly-funded alternative arts 

spaces hod emerged. Recent research hos identified the Ewing & George 

Paton Galleries at the University of Melbourne as the first 'alternative· art space 

of its kind in Australia to promote contemporary practice and experimental art 

forms.71 while not long afterwords in Adelaide the Experimental Art Foundation 

(EAF) was established in 197 4, 72 while in Brisbone. the Institute of Modern Art 

(IMA) come into existence in 1975.73 

All three organisations played an significant role in the support and promotion 

avant-garde practices in their respective cities. while they also established a 

mutual support network for the staging of events and circulation of exhibitions. 

which also predictably encompassed artists' books. The Ewing & George Paton 

Galleries. EAF and IMA were instrumental in arranging the first suNey of artists' 

books to be shown in Australia, Artists Books I Bookworks. which toured the 

three venues during. 1978-79. With the support of the Los Angeles Institute of 

Contemporary Art and Franklin Furnace. which hove both been mentioned in 

previous chapters in regard to the international field. Artists Books / Bookworks 

presented to an Australian audience the breadth of international practice, 

while this exhibition also incorporated the first collective suNey of Australian 

artists' books. It is argued in this thesis that this exhibition marks a defining 

moment in the recognition of the artists· books in Australia. which will be shown 

in this chapter. 

As hos already been outlined in the literature review. contemporary art 

magazines. such as Artforum. Art International. Arts Magazine and Studio 

International. which hod an international. or at least a decentralised 'art world', 

readership. ployed on important role in the circulation of ideas about artists' 

books. particularly with the limited local coverage of the art form in locolly

published Australian art magazines and journals. A couple of articles and 

reviews published in Other Voices and Art Network respectively ore 

nevertheless worth specific mention. 

At the time of Bum's 'Conceptual art as Art'. Art and Australia's short-lived and 

quickly silenced rival Other Voices, 74 edited by Paul McGillick and Terry Smith. 
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published Donald Brook's analysis of 'multiples and unlimiteds' .75 In this article, 

Brook presented a theoretical justification for replicable types of media, such as 

photography, prints and three-dimensional multiples, which were used by post

object artists. This must be qualified. however, in that while Brook, as the self

appointed critical advocate for Australian post-object art, was prepared to 

elucidate theoretical arguments. he was generally less willing in being drown 

into identifying specific examples. either works or artists. to illustrate his 

propositions. 76 This was also the case in this article, so even though Brook never 

wrote specifically about artists' books, his 'qualified' support con be gleaned 

from his reasoning on multiples. 

In his essay, Brook argued that the test of 'uniqueness· in art hod already been 

weakened by printmaking techniques, cost sculptures, and works in editions. 

such that the mere increase in the size of on edition towards the unlimited 

(where deterioration in quality was not a factor of the edition) did not 

constitute a logically significant matter. Brook's conclusion was that there was 

no significant semantic objection to extending the term 'work of art' to 

embrace at least some multiples and unlimiteds, 77 which by inference could 

include commercially-printed multiple artists' books. According to Brook, there 

was no a priori aesthetic argument that invalidated the eligibility of multiples or 

unlimiteds as works of art 7s such that in his conclusion, Brook posited that it was 

the ideological differences between conseNotives and the radical extremes 

that would provide the final arbiter as to whether multiples and unlimiteds 

would be adopted into 'the already sprawling family of art'. Given the 'radical' 

leanings of the magazine's readership, Brook was preaching to the converted. 

Of the alternatives to Art and Australia. Art Network (1979-86)79 was. at least 

until 1983. the Australian art magazine which was most closely aligned with the 

network of 'alternative' spaces throughout the country. In its first issue the 

founding editor, Ross Wolfe. stated that his objective for Art Network was to fill 

the communication gap led by 'traditional' media and build Art Network as 

viable 'alternative space'; a claim that clearly affiliates Art Network with other 

artists' magazines. 'collective' publications and artists' books.8CJ Art Network 

aligned itself with 'alternative' post-object practices. supporting photography, 

performance, film and video, 'alternative· publishing, with articles on ZX and 

Lip, plus announcements. advertisements. and listings of publications and 
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artists' books received by the editors. ai. There were also regular articles on 

'alternative· spaces around Australia. including the IMA Tin Sheds. Ewing & 

George Paton Galleries. the EAF and Praxis. s:? 

In on interview with David Kerr. who took over as Director of the EAF from Noel 

Sheridon at the end of 1980. Kerr confirmed his belief in the bond between 

alternative spaces and alternative publishing. which remained on ongoing 

concern under his tenure at the EAF. In the inteNiew he reiterated the 

importance the 'Information Centre', begun by Sheridon. as a key resource 

provided for artists. students and arts workers. Kerr stated he was also keen to 

continue the EAF's publishing agenda of producing 'small editions of good 

quality artists books and books on art theory', citing recently published titles; 

Bonito Ely's Murroy/Murundi, Marr Grounds' Oxide Street. plus on anticipated 

revised edition of Donald Brook's collected essays The Socio/ Role of Arf.83 

The support of Art Network for the ·alternative· network is also evident in Bernice 

Murphy's two port historical suNey of 'alternative spaces', published in the 

winter and spring issues in 1982.84 At the time Murphy was the inaugural Curator 

of Contemporary Art at the Art Gallery of New South Wales, and it is worth 

noting that she credited her attendance at The New Art Space conference at 

the Los Angeles Institute of Contemporary Art in April 1978, as providing her with 

the background information for both articles. 

While Murphy noted a historical lineage of alternative exhibitions bock to the 

celebrated 9x5 Impressions exhibition of 1889, she quickly returned to the 1970s 

as providing the most fertile ground for alternative artist-run spaces which 

challenged the art museum, citing lnhibodress as the exemplar of the radical 

social and political characteristics of the earliest alternative spaces.as Her 

coverage of alternative art spaces was international in scope. although 

primarily North American. referring to well-known New York venues, such as 

Institute for Art and Urban Resources Inc. founded in 1971. and the 'parallel 

galleries' in Canada. such as A Space and Art Metropole in their support of 

video. documentation. performance, inter-media projects and community arts. 

In addition the role of alternative spaces in the women's movement was also 

significant. both internationally and notionally, through the Women's Art 

Register. Lip Collective and Women's Art Movement in Adelaide .86 
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Special mention was made of a collective trio of individuals. Noel Sheridan. Kiffy 

Rubbo and John Buckley. who as the respective Directors of the EAF. Ewing & 

George Paton Galleries. and IMA were instrumental in the development of 

alternative spaces in Australia in the l970s.07 Of these three individuals and 

organisations it was Sheridon who positioned the EAF as the key site for the 

production and distribution of Australian artists' books in the 1970s. 

6.2.2. The Experimental Art Foundation and post-object artists' books 

The establishment of the Experimental Art Foundation (EAF) has been well 

documented by the organisation's protagonists and supporters.aa Resident 

post-object theoretician Donald Brook. who arrived from the Power Institute in 

late 1973 to toke up the position of Professor of Fine Art at Flinders University. 

provided the intellectual and ideological foundations for the EAF. s9 while Irish

born artist Noel Sheridon. following sojourns in New York and Sydney. was 

appointed secretory in January 1975. and then inaugurated as Director in 1976 

(o post he held until September 1980). In addition. there was o cohort of 

Adelaide-based artists. including Bert Flugelmon. Ion de Gruchy. Ion Hamilton. 

David Kerr and Bob Ramsay, for whom the EAF provided a congenial 

environment for their post-object practices. The EAF positioned itself as the main 

alternative space in Adelaide dedicated to supporting experimental practice, 

as a venue for exhibitions, performances. lectures. discussions and other 

activities. by local, national. and visiting international artists.90 The EAF was also 

the venue for o number of significant suNey shows that record the vitality of 

post-object practice in Australia in the 1970s. including Australian and New 

Zealand-Post-Object Art: A survey in 1976.91 The Women's Show in 1977. and 

Artists Books I Bookworks. during 1978-79. 

One of the founding principles of the EAF was that it would provide on 

environment where artists could access information and exchange ideas about 

conceptual and post-object practices, which provided the impetus for the 

establishment of an Information Centre and library. and a printing press. In on 

article on the founding of the EAF published in Art and Australia in 1975. Donald 

Brook stated that the provision of o printing press for artists. who could not 

afford such infrastructure individually. would provide the opportunity 'to 
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generate work in that promising region. between the ·original print' and the 

commercial reproduction· .92 In pursuing these aims the EAF was not unique, but 

adopted similar strategies to alternative organisations internationally, while in 

the local context there are obvious parallels between the formulation of EAF 's 

Information Centre and Mike Parr's own quasi-institutional lnhibodress Archive. 

What was crucially important, however. is that by adopting these strategies and 

establishing an active publishing agenda covering a range of material from 

regular newsletters to artists' books, as well as founding a 'collection' of 

conceptual and post-object publications. the EAF effectively positioned itself as 

the key Australian alternative space providing 'institutional' support for 

Australian post-object artists' books throughout the 1970s. In addition. os o 

participant organisation within global conceptualism, the artists' books 

published by or in other coses either printed or f ocilitoted through the EAF con 

be located both within the international discursive frame for artists' books. as 

well as, recognised os responding to localised artistic and cultural factors so 

that they resonate specifically within the Australian context. 

Amongst the first publications to be realised by the EAF were two chronicles of 

the organisation's activities during its first two years of existence. E.A.F. Adelaide 

75 and E.A.F. 76. 93 Compiled by Sheridon and Ian de Gruchy these publications 

provide a detailed account of the exhibitions. installations. performances. films. 

lectures. talks and workshops held during both years. as well as the more 

mundane statutory financial statements. In E.A.F. Adelaide 75 Sheridon outlined 

his interest in the circulation of post-object printed matter and the intention to 

establish the EAF os an active publisher of such material in Australia: 

Over o period I hod collected documents relating to experimental art 
and these were displayed and become the basis of the information 
centre which was added to by additional purchases by the E.A.F. and 
by donations of work by artists. We began an informal lending library ... 
capable of getting information to members throughout Australia. By 
continuing and extending my correspondence with artists here and 
abroad the hope is that artists with similar interests can be put in touch to 
exchange information .... when a printing press is operational from the 
E.A.F., this type of correspondence will be published on o regular basis 
for wider distribution.04 
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Plate 49: Noel Sheridan, ed., 'Some of the books at the Foundation', in E.A.F. 
Adelaide 75, Adelaide: Experimental Art Foundation 1976, np 



Plate 50: Photograph of the Experimental Art Foundation's Information Centre and 
Library illustrated in Noel Sheridan and Ian de Gruchy, eds. 'Information Centre 
and Library', in E.A.F. 76. Adelaide: Experimental Art Foundation 1976. np 
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A double-page spread in E.A.F. Adelaide 75 illustrated and provided a list of 

'some of the books at the Foundation', which included artists' books by Edward 

Ruscha, Sol LeWitt, Joseph Kosuth, Douglas Huebler, Bruce Nauman, Dick 

Higgins, Emmett Williams, Dieter Roth, Tom Phillips, Richard Long and Helen 

Douglas, among others. Books listed by Ruscha were Crackers, Baby Cokes, A 

Few Palm Trees, Real Estate Opportunities, Various Small Fires, Some Los Angeles 

Apartments, Nine Swimming Pools, Colored People and Thirtyfour Parking Lots.95 

(See Plate 49) In addition the financial statements reveal that in its first year of 

operation the EAF spent 10% of its limited operating budget on the purchase of 

magazines and books for the library.96 The companion publication E.A.F. 76 

listed the Information Centre or multi-purpose Library room as providing access 

to over one thousand titles, comprising purchases, Sheridan's personal 

collection and gifts from visiting artists, as well audio and video tapes, and a 

slide collection documenting post events organised by Bob Ramsay and Ion de 

Gruchy.97 (See Plate 50) 

It was in 1976 that the EAF also embarked upon publishing artists' books with a 

reprint of Tim Johnson's previously self-published ESP- Examples of 5 Spaces in 1 

Place to accompany the Post-Object Show, plus Irish-born New York-based 

conceptualist Les Levine's Using the Camero as a Club 197 6, published 

following the artist's visit to Australia in August 1976.98 

The following year. 1977, the EAF published a collective catalogue 

accompanying The Women's Show, lmants Tillers' Rendezvous with 

Configuration P, the first edition of Donald Brook's theoretical essays in The 

Social Role of Art Ken Searle's bundle of ten Little Books and Dorothy 

Thompson· s comic Who ore the journalists of your mind? 

The two significant artists' books of 1978 were Sheridan's own Everybody Should 

Get Stones, plus Marr Grounds' Sculpture at the Top Ends, while 1979 witnessed 

a plethora of publications, including Ulay and Marina Abramovic's Two 

Performances I DETOUR. documenting their visit to Australia to participate in 

European Dialogue, 3 rd Biennale of Sydney, and a 'detour' to the EAF,99 Bob 

Ramsay's At Home, 100 and an anthology of the Women's Art Movement 1978-

79. Sheridan's final editorial contributions were to record the Experimental Art 

Foundation Performance Week, Morch 7980and to compile the organisation 's 
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ongoing history over the previous three years in EAF Review 1977-79. published 

in 1980. which included o list of post publications. including artists' books. 

available for purchase from the EAF. (See Plates 51 and 52) 

With the resignation and departure of Sheridon in 1980, subsequent director 

David Kerr continued the ongoing publishing program. which among other titles 

included two poignant environmental artists' books Morr Grounds' Oxide Street 

and Bonito Ely's Murroy/Murundi. 101 published in 1981. while in the next year. 

1982. another six artists' titles were published. The departure of Kerr in 1983 

precipitated a decline in the number of artists' books published. with only as 

single title printed and published at the EAF, Ion Hamilton's The Ceremony of 

the Golden Bowerbird, 1983, which in the wider context also coincided with the 

end of a productive publishing period of post-object artists' books in Australia. 

In addition to the EAF's publishing agenda recounted above. the Information 

Centre of what was initia lly 'international' in outlook gradually became more 

inclusive of locally-produced publications. artists' books and ephemera. as 

visiting artists' deposited or left material. In addition Sheridan's involvement in 

the exhibition Artists Books I Bookworks through his curatorial selection of 

'Australian Artists Books' resulted in o number of works entering the EAF's 

Information Centre or 'collection' at the end of this exhibition.102 

When Joan Lyon's anthology of c ritical writings on artists' books was published 

in 1985, the sole Australian collection of artists' books listed in this international 

survey was at the Experimental Art Foundation in Adelaide. The details were 

brief. but the entry stated that as an artists· organisation. the EAF hod been 

collecting since 1972, and by 1985. had amassed a total of 600 books. of which 

80% were multiples. and 20% one-of-a-kind. plus additional material. including 

posters. recordings. moil art. video, photographs and documentation. 103 It was 

a 'collection' formed principally under Sheridan's and later Kerr's direction as a 

material record of the EAF's leading role in post-object practice in Australia. 

There is no doubt that Sheridon· s personal interest in alternative publications 

and artists' books precipitated the 'institutional' support provided by the EAF 

during the 1970s. in the establishment of the Information Centre and Library, 

with his personal donations. as well as printed matter that he gifted or 
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distributed to other organisations. 104 While these facts may present a broad 

vindication of his involvement. it is the publication of his own artist's book 

Everybody Should Get Stones by the EAF in 1978 that most clearly illustrates his 

commitment to the art form, not only as a material object, but also in the 

conceptual strategies employed by Sheridan to affirm the book's status as art. 

The publication of Everybody Should Get Stones in 1978 was the culmination of 

a seven year project initially begun on a beach in Ireland in 1971. Following his 

own pilgrimage to New York, where he had resided from 1962 to 1970, Sheridon 

returned to Ireland to 'just get bock into life' and not bother about art. go to 

the beach and look at nature ... ' 10s Yet in his own words. 'when I did get to the 

beach I found I still had those art filters on reality. Out of that come the piece 

Everybody Should Get Stones, which is essentially my own working through 

those problems of perception and how we relate to the object' . 106 

Although conceived in Ireland, Everybody Should Get Stones remained a 

conceptual idea until it was realised as on installation as part of the Art Gallery 

of South Australia's contemporary Link Exhibition program in April-Moy 1975. 

(See Plate 53) For the Link Exhibition, Sheridon sourced tons of 'stones' from a 

local quarry, which were dumped onto the gallery floor by the wheelbarrow 

load by Sheridan and his accomplices. 107 Pinned to the walls around this sea of 

stones were placed large format sheets of the artist's scientific selection criteria. 

In addition to the texts presented on the walls, the selection criteria were also 

reproduced in a staple-bound booklet accompanying the exhibition. 1oa The 

work subsequently 'toured' to the IMA in June-July 1976. 109 

In an inteNiew with Ken Bolton published in Magic Sam at the time of his Link 

Exhibition, Sheridan explained the evolution of the work: 

Well the first parts were completed then (-the formal, minimal part in 
Ireland); and the work was complete as I first intended it. It began as o 
fairly 'tight' minimalist /formalist thing - trying to soy everything you could 
say and know /prove about stones and about every way you could 
examine them, and tie it all up. But then, later (in '72) the last sections 
were added opening it out. This was a decision to maximalize the work. 
To change its minimal emphasis. To think on, to develop and explode it; 
these were added to exhaust the mind and demonstrate that you can't 
really 'know' but to also give the experience of a number of 
contradictory ways of seeing the 'reality' of stones and the experience 
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Plate 53: Installation shot of Everybody Should Get Stones, Link Exhibition, Art 
Gallery of South Australia, Adelaide, 1975 
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A stone may be selected because It is: 

l .A 
2 .B 
3.C 
-4 .D 
5 . E 
6.F 
7.G 
8. 11 
9 . I 
10.J 
11.K 
12.L 
13.M 
14 .N 
15.0 
16.P 
17.Q 
18.R 
19.S 
20.T 
21.U 
22.V 
23.W 
24.X 
25. y 
26.Z 

the smallest 
the flattest 
the most circular 
the most striped 
the smoothest 
the sourest 
the brightest 
the dryest 
the sharpest 
the most transparent 
the most ea.line 
tbe most metallic 
the most Iridescent 
tho cleanest 
the llghte et 
the most volatile 
the most odorous 
the softest 
the coldest 
the most fossili sed 
the chalkiest 
the most crystalline 
the most resonant 
the most porous 
the most dense 
tbe most radio actl ve 



of these all together. So it refers a lot more to knowing experience. than 
to the idea of knowledge and to the neat conceptual artwork, than the 
piece in its first form did.· 110 

Although the events and activities at the EAF were usually ignored by the 

conseNotive Adelaide press. 111 the installation of Everybody Should Get Stones 

at the Art Gallery of South Australia prompted on exchange of criticism and 

retorts between Sheridon and his supporters, and those who opposed the 

infiltration of post-object practice into the local bastion of 'real' art. 2 The 

figurative pointer and art critic for The Advertiser Ivor Francis. for example. 

disparagingly suggested that the 'promise of o long life for post-object art 

seems endangered by its scarcity of creative ideas. its reliance on the mumbo

jumbo of pseudo-scientific documentation. its rejection of painterly and 

sculptural skills ... Post-object art is a particularly difficult movement to 

understand because it presents no visible affinity with any art form that hos 

gone before it. 113 

By the time Everybody Should Get Stones. was published as on artist's book in 

1978, the furore surrounding the Link Exhibition hod long passed. The book con 

therefore be seen as temporally disengaged from the installation at Art Gallery 

of South Australia so that in this final manifestation Everybody Should Get Stones 

functions as on autonomous artist's book. In its material form it appears a fairly 

standard photolithogrophic multiple artist's book; a light b rown soft-cover 36 

page publication. with on innocuous front cover stating the title, the 

artist/author's name. with. in this case a close-up photograph of stones. which is 

repeated throughout the book, juxtaposed with the multiple texts. 

The book is formatted into four ports. the first referring to the 'initial tests' 

undertaken by the artist in Ireland in 1971, in which 'A stone may be selected 

because it is: 1.A the smallest, 2.B the flattest, 3.C the most circular. 4.0 the most 

striped. 5.E. the smoothest ... ·. on so on. listing 78 reasons for selecting a stone, 

then formulating all possible combinotions. 11 4 (See Plate 54) The artist applies a 

simple minimal-conceptual mathematical model to the performotive action. 

although the results ore in many coses ridiculously implausible and/or 

impossible. Parts 2 to 4 'open out' with Part 2 on extension of Port 1. but 'less 

empirical' and more poetic allowing the reader to 'select a stone because it is 

the most: odd. nice. ugly, neat. cute ... or most opt 'for killing two birds with' or 
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' for gathering moss·. 11s 'Port 3 is neither.here nor there' 116, but encourages 

selecting a stone because it is most aptly indicative of the subsequent quotes 

by philosophers. Irish literary figures. including Joyce and Beckett and 

Sheridon· s colleagues Donald Brook and Ion North. 1 7 While Port 4 just poses 

that 'Since you ore on the beach. why waste time·. with seven exercises to 

conclude. 

Both Gory Catalano in his study of Australian artists' books. and more recently 

fellow Irish provocateur Brion O'Doherty hove extolled the virtues of the 

Everybody Should Get Stones.11a In his commentary Catalano. a poet himself, 

whilst acknowledging the influence of conceptual art. suggested the words. 

not stones. were the real subject of the bookwork, with Sheridan's nationality 

allowing him to draw impetus from 'the richly comic tradition of modern Irish 

literoture' .119 O'Doherty in turn felt that the work with its conceptual rubrics in 

place - the lists. the instructions. the mathematical exhaustion of possibilities. 

'documentary' photographs, etc. - stood 'very highly' in 'the international 

canon of conceptual endeavours·. but like Catalano suggested the 'wit. irony. 

and vernacular humour' were the unheralded virtues in the work. 120 It was 

Sheridan's ability to follow the 'rules· and then undermine them at one and the 

some time that gives Everybody Should Get Stones its creative pertinence. 

Whilst this thesis has so for focussed on the experiences of expatriate Australian 

artists Ian Burn and Robert Jacks in their engagements with artists' books while 

in North America. Sheridan's Everybody Should Get Stones may be seen to 

represent the corollary of an international artist in transit through global 

conceptuolism. whose work was adopted and adopted into the Australian 

context. Everybody Should Get Stones is implicitly 'international' in conception 

and can be placed within the international discursive frame. In the content. 

Sheridan draws impetus from his country of origin in the subject his passage 

through New York in the minimal-conceptual strategies employed in the first 

half of the book. and finally. his arrival and extended stay in Australia allowed 

the realisation and final publication of the book. 121 Everybody Should Get 

Stones is the material evidence of this journey. whilst also reflecting the varying 

influences that impacted upon Sheridan's practice as he passed through these 

art worlds. It is a work that illustrates both historically and metaphorically the 
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interconnectivity of the EAF and post-object practice in Australia with global 

conceptualism and the international field of artists' books. 

6.2.3. Artists Books I Bookworks 

The exhibition Artists Books / Bookworks ( 197 8-79) marks a milestone in the history 

of Australian post-object artists' books in the 1970s. As the first major survey 

exhibition of international and Australian 'artists books' and 'bookworks' 

(although hereafter referred to only as artists' books to avoid confusion) to be 

held in Australia. it can be seen to represent the coalescence of international 

influences and local artistic production, facilitated. both in origin and in 

circulation by the network of alternative spaces aligned with artists' books. 

Artists Books I Bookworks was collaboratively organised by Australia· s three 

leading alternative spaces; by Kitty Rubbo and Meredith Rogers at the Ewing & 

George Paton Galleries, University of Melbourne. John Buckley at the Institute of 

Modern Art. Brisbane. and Noel Sheridon at the Experimental Art Foundation. 

Artists Books I Bookworks was both international and Australian in scope. with 

the exhibition divided into three sections; two sourced from overseas, with a 

third incorporating Australian material. The first section of Artists Books/ 

Bookworks, comprised a brood selection of printed material which was derived 

from the exhibition Artwords and Bookworks. which had been held at the Los 

Angeles Institute of Contemporary Art in early 1978.122 The second section 

included a small representation of predominantly one-off hand-made books 

from the Franklin Furnace Archive, New York. The third section. with o focus on 

Australian artists' books. was curated by Sheridon as his main contribution to the 

exhibition.123 (See Plates 55. 56. 57) 

Recent research has shown that Rubbo and Rogers deserve the main credit for 

securing the international loan sections from Los Angeles Institute of 

Contemporary Art and Franklin Furnace Archive. as well as collating the 

accompanying loose-leaf catalogue. including hand-printing the folder cover. 

The catalogue. which now remains the primary record of the exhibition, was 

produced between August and September, with Sheridan's essay, checklist of 

Australian artists' books. and accompanying artists' pages added as the 

exhibition opened at the Ewing & George Paton Galleries in September 1978. 
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Plate 55: 'The Book Show· in Noel Sheridan. ed., The Experimental Art Foundation, 
Adelaide, South Australia. (1977-79), Adelaide: Experimental Art Foundation 1980. 
np 
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Plate 56: Installation shot of Artists Books I Bookworks at the Experimental Art 
Foundation, Adelaide, 1978-79 

Plate 57: Installation shot of Artists Books I Bookworks at the Experimental Art 
Foundation, Adelaide, 1978-79 (alternative view) 



before travelling to the IMA in October~November. and then onto EAF in 

December. where it remained on display into 1979. 1 2~ 

If we recall Bright's history of book art in America. the author identified Los 

Angeles Institute of Contemporary Art's Artwords and Bookworks as the most 

significant exhibition of the artists' books ofter the Moore College of Art's Artists 

Books show to be held in America the 1970s. Artwords and Bookworks 

presented the most extensive international coverage of the art form in any 

exhibition up to that point of time. with over 1.500 works by 600 artists. which 

encouraged Bright to conclude that its eclecticism reflected exuberant 

adolescence of artists' books in America. 125 It was a variant of Artwords and 

Bookworks that reached Australia later that year. ofter touring to three other 

venues in the United States; Artists' Space. New York. Herron School of Art. 

Indianapolis. and New Orleans Contemporary Art Center. 126 In this first section 

of Artists Books I Bookworks, Australian audiences were able to see on 

expansive array of international material that validated Australian proctice.127 

In addition to the moss coverage of multiple artists' books. publications and 

ephemera that replicated the Artwords and Bookworks. a second smaller 

section of unique or one-of-a-kind American artists' books (33 in total). plus 

audio works. was added to Artists Books I Bookworks from a second 

Australasian touring exhibition. Artists· Books, which was concurrently on tour to 

New Zealand in early 1978. Artists' Books: New Zealand Tour 1978 hod been 

curated by Jacki Apple. Curator of Exhibitions and Performances at Franklin 

Furnace Archive. and in the first half of 1978 travelled to Notional Art Gallery. 

Wellington, Govett-Brewster Art Gallery. New Plymouth. and Auckland City Art 

Gallery. before arriving in Australia. Artists' Books: New Zealand Tour 7978 also 

included a section printed-edition or multiple artists· books which were 

'advertised' as being available through Printed Motter This last component of 

the Artists· Books: New Zealand Tour 1978 does not appear to have been 

incorporated into Artists Books I Bookworks. most probably as multiple artists' 

books were comprehensively covered in material sourced from the Los Angeles 

Institute of Contemporary Art.12s 

These two international sections in Artists Books I Bookworks provided material 

examples across the entire spectrum of artists' books and publications. as well 
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as ephemera, moil art, postcards and magazines, however. it was the powerful 

discursive frame of artists' books as on 'alternative space' along with their role 

as a 'democratic' art form which was not surprisingly employed to bind and 

legitimise the imported works. In the contributing essays by Joan Hugo (co

curotor of Artwords and Bookworks). entitled 'Museum without Walls', Martha 

Wilson (founder and Executive Director of the Franklin Furnace Archive) in her 

essay 'Artists Books as Alternative Space' and Judith A. Hoff berg (at the time 

with the Los Angeles Institute of Contemporary Art and co-curator of Artwords 

and Bookworks) on 'Recent artists' books and ephemera', 129 all three authors 

lauded the role of artists' books as the medium for the dissemination of art and 

information internationally through the postal network. In Wilson's opening 

paragraph, for example, she launched into the well-versed rhetoric stating: 

Artists all over the world ore producing books and periodicals which. 
when scrutinized. ore not 'books' or 'periodicals' in the conventional 
sense. Ed Ruscha's Thirtyfour Parking Lots. for example, is not 'about' 
parking lots .... (it) is distinct from conventional books, and conventional 
artworks, which ore produced in expensive, limited editions or as one-of
a-kind works. What function does an artwork which is cheap, portable 
and potentially unlimited seNe? It functions, as so many artists are 
aware. as alternative space - a channel which circumvents the 
exclusivity of galleries and the critical community.130 

This framing of the international components of Artists Books I Bookworks con 

be seen as a symbolic confirmation of the reach of the international discursive 

frame for artists' books into Australian post-object art in the 1970s. The intention 

and logistics of bringing the international sections of Artists Books / Bookworks to 

Australia. nevertheless. indicates on awareness by those involved in the 

arrangements for the show of the role of artists' books and the relevance of the 

art form to their respective venues and audiences prior to its realisation and 

notional tour. As Bob Ramsay recently recalled, the notion of making artists' 

books as on alternative space hod strong currency among Australian post

object artists, and particularly those associated with the EAF, well before Artists 

Books I Bookworks. In Ramsay's view, rather than providing a catalyst to 

Australian artists to embark upon using the book as artwork, what the exhibition 

achieved was to validate practice that had occurred up to that point of time, 

and possibly popularise the art form in the wider Australian art community. 131 
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6.2.4 Australian Artists Books 

In the context of Artists Books I Bookworks, the relationships between the 

international discursive frame and the conception of Australian post-object 

artists' books is most clearly evident in the first short history written by Noel 

Sheridon as on introduction to the third section dedicated 'Australian Artists' 

Books' .132 Like his American counterparts, it was the international discursive 

frame that underpinned Sheridan's own suNey of Australian artists' books: 

The Gestetner. quick-copy look of much Australian printed art from the 
early 70s - the 'lnhibodress Newsletter' and the 'Situation Now· 
catalogue for example - conveys on urgency and informality which, 
while partly a matter of economics, is also - and more importantly - a 
statement about 'the precious object', 'the integrity of the medium', 
Formalism and Conceptualism. 

At a time when the question of whether anything besides 'unique·, 
'inimitable', 'expensive·, 'hondsigned'. 'timeless· and 'guaranteed
aesthetic' media could be used to carry art information; these multiple. 
ordinary, disposable. typewritten, coarse grained pages presented 
themselves - formally - as part of the answer ... 133 

Sheridon provided a chequered narrative of artists' books in Australia, 

proposing that the history of the art form in Australia was less than o decade 

old, therefore covering a similar timefrome to the post-1963 'international' 

history. Sheridan drew attention to the role of post-object art. particularly 

lnhibodress (Parr, Kennedy and Johnson), The Tin Sheds (Danko. Tim Burns, Marr 

Grounds) and Pinacotheca. Sheridan, not unexpectedly. cited the EAF as a 

publisher, having recently produced books by Donald Brook, Les Levine, lmants 

Tillers and the Women's Art Movement, with o number of other works waiting to 

go to press. He suggested that this backlog of pending titles was evidence that 

there is 'no slackening of interest in the area of artists books'. '34 

Sheridon concluded his historical outline by stating that: 

While recent trends might indicate that the art of the book is pressing 
forward to the illuminated manuscript stage (many more signed one-offs 
about) (a reference to the selection of 'One-of-a-kind' books from the 
Franklin Furnace Archive) I still believe the best use of the book for artists 
lies in its power to give economical, fast. portable art information· .135 
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Sheridan's essay provided the discursive framing for the third section of 

'Australian Artists' Books'. which included an array of material by 51 artists. 

totalling 146 individual works and 11 group projects. Of the artists included. 

about half were represented by a single title. as indicative of their wider post

object practice or as their first venture into the art form. while there was a 

handful of artists who were represented by more than half a dozen books, 

including Ion Hamilton. Robert Jacks. Tim Johnson. Pat and Richard Larter. and 

Paul Worsteod. 136 (See note for complete list) 

Artists Books I Bookworks was the first time such a large number of book works 

had been gathered together under the single genus of Australian artists' books. 

If the entire selection is analysed as a material record of Australian artists' 

books, there are obvious examples that diverge, and in some cases 

dramatically. from Sheridan's prescriptive statement of intent however, on the 

other hand, the authority of the discursive frame is also clearly evident as the 

impetus behind the realisation of a significant number of the artists' books. 

There is perhaps a fairly practical explanation for the variety of material; the 

result of the logistics of presenting a substantial suNey of Australian artists' books 

within a very limited timefrome and budget. As Ramsay recently recounted. the 

concept of 'curatorial' selection implies a process of inclusion and exclusion 

based on established criteria; whereas, Sheridan's imperative for the Australian 

section in Artists Books I Bookworks was simply to amass as many artists' books 

as he could get his hands on in a very short period of time. Everything that 

arrived in the post was included in the exhibition. 137 Sheridan's curatorial 

'selection' was. in effect. not unlike Vanderlip's approach five years earlier. 

based on the default clause; it's an artist's book if the artist says it is. 

Thus the artists and works included in Artists Books I Bookworks came from 

various sections of contemporary Australian art (printmaking, photography, 

sculpture), although there was invariably a large contingent from the post

object community. The legacy of lnhibodress was present with the inclusion of 

Mike Parr and Tim Johnson, while there was a solid representation of artists 

affiliated with the EAF, including, Ion de Grucy, Leigh Hobba, Ian Hamilton, 

David Kerr. Bob Ramsay and Dorothy Thompson. 
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There were also a number of books included that Catalano would later recall in 

The Bandaged Image, such as Robert Rooney's War Savings Street. Tim Burns' A 

Pedestrian Series of Postcards (See Plate 58) and Ale ks Danko· s Ion Bell will 

arrive in London -January 310, 1974. Among the most well represented artists 

were, Robert Jacks with on almost complete set of his hand-stomped and hole

punched books. Poul Worstead with nineteen issues of his self-published and 

variously titled Xeroxed magazines, and o number of Pat and Richard Larter' s 

collaged 'pop' journals. 

The 'democratic' aim lauded by Sheridon was evidenced in the multiple works 

by Jacks, and Johnson. who in Sheridan's opinion was the artists who had 

'shown the deepest commitment to the book over the longest period' . 138 Jn 

addition, there were the single, but key. titles. such as lmants Tillers' Rendezvous 

with Configuration P and Sheridan's own Everybody Should Get Stones, both 

published by the EAF. 

There was a range of material that was indicative of the fusion of the book as 

artwork with post-object 'documentation', as was the case with many of the 

examples submitted by the Adelaide contingent. including Ion de Gruchy's 

Blocks - related sets, systems. 139 Ian Hamilton's documents of post exhibitions 

and instollations. 140 David Kerr's autobiographical Pocket Piece. 1A1 and Bob 

Ramsay's oversized Lilliput Popers.142 While these works may not be 'multiple' 

artists' books, it is nevertheless worth discussing a few examples as they illustrate 

and role of the book as o medium within the brooder scope of post-object art. 

David Kerr's Pocket Piece, for example, was realised in o number of variations in 

the book form. one of which was included in Artists Books / Bookworks, along 

with an artist's page submitted specifically for inclusion in the cotologue. 143 (See 

Plate 59) Kerr's first preceding Pocket Piece, 144 was a record of his 'portable 

tools for suNival', more accurately described as 'the contents his pockets 

during a two period in June-July 1978'. Kerr 'simply' recorded the source 

(trouser pockets. shirt, coot. cardigan, wallet etc.) and contents (money, keys, 

matches, identity cards. watch, bank deposit book, etc.) on each given day 

with a single photocopied image, collated accordingly as an artist's book. 145 
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Plate 58: Tim Burns, A Pedestrian Series of Postcards - What about Crosswalks in 
Mildura? New York - Mildura 1976. New York: The Burns Family Press 1976, edition: 
500; exhibited in ·Australian Artists' Books' in Artists Books / Bookworks, 1978-79; 
Collection of Bob Ramsay 



Plate 59: David Kerr. 'Pocket Piece·. artist's page. published accompanying the 
section on 'Australian Artists' Books', in Artists Books I Bookworks, Brisbone. 
Melbourne. Adelaide: Institute of Modern Art, Ewing and George Paton Galleries. 
Experimental Art Foundation 1978. p.119 



Like many performance-based post-object works undertaken at the time. the 

documentation is presented in a pseudo-scientific manner within the defined 

parameters of the experiment. so as to remove the intentionality and 

subjectivity of traditional aesthetic judgement. The work is repetitive in structure. 

utilising the sequential nature of the book form, as well as in content, as each 

day, familiar and more often than not mundane objects reappear and 

reoccur. which has the effect of stripping away the allusions of the 'artist' as 

being different from the rest of us. The work is personal in source, but universal. 

perhaps 'transinstitutional ', by implication. in that the essential 'tools' of the 

'artist' ore not dissimilar to those of any other person. while the prominence of 

notes and coins seems to imply an inability of the individual. whether artist or 

not. to escape the pervasive economic structures of late capitalism. 

Another post-object bookwork was Ramsay's Lilliput Papers, a residual artefact 

from on installation and performance piece of the some title, presented at the 

EAF and Central Street Gallery in 1975. The installation was conceived to show 

how the size of objects effect perceptions of reality. 146 The title was a reference 

to Jonathan Swift's Gulliver's Travels, but the work was conceptually indebted 

to the sculptural issues of scale raised by Robert Morris in his 'Notes on 

Sculpture· published in Artforum. 14 7 In the context of Artists Books/ Bookworks 

Ramsay's oversized Lilliput Papers presented the antithesis to Ken Searle's 

multiple Little Books. published by the EAF, which, being a mere 2.4 x 4.0 cm 

each, pushed the size of the 'readable' book to the limits of functionality. 1"s 

Also indicative of Sheridan's eclectic 'selection' of Australian examples, were 

works that would now be considered primarily sculptural or metaphorical 

'books'. such as the constructed paper blocks by Clive Murray-White, 149 Jenny 

Christmonn's knitted books iso and the heavy literary content of Peter Rosman's 

welded steel volumes. 1s1 

In addition to the generally known artists' books by Jacks, Johnson and 

Sheridan, Artists Books I Bookworks also included many now little-known works, 

which in the context of this thesis can be re-evaluated as indicative of impact 

of the international discursive frame upon Australian post-object artists' books. 

Michael Pursche's Of one tree one hundred leaves c.1978 and Arthur Wicks' 

Views for Binocular Vision c.1978. for example, illustrate the adaption of 

standard minimal-conceptual ideas into Australian artists' books. 
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Michael Pursche's self-published Of one tree one hundred leaves, c.1978, 1s2 as 

the title suggests, documents one hundred leaves from a single tree. As an 

administrative-like performance piece, the artist placed a small numerical 

identifier on leaf after leaf. with each, one to a hundred. documented by a 

photograph. The photographic images were then Xeroxed, ordered, 

numbered, and bound into book format, so that the entire work is naturally 

delimited by the number of pages, not dissimilar to Mike Parr's One Hundred 

Page Book. The uniqueness of Australian flora provides the subject and object 

of study, yet the experience of work, like many post-object books, is predicated 

on the structure of the book and the systemic process of turning the pages, as a 

referent to the actions of the artist. 

Arthur Wicks' Views for Binocular Vision c.1978. 153 parallels the artist's other 

performance and photographic works of 1970s. A copy of Views for Binocular 

Vision was included in Artists Books/ Bookworks, supplemented with Wick's 

'thoughts' on the work as an artist's page in the catalogue.154 (See Plates 60, 61, 

62) This deceptively simple screenprinted 'picture book' is composed of eight 

collaged panoramic views of the New South Wales south coast, western New 

South Wales, Sydney Harbour, and finally New York City from the Empire State 

Building obseNatory deck. Wicks was another Australian artist who made the 

trip to New York in the mid 1970s, and for whom the artist's book provided a 

means to materially record the experience. Views for Binocular Vision is not. 

however, a celebratory account of a pilgrlmage to New York, but rather on the 

contrary. a work that defiantly affirms the positive benefits of geographic 

distance from the 'centre' of economic and cultural power. 

There is on implicit environmental agenda in Views for Binocular Vision: a visual 

narrative of 'human progress' recounted by flipping through the pages. The 

split structure of the book along the horizontal axis allows the reader to 

compose on assortment of global images, for example, the polarity expressed 

in pairing an unspoilt South Coast seascape with the sprawling metropolis of 

New York City. The involvement of the reader in the temporal process of turning 

of the pages becomes a self-reflective experience, which forces the 

participant to question their own complicity in the destruction of natural world 

through the encroaching man-made environment.1ss 1n both Pursche's and 
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Plate 60: Arthur Wicks, Views for Binocular Vision, Wagga Wagga: self-published 
c .1978, lOpp, 40.6 x 40.6 cm, Edition: 100 (proposed); exhibited in 'Australian Artists' 
Books' in Artists Books I Bookworks, 1978-79; Collection: National Gallery of Australia 

Plate 61: Arthur Wicks, Views for Binocular Vision, Wagga Wagga: self-published 
c.1978, selected pages; Collection: National Gallery of Australia 
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Plate 62: Arthur Wicks, Thoughts from 'Views for Binocular Vision', artist's page, 
published accompanying the section on 'Australian Artists' Books' in Artists Books I 
Bookworks, Brisbane, Melbourne, Adelaide: Institute of Modern Art, Ewing and 
George Paton Galleries, Experimental Art Foundation 1978, p.123 



Wicks' artists' books the conceptual and material strategies employed are not 

dissimilar to their international contemporaries; what differs is the Intruding 

specificity of the geographic, ecological and cultural 'content'. 

In concluding this chapter, the major point to reiterate with respect to the 

scope of this thesis is that Artists Books I Bookworks was the exhibition that 

brought together for the first time a significant representation of international 

and Australian artists' books. The portable nature of artists' books. and the fact 

that two international shows were on tour in North America and New Zealand 

respectively. presented a timely opportunity to source and combine these with 

an Australian component under the slngle genre of artists· books. In the wider 

international context Artists Books I Bookworks may represent just a single case 

study of one of many exhibitions that helped facilitate the global expansion of 

artists' books through the 1970s; however, as has been argued in this thesis 

Artists Books I Bookworks was critical to recognition of Australian post-object 

artists' books. 

A major contribution of Artists Books / Bookworks was that not only did it 

combine material examples of international and Australian artists' books, but 

more importantly the presentation of the material was validated by the 

discursive frame portraying artists' books as an 'alternative space' and 

·democratic' means of distributing art to a wider. and in this case an Australian 

audience. With the discursive frame employed in this thesis as the means of 

delineating the international field of artists' books. Artists Books/ Bookworks 

therefore represents the symbolic incorporation of Australian post-object artists· 

books into the international field 

Secondly, while the discursive frame may have provided an overlay that 

legitimised artists' books as a distinct art form. Artist Books I Bookworks also 

marked the inception of Australian artists· books. While the ascription of 

Australian artists' books was no doubt a convenient and necessary means of 

delineating the local material. the recognition of Australian artists ' books as 

Australian artists' books nevertheless instigated the demarcation of a new sub

field of practice; there were a quantitative number of Australian works that 

could be separately identified both within the context of Australian art and 

relation to the international field of artists' books. Artist Books I Bookworks 
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therefore records the transition from the proto-discursive phase of books as 

artworks subsumed within the broader sphere of Australian post-object art to 

the realisation of o separately identifiable field of Australian artists' books. 

This con be seen to hove occurred on two fronts within Artist Books / Bookworks; 

firstly, in the repatriation of the artists' books created by Australian artists abroad 

or 'in transit', such as Robert Jacks, Tim Burns and Arthur Wicks, although in 

retrospect Ian Burn was a stark omission. As was outlined in the previous chapter 

Jocks' series of hand-stamped books embodied the material and symbolic 

entwining of the discursive frame of international artists' books with Australian 

artists' books, so that Jocks' representation in Artists Books I Bookworks with 

fourteen titles, including all his hand-stamped books to date, was an 

acknowledgement of the enmeshing of Australian artists' books and global 

conceptuolism. The second aspect was the 'historical' trajectory and 

interrelationship of post-object art and artists' books in Australia, from 

lnhibodress onwards; with Mike Parr represented by a 'copy' of his Woll 

Definition 1971. and an artist's page in the catalogue, and Tim Johnson's 

'commitment to the book' evident in a almost complete set of his multiple 

editioned artist's books. 

The final feature of Artist Books/ Bookworks was that it unequivocally confirmed 

the major role the EAF had ployed over the preceding five years, not only 

through Sheridan's curatorial contribution to the exhibition, but also in the cross

section of artists, such as de Gruchy, Hamilton, Kerr and Ramsay, and the range 

of post-object artists' books that were in some way connected to the EAF. 

Artists Books I Bookworks therefore encapsulates the historical incorporation of 

the EAF into the field of Australian artists' books. 

But this conclusion still raises two, additional questions that will be addressed in 

the next chapter; firstly, given the conceptual authority exerted by the 

international discursive frame upon the field of practice, what were the specific 

local theoretical factors that caused the EAF to be such a conducive 

environment for the production of artists' books; and secondly, what occurred 

within the sub-field of Australian artists' books 'otter' Artists Books/ Bookworks. 
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Tim Johnson, Schoo/time, Newton. NSW: self-published. 1974, 26.7 x 20.3 cm. 16 pages; 
Edition: 30 
Tim Johnson, ESP: Examples of five spaces in one place. Sydney: self-published 1976, 
offset lithography, not signed. not dated, 21.6 x 12.7 cm. 18 pages; Edition: 100; second 
printing by the Experimental Art Foundation. Moy 1976, on the occasion of the 
exhibition Australian and New Zealand: Post Object Art: A Survey: edition unknown 
Tim Johnson. Alienation. Newton. NSW: self-published, 1976. 28.0 x 21.6 cm, 32 pages, 
offset lithography; Edition: 100; a book of poems, republished as a limited edition in 1998 
Tim Johnson, You. Newton, NSW: self-published. 1976, 28.0 x 21.6 cm. 12 pages. offset 
lithography; Edition: 100 
Tim Johnson. Notes on Pointing. Newton. NSW: self-published. 1977. 20.3 x 20 cm. 14 
pages 
:i5 Julie Ewington, 'Point - Concept - Paint', in Wayne Tunnicliffe and Julie Ewington. Tim 
Johnson: painting ideas. op. cit .. pp. 12-18 
36Johnson's conception of the term 'installation' was necessarily expansive in that 
installations involved 'the imposition of one element, object or idea. on a ground'. In 
the case of 'object' installations. the ground was the physical environment, and case of 
'idea· installations the metaphorical ground of the conceptual schema. Johnson also 
established two further sub-categories of 'idea· installations. being 'found' and 
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·created'. A 'found' installation was 'one in which the distinction between element and 
ground was not subjectively imposed but discovered': see Tim Johnson. lnstollotion os 
Conceptual Scheme. Sydney: self-published 197 l, typescript sheet, 2pp, np; 
republished as Tim Johnson with Vivien Johnson. ·installation as Conceptual Scheme 
(Out of the Gallery)'. in Adorn Geczy and Benjamin Genocchio. eds. Whot is 
Installation? An anthology of writings on Australian lnstallotion art. op. cit .. p.77 
11 Tim Johnson. quoted in on inteNiew with Sue Cromer. lnhibodress 7970-1972. op. cit.. 
pp.54-55 
38 See Tim Johnson. Out of the Gallery: Installation os Conceptual Scheme. reprinted in 
Sue Cramer. lnhibodress 1970-7972. op. cit., p.14 
J9 Julie Ewington. 'Point - Concept - Point'. in Wayne Tunnicliffe and Julie Ewington. Tim 
Johnson: pointing ideas, op. cit.. p.15 
~o Douglas Huebler, artist's statement. in Robert Barry. Douglas Huebler. Joseph Kosuth. 
Lawrence Weiner, January 5-31, 1969. New York: Seth Siegeloub 1969, np 
41 Tim Johnson. Fittings, Newtown: self-published 1971: 'The installation (created object) 
is of one pair of pants (element) in six different positions on one body (ground) in Fittings 
l and 2 or one pair of pants (ground) on six different bodies (element) in Fittings 3 and 
4. Simultaneously. the installation (created idea) is of the concept of abnormally worn 
underwear on the concept of normally worn underwear'. np; Fittings comprises 
combinations of b/w photographs. separated into 4 sections or chapters by yellow 
sheets of paper. 'Fittings l '. 2pp. 'Fittings 2·. 2pp. 'Fittings 3', 6pp, 'Fittings 4', 6pp, with 
'Installation as Conceptual Scheme' reprinted at the rear of the book. 2pp. np 
47 See also the related; Public Fitting 1972, 8mm film, 12 minutes; Public Fitting 1972. 
l 6mm film. 12 minutes 

<13 See also Tim Johnson. in The Situation Now: Object or Post-Object Art?. op. cit .. p.35 
M See mention of the mini skirt. early Feminism and gender politics, post war and inter
generational tensions by Julie Ewington. 'Point - Concept - Paint'. in Wayne Tunnicliffe 
and Julie Ewington. Tim Johnson: pointing ideas. op. cit .. pp.16-17 
i<s Tim Johnson, 'Introduction', in Public Fitting, Newtown: self-published 1972, np 
ti<> Tim Johnson. 'Introduction'. in Public Fitting. Newtown: self-published 1972. 3 
typescript sheets. np; 'The intention to make available my own execution of the work 
by presenting it in photographic form shifted emphasis away from a subjective 
experience ... While the photographs simulate aspects of this experience - the frozen 
imagery of a photograph evokes the intensified fixated perception ... they also 
promote a more critical and systematic appraisal of the phenomenon.· 
41 see Artists Books, Philadelphia: Moore College of Art 1973, p.52. p.61. no cat. nos 
".a Tim Johnson. 'Introduction'. in Coincidence, Newtown, NSW: self-published c.1973. 
np; 'For the unconscious mind time goes backwards so we know what's going to 
happen. But the gap between the unconscious mind and the conscious mind prevents 
us from using this knowledge. Mon's inadequate descriptions of reality together with 
information supplied by the collective consciousness to the unconscious mind 
generates fear. So when we structure reality with knowledge that hasn't become 
conscious the experience is usually discredited as magic. religion or coincidence. There 
ore no coincidences. They are the result of thought transference to people and 
objects. We could structure our reality with this knowledge if there were more efficient 
ways of closing the gap between the conscious and the unconscious minds. The 
photographs re-produced here hove an element of unconsciously structured reality in 
them.' 
1.9 see also comments in Gory Catalano. 'The books of Tlm Johnson·. in The Bandaged 
Image: A study of Australian artists' books. Sydney: Hale & lremonger 1983. p.42 
50 Tim Johnson. Coincidence. Newtown. NSW: self-published c.1973. np 
s1 there two editions. the first self-published by the artist. with a second printing on the 
occasion of the Experimental Art Foundation's Austrolion and New Zealand: Post 
Object Art: A Survey exhibition in May 197 6 
s? Tim Johnson. ESP: Examples of five spaces in one place. Sydney: self-published 1976. 
np; Electrical Space, for example. is represented by a simple line drawing of a 
fluorescent light with the following series of associations on the adjacent page: 
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Symbol: o light 
Light 
Sound 
Heat 
Smell 
Touch 
Mind 
Colour: yellow 
EEIA 
LCTRCL 
(literal) 

53 There ore numerous articles and publications on Johnson· s paintings since the mid
l 970s; see for example. 'Tim Johnson interviewed by Nicholas Zurbrugg·. Art and 
Australia. vol.29 no.1. Spring 1991. pp.44-51: Nevill Drury and Anno Voigt, Fire and 
Shadow: Spirituality in Contemporary Australian Art. Sydney: Craftsman House 1996. 
pp.103-117: and most recently, Wayne Tunnicliffe and Julie Ewington. Tim Johnson: 
pointing ideas. op. cit. 
St. Johnson was represented in Artists Books/ Bookworks (1978-79) by Disclosure. 
Alienation. You. Coincidence. Schoo/time. Public Fitting, Be An Artist. Notes on Pointing 
and ESP, p.106; see also Gory Catalano. 'The books ofTim Johnson'. in The Bandaged 
Image: A study of Australian artists' books, op. cit., pp.39-44 
55 David Bromfield. Identities: A Critical Study of the Work of Mike Parr. 7 970-1990. op. 
cit .. pp.62-72. 307-308; Parr returned to Australia in late September 1973 
56 ibid .. p .62 
s1 Mike Parr. Notebook. 'Some objectives on our return to Australia '. first published in 
David Bromfield. Identities: A Critical Study of the Work of Mike Parr, 7970- 1990, op. cit .. 
pp.62, 307n44-45; the note continues. · ... Independently of specific social/ political 
interests. all of them seem to be investigating o changed function for art and artists. In 
the first instance. the content of their art hos been changed by breaking with the old 
artistic mediums and opting for printed/ photographed/ filmed/ dissemination of ideas/ 
models/ etc.· 
sa Mike Parr. piece in diary conceived during his second overseas trip. doted 9 February 
1978. first published in David Bromfield, Identities: A Critical Study of the Work of Mike 
Parr, 1970-1990. op. cit., pp.51. 306nl4 
f:I> see comments by David Bromfield, Identities: A Critical Study of the Work of Mike Parr, 
1970- 1990. op. cit., p.62 

<.O Mike Parr. in o letter to Dono Id Brook. 8 January 197 4, quoted in David Bromfield, 
Identities: A Critical Study of the Work of Mike Parr, 1970-1990, op. cit .. pp .80-81 , 308 
6 1 Mike Parr. Performances 1977 -2008 I Mike Porr(cotologue raisonne). Melbourne: 
Schwartz Media 2008. cat.66. (Photographer: Felizitas Stefonitsch); for o detailed listing 
see Catalogue No. I (January 1st 1974 to January 1st 1975) Information Centre 2 
lnhibodress Archives: Dept. Mike Parr and Supplement No. 1 (to June 30th 197 4), 1 
Central Street Sydney. 17 July - 18 August 1974; Catalogue No. I. artists' books, 
catalogues and publications. pp.1-7, Wallworks, pp. l -3. File Boxes (1 -4). pp.1-5. Folders 
(l -6). pp. l -3: Supplement No.1. artists' books. catalogues and publications, pp. l -3. File 
Boxes (5-6). pp.1-3. Folder (7). Wallwork. p. l 
62 Mike Parr. in letter to Douwe Jon Bakker. 21 September 1974, quoted in David 
Bromfield, Identities: A Critical Study of the Work of Mike Parr, 1970-1990. op. cit.. pp.82. 
309n9 
63 David Bromfield. Identities: A Critical Study of the Work of Mike Parr, 1970-1990. op. 
cit.. p.82 
64 Mike Parr. Performances 1971-2008 I Mike Parr(catalogue roisonne), op. cit.. cat.66. 
(Photographer: Felizitas Stefanitsch); for detailed listing see Catalogue No. I (January 1st 
1974 to January 1st 1975) Information Centre 2 lnhibodress Archives: Dept. Mike Parr 
and Supplement No. 1 (to June 30th 1974), 1 Central Street. Sydney. 17 July - 18 August 
1974; Catalogue No.1. artists' books, catalogues and publications. pp.l -7 
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os Mike Parr. Performances 1971-2008 I Mike Porr(catalogue raisonne). Melbourne: 
Schwartz Media 2008. cat.66. (Photographer: Felizitas Stefanitsch); for detailed listing 
see Catalogue No.1(January1st 1974 to January 1st 1975) Information Centre 2 
lnhibodress Archives: Dept. Mike Parr and Supplement No.1 (to June 30th 1974). l 
Central Street. Sydney. 17 July - 18 August 197 LI; Catalogue No. l. Wallworks. pp. l -3 
66 see Mike Parr. 'My Relationship to the Book Form'. in Artists Books I Bookworks. op. cit .. 
p.120; the catalogue from Artists Books was relegated to File Box 3 
67 Woll definition. July 197 l . lnhibodress Gallery. Charles Street. Woolloomoolloo, 
Performer: Mike Parr. Photographers: Peter Kennedy. Felizitos Stephanitsch. 
Performance instructions: Type two hours a day for 40 days; in Mike Parr. Performances 
1971-2008 I Mike Parr(catalogue raisonne), op. cit .. cot.6; see discussion of Woll 
Definition in David Bromfield. Identities: A Critical Study of the Work of Mike Parr. 1970-
1990. op. cit .. pp. l 8-20. 302-303 

68 see Mike Parr. Performances 1971-2008 I Mike Parr (catalogue raisonne ). op. cit.. 
cat.27: the Notebooks comprised the artist's writings and performance art scripts and 
provided the basis for many of his performances through the 1970s; now in the 
Collection of Flinders University Art Museum. as Mike Parr. Notebook (a set of two 
volumes of original notes). 1971 -. folder of documents. Acc.no.2763.000. acquired 1990; 
Gift of Donald Brook 
69 Blocked-Out Book: The Rise and Foll of Civilisation. 1971 -1972. 36 Porkham Street. Surry 
Hills. NSW; Performer and Photographer: Mike Parr ... o history of western civilization 
metamorphosed os one year of my life, where the idea of a completely inarticulate 
image was incorporated with o catatonic. repetitive activity. Shot on 35mm black & 
white negative rolls, reversed out onto positive film. For carousel wolf projection; see 
Mike Parr. Performances 1971-2008 I Mike Parr(cotologue raisonne). op. cit .. cat.22: see 
discussion of Blocked-Out Book in David Bromfield. Identities: A Critical Study of the 
Work of Mike Parr. 1970-1990. op. cit .. pp.2LI. 303 
10 see Catalogue No. I (January /st 1974 to January 1st 1975) Information Centre 2 
lnhibodress Archives: Dept. Mike Parr and Supplement No. 1 (to June 30th 197 4), 1 
Central Street. Sydney. 17 July- 18 August 197LI; Catalogue No.1 and Supplement No.l ; 
in addition to the lnhibodress group material, Tim Johnson was represented by three 
self-published artist's books in Supplement No. l (to June 30th l97LI); Disclosure 1973. Be 
An Artist 1973 and Coincidence 1974. p.2 
11 Helen Vivion. ed .. When you think about art: The Ewing & George Paton Galleries. 
1971-2008. Melbourne: Macmillan Art Publishing 2008; for specific contributions on the 
1970s. see Meredith Rogers. ·Arts Melbourne and the end of the seventies: ideology of 
the collective versus collective ideologies'. pp.44-61 . and Carolyn Barnes. ·Art world 
change in the 1970s'. pp.148-162 
n For a detailed history of the first decode see. Stephanie Britton. ed .. A Decode ot the 
EAF: A History of the Experimental Art Foundation 1974-1984. Adelaide: Experimental Art 
Foundation l 98LI 
73 Bob Lingard and Sue Cromer. Institute of Modern Art: A Documentary History, 1975-
1989, Brisbane: Institute of Modern Art 1989 
'" Only three issues of Other Voices were published; vol.1 no. l. June/July 1970. vol.1 
no.2. August/September 1970, vol.1 no.3. October/December 1970 
75 Donald Brook. 'Multiples and Unlimiteds'. Other Voices. vol.1 no.2. August/September 
1970. pp.8-16 
16 See discussion by one of Brook's former students who completed his PhD under 
Brook's supeNision in 1983; Alan Lee. 'Donald Brook's Theory of Art '. Art/ink, vol.20 no.3. 
September 2000. pp.68-70 
77 Donald Brook. 'Multiples and Unlimiteds'. op. cit .. pp.8-10 
78 ibid .. p.1 LI 

19 Art Network. vol. l no. l. November 1979. to. no.19/20. Winter-Spring 1986 
eo see Ross Wolfe. 'Editorial'. Art Network, vol. l no. l. November 1979. p.2; Peter Thorn 
and Ross Wolfe. 'Editorial', Art Network, no.2. November 1979. p .LI; Peter Thorn and Ross 
Wolfe. 'Editorial '. Art Network. nos.3&4. Winter/Spring 1981. p .5 
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s1 John Young, ·zx: ZX anarchic versus dictatorial publications', Art Network. no.2, 
November 1979, p.35; Jeannette Fenelon, 'Lip', Art Network. no.2. November 1979, 
p.55; see the range of 'publications received' and listing, including publications 
stipulated os ·artists books', Art Network, no.2. November 1979. p.72; Art Network. 
nos.3&4. Winter/Spring 1981. pp.49, 76; Art Network, no.6, Winter 1982, pp.62-63; Art 
Network. no.7, Spring 1982. pp.62-63; Art Network, no.8. Spring 1983, pp.55-56; Art 
Network, no.9. Autumn 1983, pp.77-80; Art Network, no.10. Autumn 1983, pp.58-59; Art 
Network. no.11. Spring 1983. pp.33-35; Art Network. no.12. Summer 1984, pp.75-76; see 
EAF publications and moil order advertisements. Art Network, nos.3&4. Winter /Spring 
1981, p.45; Art Network, no.5, Summer/Autumn 1982. p.76; Art Network, no.7. Spring 
1982. p.11; Art Network. no.10, Winter 1983, p.6; see advertisements for Champion 
Books. Art Network, no.2. Spring 1980. p.4. 'Champion Publications are producers of 
contemporary books. Its interests ore os much in the art (of) production os in the 
content of the books themselves. It discourages any formula for how or what it will 
produce. Form this has come a diverse and intelligent list of publications.·; listed. Who's 
Taking You To The Dance by Solly Morrison; Business as Usual by Paul Greene (illus.); 
Suppression Alienation Oppression by Glen Clarke; Teledex by Ted Hopkins; Fero/ Polit 
by Robin Wallace-Crabbe; The Cools of Juniper by Graham Jackson; Write-Here-Now 
by Simon Hopkinson; Journey of a Wise Electron by Peter Lyssiotis; Peter Lyssiotis. 
'Journey of a Wise Electron and other Stories', Art Network, no.5, Summer/Autumn 1982, 
illus. p.55 
82 Ross Wolfe, et al.. 'Sydney. Situations ... ', Art Network. vol.1 no. l, November 1979. 
pp.14-15. inc. Tin Sheds. University of Sydney; David Kerr inteNiewed by Pamela Brown, 
'Experimental Art Foundation 1981 ',Art Network. nos.3&4. Winter/Spring 1981. p.44; Paul 
McGillick, 'The Institute of Contemporary Art - Central Street Gallery', Art Network, no.6, 
Winter 1982. pp.48-49; Peter Kennedy. 'lnhibodress - Just for the Record', Art Network, 
no.6. Winter 1982, pp.49-51; Lindsay Parkhill. 'Praxis', Art Network. no.6. Winter 1982, p.51 
83 David Kerr inteNiewed by Pamela Brown. 'Experimental Art Foundation 1981 ·.op. cit., 
p.44; the following issue of Art Network included Donald Brook's essay 'What Art Is', see 
Donald Brook. 'What Art Is', Art Network. no.5. Summer/Autumn 1982. pp.6-8, reprinted 
in Donald Brook. The Social Role of Art (Revised edition). Adelaide: Experimental Art 
Foundation 1981. pp.20-27 
84 Bernice Murphy. 'Alternative Spaces - Part One', Art Network. no.6. Winter 1982. 
pp.46-47; Bernice Murphy, 'Alternative Spaces - Port Two', Art Network. no.7. Spring 
1982. pp.55-57 
as Bernice Murphy. 'Alternative Spaces - Port One', op. cit., pp.46-47 
86 Bernice Murphy, 'Alternative Spaces - Port Two', op. cit .. pp.56-57 
87 Bernice Murphy, 'Alternative Spaces - Port One', op. cit .. pp.46-47; Bernice Murphy. 
'Alternative Spaces - Part Two', op. cit .. pp.56-57; also mention of 'smaller. more 
provisional spaces', Art Projects (Melbourne). Morr Ground's mini Avago gallery 
(Sydney), Q Space (Brisbone), p.57 
88 For a detailed record, see Stephanie Britton. ed .. A Decode at the EAF: A History of 
the Experimental Art Foundation 1974-1984. op. cit.; although some of the claims mode 
in this account ore now open for debate, see comments by, Maria Bilske, 
·unsentimental Experimental: The Experimental Art Foundation 25 Years On', Art/ink, 
vol.20 no.3, September 20<Xl, pp.65-66 
89 see for example Donald Brook. 'The Experimental Art Foundation', Art ond Australia. 
vol.12 no.4. April-June 1975. pp.378-380; Donald Brook. The Social Role of Art. Adelaide: 
Experimental Art Foundation 1977; see also selected essays/papers by Donald Brook 
reprinted in Stephanie Britton. ed .. A Decade of the EAF: A History of the Experimental 
Art Foundation 1974-1984, op. cit.; 'Art and the Social Institutions' (1977). pp.15-20; 'Post
Object Art in Australia and New Zealand' (1976), pp.20-25; 'The Nature of Art and Some 
Implications for Public Policy· (1977), pp.25-27; 'Art. Art Museums and Society' (1977). 
pp.28-29, 'A Proposal for the Incorporation and Regulation of Public Participation in 
State Patronage of the Arts' (1977). p.30 
90 For o coverage of the role of the Experimental Art Foundation os o venue for 
'experimental performance and conceptual, post-object and avant-garde art'. see 
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Anne Marsh. Body and self: performance art in Australia, 7969-92. Melbourne: Oxford 
University Press 1993. pp.53-93. n236-238; the other Institutional venue for c ontemporary 
art in Adelaide was the Link Exhibitions program ot the Art Gallery of South Australia 
(1974-1979); see Ion North. ' Link Exhibitions ot the Art Gallery of South Australia ·. Art ond 
Austrolio, vol.12 no.2. 197 4, pp.183-184. and retrospectively Ion North. 'The Link 
Exhibitions: A rough reminiscence of faint scandal'. Art/ink, vol.20 no.3. September 2000. 
pp.30-32. including a list of exhibitions. 1974-79 
91 Contributing artists: Virginia Coventry. John Nixon. Tony Coleing. Tim Burns. Aleks 
Danko. Terry Smith, Richard Lo rt er. Ti Porks, Robin Wallace-Crabbe. John Davis. Tim 
Johnson. Micky Allen. Bruce Barber. Michael Bojko. Grahame Davis. Bonito Ely. Liz 
England. John Fisher. Sue Ford. Kim Gray. Poul Hoy. Kevin Hagerty. Ion Hamilton. John 
Letherbridge. Steve Leishman. David Mealing. Philip Perking, Mike Parr. Dove Perry. Bob 
Ramsay, Noel Sheridon. lmonts Tillers. and including performances by Ken Searle. A 
Light-carrying Sculpture. Jim Allen. Elastic-sided Boot. Ron Rowe. Cloud Skins. Pam 
Gilbert, Ritual. Philip Gerner. The Jam of Your Life. Julia Cotton. Subterranean 
Celebration; listed in Stephanie Britton. ed .. A Decode at the EAF: A History of the 
Experimental Art Foundation 1974- 1984. op. cit .. p.35 
n Donald Brook. 'The Experimental Art Foundation ', op. cit .. p.380. reprinted in Noel 
Sheridon. ed .. E.A.F. Adelaide 75. Adelaide: Experimental Art Foundation 1976. np 
93 Noel Sheridon. ed .. E.A.F. Adefoide 75. op. cit .. 48pp (including covers). photo
lithogrophy; Noel Sheridon and Ion de Gruchy, eds. E.A.F. 76. Adelaide: Experimental 
Art Foundation 1976. 26pp (including covers). photo-lithography 
911 Noel Sheridon. ed .. E.A.F. Adelaide 75. op. cit .. np 
95 See 'Some of the Books at the Foundation'. in Noel Sheridon. ed .. E.A.F. Adelaide 75. 
op. cit., np 
% See Income & Expenditure for the period 7 November 1974 to 3 7 November 7975. in 
Noel Sheridon. ed .. E.A.F. Adelaide 75, op. cit., np; Library: Magazines & Books: $669.70. 
Subscriptions $29.50. from Total Expenditure of S766Ll.40 
97 Noel Sheridon and Ion de Gruchy, eds. 'Information Centre I Library· . E.A.F. 76, op. 
cit .. np 
98 Levine was on artist whose work was familiar to Australian artists through Jock 
Burnham. 'Les Levine: Business os Usual'. Artforum 1970. reprinted in Great Western Solt 
Works: Essays on the meaning of Post-Formalist art. New York: George Broziller 1974, 
pp.39-46 
w Ulay and Abramovic's performance (no.21) 'The Brink', was performed at the Art 
Gallery of New South Wales in April 1979; o second ·untitled' performance (22). 
undertaken at the National Gallery of Victoria. May 1979; Uloy and Marina Abromovic. 
Two Performances I DETOUR. Adelaide: Experimental Art Foundation 1979. np 
100 Bob Ramsay, At Home. Adelaide: Experimental Art Foundation 1979, 44 leoves. ISBN: 
095967294X 
101 Bonita Ely. Murray/ Murundi. Adelaide: Experimental Art Foundation 1981. photo
lithogrophy. 22.6 x 16.6 cm (closed) ISBN: 0949836052 
102 Of the publications sourced by Sheridan for inclusion in the 'Australian Artists Books' 
section of Artists Books I Bookworks exhibition. copies of the following titles. for example. 
remain in the EAF's collection to the present. Mike Brown I don't know what to think 
about anything 1972; Tim Burns. A Pedestrian Series of Postcards - What about 
Crosswalks in Mildura? New York: The Burns Family Press 1976; Robert Cooney, 
A.0.U.L.t. T.S.# 7. New York: self-published NYC 1977; Pot and Richard Lorter's collaged 
and photocopied books. The tender juicy fish fingers in art 1970 (collage). They buried 
the unknown 1973 (collage). People-eating hoardings nd (collage), Getting o row toilet 
bowl at your fingertips 1973 (collage), A capacity for belly-aching nd (collage). Mind 
spinners stag movie 1973 (collage). The magnificent slum nd (photocopy), You can't 
drum 1970 (photocopy) 
103 Helen Brunner and Don Russell (compilers). 'Artists' Book Collections: Experimental Art 
Foundation·. in Joan Lyons. ed .. Artists' Books: A Critical Anthology ond Sourcebook. 
Rochester: Visual Studies Workshop Press 1985, pp.227-228 
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w4 See the contents of the Information Show, February/Morch 1976 and the collection 
of artists' books and printed ephemera donated by Sheridon to the Notional Gallery of 
Australia in 1980. 
1os Noel Sheridon, quoted in ·An inteNiew with Noel Sheridan· (by Ken Bolton and Anno 
Couoni), Magic Som. no.2, 1975 (1976), np 
106 ibid .. np: see also 'introduction·, in Everybody Should Get Stones. in which Sheridan 
states that: 'Initial tests were carried out by J. Neuner and N. Sheridon on Coynes cross 
beach, due east of Newcastle, Co. Wicklow, Ireland, during the Summer months of 
1971 ',Noel Sheridan. Everybody Should Get Stones. Adelaide: Experimental Art 
Foundation 1978, np 
107 The stones were borrowed from the Monier Quarry at Gowler, north of Adelaide. at a 
cost of $200 per month to the taxpayer. which caused an uproar in itself; see Brion Gill. 
'Where the 'terrible man' got his stones·, The Advertiser. 24 April 1975 
1oa See Noel Sheridon. 'Everybody Should Get Stones', Magic Sam. no. l. 1975, np 
109 see installation shot in Bob Lingard and Sue Cromer. Institute of Modern Art: A 
Documentary History, 1975-1989. op. cit.. p.32 
110 Noel Sheridon. quoted ln 'An inteNiew with Noel Sheridon' (by Ken Bolton and Anno 
Couani), op. cit .. np 
111 See general discussion by Stephanie Britton. 'The EAF's image in the popular press', in 
A Decode at the EAF: A History of the Experimental Art Foundation 1974-1984, op. cit .. 
pp.69-72 
11? Ivor Francis, 'Stones bring on those questions'. The Advertiser, 9 April 1975, Brion 
Francis, 'Rough Rood to Rock Appreciation'. The Advertsier, 13 April 1975, David Dolan, 
'Enjoyment with Stone'. Sunday Moil, 13 April 1975, p.116; Stephanie Britton. ·stony path 
can give us many ideas'. The News, 15 April 1975; copies of reviews and additional 
material supplied by Ms Jin Whittington, Information Manager, Research library, AGSA 
November 2006 
113 Ivor Francis, ·stones bring on those questions'. op. cit. 
114 Noel Sheridon, Everybody Should Get Stones, op. cit.. np 
115 ibid .. np 
116 ibid., np 
117 The section concludes: 'It was hoped that the work ~Everybody Should Get Stones" 
(in all its ports) would operate in o circular fashion, in that the confusion, doubt. anxiety, 
tension and pain caused by Part Ill would have led the participant back to Part I 
again, with a new resolve or least a desire tor resolution. And all this to go on and on 
and on. However, aware that Part Ill could as easily cause boredom, lassitude, distrust 
or feelings of deja vu. we have included and alternative Part IV; Noel Sheridon. 
Everybody Should Get Stones, op. cit.. np 
1 ta Gory Catalano, 'Of stones and bicycles', in The Bandaged Image: A study of 
Australian artists' books, op. cit.. pp.55-58; Brion O'Doherty, 'Assembling Sheridan'. in 
Noel Sheridon. et al .. Noel Sheridon: On Reflection. Dublin: Four Courts Press 2001. 
pp.41-43 
119 Gory Catalano. 'Of stones and bicycles·. in The Bandaged Image: A study of 
Australian artists' books, op. cit .. p.58 
120 Brion O'Doherty. 'Assembling Sheridon'. in Noel Sheridon, et al, Noel Sheridon: On 
Reflection. op. cit.. pp.42-43 
i?1 Sheridon returned to Dublin in 1980, although returned again to Australia in 1989 to 
take up the post of Director of the Perth Institute of Contemporary Art. 1989-1993. ofter 
which he returned to Ireland permanently. 
12') Artwords and Bookworks, Los Angeles Institute of Contemporary Art, 28 February- 30 
March 1978 
m see John Buckley. et al., 'Introduction'. Artists Books I Bookworks. op. cit .. pp. 1-2: 
assistance in sourcing Melbourne-based material was provided by Rubbo and Rogers: 
see Helen Vivian. ed., When you think about art: The Ewing and George Paton Gallery. 
1971-2008, op. cit., p.76 
124 Helen Vivion, project co-ordinator and editor of When you think about art: The Ewing 
and George Paton Gallery, 1971-2008. in correspondence with the author, June 2008, 
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about her researc h into the Ewing and George Paton Gallery Archives. University of 
Melbourne; Vivian 's research for this publication. revealed that Rubbo and Rogers. 
typed and collated all the 125 pages of contents for printing. as well as hand-printing 
the folder cover at the gallery, with the production undertaken in botches between 
August and late September. with the last catalogues completed and shipped to the 
EAF just prior to Christmas 1978. Sheridan's section (essay and artists· pages) was added 
to the catalogue ofter the exhibition opened at the Ewing and George Paton Gallery. 
before touring to the IMA and EAF; Ewing and George Paton Galleries. exhibition dotes. 
4-29 September 1978. to IMA 2.a October - 18 November 1976. to EAF prior to Christmas 
1978. on display to mid-March 1979. although the exhibition was apparently extended 
and the dotes conflict between vanous documents: see listing and archive details in 
Helen Vivion, ed .. When you think about art: The Ewing and George Paton Gallery, 
1971-2008. op. cit .. p.76 
1:>s Betty Bright, No Longer Innocent: Book Art in America. 1960-1980, op. cit .. pp.239-240 
1?6 Artwords and Bookworks, Los Angeles Institute of Contemporary Art. 28 February - 30 
Morch 1978; toured to Artists' Space. New York (summer); Herron School of Art, 
Indianapolis; New Orleans Contemporary Art Center. New Orleans (late Fall); to 
Australia, September 1978 
m See the checklist of titles and artists in Artists Books I Bookworks. op. cit .. pp.22-49 
'8 Artists' Books: New Zeolond Tour 1978, curated by Jacki Apple. Curator of Exhibitions 

and Performances. Franklin Furnace Archive: travelled to National Art Gallery. 
Wellington. Govett-Brewster Art Gallery. New Plymouth. Auckland City Art Gallery, 
Auckland. in the first half of 1978; the New Zealand exhibition comprised 33 one-of-a 
kind books. 10 audio tape works and 89 printed-edition books and records. all of which 
were ·advertised' as being available through Printed Matter. New York, in that the 
checklist. included the price of each book and record as o sales catalogue list, pp.56-
59; Jacki Apple's introductory text from the Artists· Books: New Zeolond Tour 1978 
catalogue is reprinted in Artists Books I Bookworks mentioning the Printed Matter 
material even though it does not appear included in the exhibition, see Jacki Apple. 
'One-of-a-Kind Books'. in Artists Books I Bookworks. op. cit.. pp.50-87. 88-98; each one
of-o-kind book received a one page description with artist's statement. interspersed 
with pages of images 
m Joan Hugo, 'Museum without walls'. in Artists Books I Bookworks. op. cit .. pp.3-5; 
Martha Wilson, 'Artists Books as Alternative Space·. pp.11 -17; Judith A. Hoffberg. 
"Recent Artists Books and Ephemera·. pp.20-21 
i3o Martha Wilson. 'Artists Books as Alternative Space'. in Artists Books I Bookworks. op. 
cit .. p.11 
31 Bob Ramsay. in email correspondence with the author. 3 December 2007 

i3? Noel Sheridan. 'Australian Artists Books', in Artists Books I Bookworks. op. cit.. pp.99-
100 
l33 ibid .. p.99 
34 ibid .. pp.99-100 
35 ibid .. p .100: see also an edited transcript of Sheridan's text by Christine Goodwin. 

reprinted in Stephanie Britton. ed .. A Decode ot the EAF: A History of the Experimental 
Art Foundation 1974-1984. op. cit .. pp.44-45 
136 The following is a summary of the l.d6 listed ' individual' titles, by artist/author. title, 
date (where known). medium, edition details (where known). plus publication details 
(where known). with a newly assigned catalogue number. in 'Australian Artists Books', in 
Artists Books I Bookworks. op. cit.. pp.101 -115: 
Walter Billiter. Australian Novemberies. n.d . (cot .1) 
Mike Brown, I don ' t know whot to think about anything (it don't matter nohow). n.d. 
(cat.2) 
Frances Budden. Portrait of o Mardi Gros. 1978 (cat.3) 
Tim Burns. A Pedestrian Series of Postcards. 1976. offset lithography. ed1t1on: 500 (cot.LI) 
Jenny Christmann. Green Book. 1978. knitted wool (cat.5) 
Jenny Christmann. Yellow Book. 1978. knitted wool (cat.6) 
Jenny Christmann. Deep Red Book. 1978. knitted wool (cat .7) 
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Jenny Christmann, Brown with Grey Book. 1978, knitted wool (cot.8) 
Robert Cooney. A.0.U.L.1.T.S.# 1. 1977 (cot.9) 
Aleks Danko, Ion Bell will arrive in London, January 3"1, 1974. 1973-74. Xerox. edition one: 
10 (black cover), edition two: 20 (red cover) (cat. l 0) 
(Jon Doe). Silly Symbol Situations. n.d. (cot.11) 
John Fisher. Art-Being Notebook One (Notebook One: The Art/Being Relationship), 
c.1975. edition unknown (cot.12) 
John Fisher. Art-Being Notebook Two. n.d., edition unknown (cot.13) 
Ian de Gruchy, Blocks - related sets, systems. c 1976. edition unknown (cot.14) 
Kris Hemensley. The Moths. n.d. (cot .15) 
Kris Hemensley. Gomes. n.d. (cot.16) 
Felix Hess. Boomerangs. n.d. (cot.17) 
Felix Hess. 4096 Pins. n.d. (cot.18) 
Leigh Hobbo. Twelve pages. n.d. (cot.19) 
Ion Hamilton. The Sacrifice. n.d. (cot.20) 
Ian Hamilton. A Work for Wool. Fluro-Tubes and Sky-Lights. n.d. (cot.21) 
Ion Hamilton. 3M Images. n.d. (cot.22) 
Ian Hamilton. The Paintbrush. n.d. (cat.23) 
Ion Hamilton. C.AS. Exhibition Drawings. n d. (cot.24) 
Ian Hamilton. Woo/store and Other Drawings. n.d. (cat.25) 
Ian Hamilton. Scenes from Exhibitions - Book 1. n.d. (cot.26) 
Ion Hamilton. Scenes from Exhibitions- Book 2. n.d. (cot.27) 
Ian Hamilton. Rituals I - Ritual Settings. n.d. (cot.28) 
Chris lllert, Seo-Shell Mathematics. n.d. (cat.29) 
Robert Jacks. Twelve Red Grids. 1973. hand-stamped. edition: 100 (projected) (cat.30) 
Robert Jocks. Twelve Drawings, 1974, hand-stamped. edition: 100 (projected) (cat.31) 
Robert Jocks. Color Book. 1975. hand-stamped. edition: 100 (projected) (cat.32) 
Robert Jocks. 1975-1976, 1976, hand-stamped. edition: 100 (projected) (cat.33) 
Robert Jacks. Lines Dots. 1976. hand-stomped. edition: 100 (projected) (cot.34) 
Robert Jacks. Red Diagonals. 1976. offset lithography, edition: 250 (cat.35) 
Robert Jocks. Lines Dots Number Two. 1977. hand-stomped. edition· 100 (projected) 
(cat.36) 
Robert Jacks, Five Drowtngs, 1977, offset lithography and hand stamped. edition: 30 
(cat.37) 
Robert Jacks. Top - Bottom. 1977. hole-punched. edition of 50 (projected) (cat.38) 
Robert Jacks, Circular Drawing. 1977. hole-punched. edition of 50 (projected) (cot.39) 
Robert Jacks. Pointed Book 1, 1978 (cat.40) 
Robert Jacks. Pointed Book 2. 1978 (cat.41) 
Robert Jacks. Pointed Book 3. 1978 (cat.42) 
Robert Jacks. Pointed Book 4, 1978 (cot.43) 
Tim Johnson. Disclosure, 1973, offset lithography. edition: 300 (cot.44) 
Tim Johnson. Alienation. 1976, offset lithography. edition: 100 (cat.45) 
Tim Johnson. You. 1976. offset lithography. edition: 100 (cat.46) 
Tim Johnson, Coincidence. 1974. offset lithography. edition: 200 (cot.47) 
Tim Johnson, Schoo/time. 1974. edition: 30 (cat.48) 
Tim Johnson, Public Fitting. 1972, offset lithography, edition: 200 (cot.49) 
Tim Johnson. Be on artist. 1973. offset lithography, edition: 100 (cat.50) 
Tim Johnson. Notes on Pointing. 1977 (cat .51) 
Tim Johnson. ESP: Examples of five spaces in one place. 1976. first self-published edition: 
l 00: second edition published by Experimental Art Foundation. edition unknown 
(cat.52) 
David Kerr. Pocket Piece. c.1978 (cot.53) 
Robert Kenny, Etcetera. n.d. (cot.54) 
Robert Kenny, A Book of Detection. n.d. (cot.55) 
Rudi Krausmann. Everyman -A sentence situation. n.d. (cat.56) 
Pat and Richard Larter, The tender juicy fish fingers in ort. 1970. collage (cat.57) 
Pot and Richard Lorter. They buried the unknown. 1973, collage (cot.58) 
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Pat and Richard Larter. People-eating hoardings. n.d .. collage (cat.59) 
Pot and Richard Lorter. Geffing o row toilet bowl of your fingertips, 1973. collage 
(cot.60) 
Pat and Richard Larter. A copocity tor belly-aching, n.d .. collage (cot.61) 
Pat and Richard Lorter. Living with the hair you fancy. n d .. collage (cat.62) 
Pat and Richard Lorter. Mind spinners stog movie. 1973. collage (cot 63) 
Pot and Richard Lorter. The magnificent slum. 1970. photocopy (cat.6LI) 
Pot and Richard Larter. You can't drum. 1970. photocopy (cat.65) 
Bea Maddock. This Time. 1970. linocut. artist's proof for an edition: 25 (cat.66) 
Mostyn Bromley-Moore. Ten Works. n.d. (cot.67) 
Mostyn Bromley-Moore. Cold Leap. n.d. (cot.68) 
Mostyn Bromley-Moore. The movement of the brown blanket. n.d. (cot.69) 
Clive Murray-White. Parasite II. n.d .. glued and sown paper (cot.70) 
Clive Murray-White. Parasite IV. n.d .. glued. sawn. stacked paper (cat.71) 
Clive Murray-White. Parasite V. n.d., glued, sown. stocked and bolted paper (cot.72) 
Michael Nicholson. Poli-Po/I-Pool-Shots. n.d. (cat.73) 
Chris Nobbs, Postman's View. n.d. (cot.74) 
Bob Peacock, Sixty stories in the sixties. n.d. (cat. 75) 
Bob Peacock, Furniture Music. n.d. (cat.76) 
Bob Peacock. Mid-Year Diary, n.d. (cat.77) 
Mike Parr. Wal/ Definition. 1971. boxed set of 254 sheets/pages (cat.78) 
Michael Pursche. Of one tree one hundred leaves. c.1978. edition: 10 (cot.79) 
Bob Ramsay. The Lilliput Poper. n.d. (cat.80) 
Bob Ramsay. Blow-ups. n.d. (cot.81) 
Bob Ramsay. Public and Private fnformotion. commenced 1975 (cat.82) 
Terry Reid. Yellow Pages. n.d. (cot.83) 
Terry Reid. Mask Show. n.d. (cat.84) 
Terry Reid. Network. n.d. (cot.85) 
Terry Reid. Manifestos, Statements and Other Follies. n.d. (cat.86) 
Robert Rooney. Wor Savings Street. 1970. offset lithography (cat.87): edition unknown 
Peter Rosman. Number 21. n.d .. steel and mirror (cot.88) 
Peter Rosman. Untitled. n.d .. steel (cot.89) 
Peter Rosman. Untitled. n.d .. steel (cot.90) 
Peter Rosman. Number 3/A (one of two volumes). n.d .. steel and Perspex (cat.91) 
Peter Rosman, Number 3 IB (one of two volumes). n.d .. steel and Perspex (cat.92) 
Peter Rosman. Lorge Book. n.d. steel and Perspex (cot.93) 
Ken Searle. 10 X's (Little Books). 1977. set comprising 10 little books. edition unknown. 
published by the Experimental Art Foundation (cot.9LI - cot.103) 
Noel Sheridon. Everybody Should Get Stones. 1978. edition unknown. published by the 
Experimental Art Foundation (cot. lOLI) 
Noel Sheridon. It's Impossible - o shadow sandwich. n.d. (cot 105) 
HaNey Shields. Descriptive Creek I Bridge SuNey. n.d. (cot.106) 
Geoff Tennant. The Book of O's (vol.1). n.d. (cot.107) 
Geoff Tennant. The Book of O's (vol.2). n.d. (cat.108) 
Geoff Tennant. The Book of R's (vol.l). n.d. (cot.109) 
Geoff Tennant. The Book of R's (vol.2). n.d. (cat.110) 
Geoff Tennant. The Book of A ·s. n.d. (cot.111) 
Geoff Tennant. The Book of C's. n.d. (cot.112) 
Geoff Tennant. The Book of O's. n.d. (cat.113) 
GeoffTennont. The Book of S's. n.d. (cot.114) 
Geoff Tennant. Untitled(vol.l). n.d. (cat.115) 
Geoff Tennant. Untit/ed(vol.2). n.d. (cot.116) 
Dorothy Thompson. Who are the Journalists of Your Mind?. 1977. edition unknown. 
published by the Experimental Art Foundation (cot. 117) 
Vivienne Thwaite. Never Mind the Exhibition - Here's the Problem. n.d. (cot.118) 
lmonts Tillers. Rendezvous with Configuration P. 1978. edition unknown. published by the 
Experimental Art Foundation (cot.119) 
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Geoff Todd. How to Drow Books - No.1 : The Human Figure. n.d. (cot.120) 
Geoff Todd. How to Drow Books - No.2" The Landscape. n.d . (cot.121) 
Geoff Todd, Warhol. n d. (cot.122) 
Geoff Todd. Oui. n.d. (cot.123) 
Geoff Todd. Sporting Globe. n.d. (cot.124) 
Geoff Todd. New Idea. n.d . (cot.125) 
Geoff Todd. Snow White ond the Seven Dwarfs. n.d . (cot.126) 
Arthur Wicks. Views for Binocular Vision. c. 1978 (cot 127); edition: l 00 (proposed) 
Paul Worstead. Life Modelling ond Costing News. c. 197 4 (cot .128) 
Poul Worstead. Remember Cubism. c.197 4 (cot. 129) 
Paul Worsteod. Between the Art School ond the Revolution. c. 197 4 (cot. 130) 
Poul Worsteod. Out on the town I lie in bed. c.1974 (cot.131) 
Poul Worsteod. Youth liked the music but soon fell asleep. c .197 4 (cot. 132) 
Paul Worsteod. Jumping Still, Stifling Until. c.1974 (cot.133) 
Poul Worsteod. On Steel. c. 197 4 (cot .134) 
Paul Worsteod. ASIAN ARIAN ASIAN AROONY, c .197 4 (cot. 135) 
Poul Worstead. Memoirs of o toilet cleaning man. c.1974 (cot.136) 
Paul Worsteod. Costing life modelling and news. c. 197 4 (cat .13 7) 
Paul Worstead. Modern Doy (20th Century Psychoonolyticol Biographical Poetic 
Economic Issue). c. 197 4 (cat .138) 
Poul Worsteod. What's your problem Buddy?c.1974 (cot.139) 
Poul Worstead. Asian Persuasion Issue. c.1974 (cot.140) 
Paul Worstead. Old Art Students. c .1974 (cat. ltll) 
Paul Worsteod. The Murder Mystery. c.1974 (cat.142) 
Poul Worsteod. Middle Closs Sculpture. c.1974 (cot.143) 
Poul Worstead, Art os o clue to the secret of success. c .197 4 (cot. 144) 
Paul Worstead. Trivia Issue. c.1974 (cat.145) 
Paul Worstead. Traction. c . l 97 4 (cat .146) 
The following is a summary of the 'combines. assemblages and group projects' listed in 
'Australian Artists Books·. in Artists Books/ Bookworks. op. cit .. pp.115-117: 
P. Brown. T. Burns. D. Morrissey and N. Roberts. A Package Deol. n.d. (cot.147) 
Ken Bolton. ed .. Magic Som. no. I. 1975 (cat.148) 
Ken Bolton. ed .. Magic Som. no.2. 1975 ( 1976) (cat.149) 
Karilyn Brown. Julie Ewington. Moris Flashtig. et al.. The Women's Show, Adelaide 1977. 
1977 (catalogue) (cot .150) 
Alison Goodwin. Let's make these wolfs where we live ond work - home. n.d. (cot.151) 
The Situation Now: Object or Post-Object Art?. Sydney: Contemporary Art Society 197 l 
(catalogue) (cat. 1 52) 
Simon Hopkinson ond Gary Willis, Art-Works - Manifesto. n.d. (cot.153) 
Peter Kennedy. Mike Porr. et al.. lnhibodress Information I, 1971 (cat. 154) 
Bill Clements. Petition. n.d. (cot.155) 
Terry Smith. ed .. Art & Longuoge: Australia 1975. Sydney: Art & Language Press 1976 
(cot.156) 
Leigh Hobbo and Ion de Gruchy. Freeways. n .d. (cat. 157) 
Ian Robertson and Michael Callaghan (compilers). Rare Birds with Sticky Wings. n.d. 
(cat.158) 

3' Bob Ramsay. in email correspondence with the outhor. 3 December 2007 
<Ii Noel Sheridan. ·Australian Artists Books'. in Artists Books I Bookworks. op. cit.. p. l 00 

1 «9 Ian de Gruchy. Blocks - related sets. systems. in ·Australian Artists Books'. in Artists 
Books I Bookworks. op. cit .. p.103. no cot no. 
11.0 Ion Hamilton. selected artists' books including Sky-lights. Scene from Exhibitions books 
1 and 2. Rituals 1 - Ritual Settings. in ·Australian Artists Books'. in Artists Books / 
Bookworks. op. cit .. p.104. no cat no. 
141 David Kerr. Pocket Piece n.d. 101 pages. 20.3 x 30.5 cm 
147 Bob Ramsay. The Lilliput Papers. 7 pages. 50.8 x 38. l x 38. l cm; Blow-ups. 61.0 x 45.7 
cm (reworking of film in book form); Public and Private Information. c.1975. 35.5 x 26.5 
cm. in 'Australian Artists Books'. in Artists Books/ Bookworks. op. cit .. p .110. no cat no.s 
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113 The Pocket Piece 1n Artists Books I Bookworks was on investigation of other people's 
pockets and bogs. similar to his earlier autobiographical piece. The study was bound 
and published as on edition of two with o third copy dispersed to surveyed participants. 
and a fourth was displayed on the walls in the exhibition space; this piece was also 
Kerr's contribution to Act I: An Exhibition of Performance ond Participatory Art. 
Australian Notional University, Aris Centre. Canberra, 4-12 November 1978; David Kerr, 
in email correspondence with the author. 3 April 2008; see David Kerr. Pocket Piece, 
artist's page. published accompanying the section on 'Australian Artists' Books'. in 
Artists Books I Bookworks. op. cit.. p.119 
1114 David Kerr. Pocket Piece: Portable Tools for SuNivol. 19/6/78-2/7/78, 101 pages. 20.3 
(h) x 30.5 (w) cm (closed), stored in a pinstripe material 'pocket'. 33.5 (h) x 22.5 (w) cm: 
Collection: National Gallery of Australia (NGA 1982.2138); David Kerr. in email 
correspondence with the author. 3 April 2008 
145 For example. on the first day. 19/6/78, seven sources ore listed (Fob pocket of 
trousers. p.1; Front right trousers pocket. p.2: Front left trousers pocket. p.3; Bock left 
trousers pocket, p.4; Bock right trousers pocket. p.5: Contents of wallet. p.6; Contents of 
hand held cigar box, p.7): followed by seven photocopied contents pages; then a 
listing of the second day. 20/6/78. followed by the photocopied contents pages. and 
soon. 
1".6 See. 'Bob Ramsay: Extensions and Possibilities (illustration one): The Lilliput Papers'. 
EAF, 28 September - l 1 October 1975, including on extract from on interview by Noel 
Sheridon with Bob Ramsay. in Noel Sheridon. ed., E.A.F. Adelaide 75. op. cit.. np: In 
addition to a normal sized table and choir. the artist constructed a monumental 
(double life-size) Brobdognion table and choir, intended to dwarf spectators. as well os 
o minute Lilliputian table and choir (1 /16 life-size), both variations intended to make 
visitors aware of the experience of scale. There was one book on each of the tables at 
corresponding sizes: further details supplied by Bob Ramsay, in email correspondence 
with the author. 3 December 2007 
"'See particularly. Robert Morris, 'Notes on Sculpture Part 2. Artforum. vol.5 no.2. 

October 1966. pp.20-23 
148 Each thematic book contains a combination of minute photographs, drawings. 
typescript and handwritten text. although the readability of the books is inherently 
questioned by their scale. 
149 See list of works by Clive Murray-White. in 'Australian Artists Books'. in Artists Books I 
Bookworks, op. cit., pp. 108-109, no cot no. 
150 Jenny Christmann, Green Book 1978. Yellow Book 1978. Deep Red Book 1978. and 
Brown with Grey Book 1978. in 'Australian Artists Books'. in Artists Books/ Bookworks. op. 
cit .. p.102. no cot no. 
1:.1 See list of works by Peter Rosman. in ·Australian Artists Books'. 1n Artists Books I 
Bookworks. op. cit. p.111. no cat no. 
1!"12 Michael Pursche. Of one tree one hundred leaves, l 00 pages. 16.5 x 19.0 cm 
(closed). p.110: two copies of the work ore in the Collection: Notional Gallery of 
Australia (NGA 1980.3340). edition: l /10. signed. editioned and doted. I.e .. front piece. 
Gitt of Noel Sheridon, which suggests this was the work included in Artists Books I 
Bookworks; the other copy (NGA 1983.1701) edition: 4/10 
1!>3 Arthur Wicks. Views for Binocular Vision. c. 1978. l 0 pages, 40.6 x 40.6 cm. p.11 4: 
edition: 100. (proposed, printed edition unknown) 
1 ~ Arthur Wicks. Thoughts from 'Views for Binocular Vision'. artist's page. published 
accompanying the section on ·Australian Artists Books'. in Artists Books/ Bookworks. op. 
cit .. p .123 
155 Steven Tonkin, 'Book Review: Australian Artists' Books in the Notional Gallery's 
Collection'. Artonview. no.24. Summer 20CXJ-Ol. pp.50-51 
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7. A field of Australian artists' books 

The previous chapter has outlined how Artists Books I Bookworks was a 

milestone in the history of Australian conceptual and post-object artists' books 

in the 1970s. As the first suNey exhibition of international and Australian artists' 

books, it represented the coalescence of international precedents and local 

practices. unified by the overarching rhetoric of the international discursive 

frame for artists' books. Coordinated by Australia's three leading alternative 

spaces, the Ewing & George Paton Galleries, Institute of Modern Art and the 

Experimental Art Foundation (EAF), the exhibition was also a local manifestation 

of the alignment between alternative arts spaces and artists' books. 

While the discursive frame may have encompassed and legitimised Australian 

practice within the international context the delineation of a separate section 

devoted to 'Australian Artists' Books', nevertheless confirmed a critical moss of 

local, most often post-object. p ractitioners and works, which within the 

parameters provided by Artist Books I Bookworks, marked the inception of a 

separate sub-field of Australian artists' books. 

That is not to say that Artist Books I Bookworks Instigated a seismic shift in 

Australian art or the engagement of Australian artists with books as art but 

rather the reverberations were more gradual as many of the conceptual and 

institutional factors that had sustained post-object artists' books in the early to 

mid 1970s continued to exert their influence into the early 1980s. This was the 

case with regard to the EAF. which continued its ongoing leadership role as a 

publisher. promoter. distributor and collector of post-object artists' books. In the 

five year period fallowing Artists Books I Bookworks, 1979 to 1983, the EAF 

published some of its most conceptually challenging post-object artists' books 

by Bob Ramsay, Marr Grounds and Bonito Ely, as well as, providing a theoretical 

context for lmonts Tillers' engagement with artists' books, Rendezvous with 

Configuration P, published by the EAF in 1978, and Three Facts, published three 

years later by Double Vision in 1981 . 

Whilst the Influence of international discursive frame and Sheridan's personal 

advocacy con explain, in port, the EAF's ongoing institutional support for the 
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artists' books. another factor that has not been considered in the literature to 

date is the theoretical authority exerted by Donald Brook and his impact upon 

post-object artists' books. It is argued in this chapter that a convenient 

synchronicity occurred between Brook's 'new theory of art' and the 

international discursive frame of artists' books. that firstly. allowed both 

theoretical frames to coexist within the intellectual parameters of the EAF. whilst 

in addition. Brook's ideas exerted their critical input, which materialise in the 

artists' books by Ramsay and Grounds. such that Australian post-object artists' 

books can be seen to hove reconfigured the international discursive frame to 

respond to the local context and extend its formulation. 

As has been shown in the previous chapters. one of the ongoing features of 

Australian engagements with global conceptuolism was the collecting of 

artists' books' by artists. including Robert Rooney. Robert Jocks. and Bob 

Ramsay (mentioned later in this chapter). by 'alternative' organisations, such as 

the EAF. or by interested individuals, including Gary Catalano whose personal 

collection was used as a basis for his written history of Australian artists' books. 

These collections were not just the material archives, but also the symbolic 

records of the exchange and circulation of artists' books through the dispersed 

yet interspersed global network of the 1970s. Given the influence Donald Brook 

wielded within the Australian post-object community, the Post Object 

Collection he assembled at Flinders University, principally during the years 197 4 

to 1983, provides a summation of the material history of post-object artists' 

books in Australia through this period. 

It is Catalano· s The Bandaged Image that illustrates the combined material and 

discursive histories of Australian post-object artists' books. through the implicit 

role his own personal collection of artists· books ployed in providing the material 

evidence for his discursive account of Australian artists' books. Catolono's study 

was the first written 'history' of Australian artists' books and despite its modest 

scope become the reference text over the next decodes. The most significant 

impact of Cotolono's study was the identification of a 'core' group of 

Australian practitioners. including, Ion Burn. Aleks Danko, Robert Jocks. Tim 

Johnson. Peter Lyssiotis. Mike Parr. Robert Rooney and lmonts Tillers; although his 

limited interpretative account left many gaps concerning the previous two 

decodes. which this thesis has endeavoured to readdress within on expanded 
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scope of reference provided by of global conceptuolism and the international 

discursive frame of artists' books. 

Five years after Artists Books/ Bookworks first segmented 'Australian· artists' 

books within. or more correctly from. international artists' books. Cotolano·s 

discursive account was confirmation of the autonomy of a sub-field of 

Australian artists' books. Largely indebted to the contribution of post-object 

artists' books. Catalano's publication should not be viewed os o retrospective 

or historically-distanced account but rather as a 'contemporary' account 

implicated in the very period which it documents. and written at a point of 

time. 1983. so that it also acts as o bookend to a specific period in the history of 

Australian artists' books. 

7.1. Donald Brook and 'a new theory of art' 

While Noel Sheridon ployed the administrative and directorial role at the EAF. it 

was Donald Brook. as Professor of Fine Art at Flinders University. who provided 

the intellectual authority as the 'resident' post-object theoretician. Brook was a 

driving force in the founding of the EAF. and was engaged in an ongoing 

capacity by delivering lectures. seminars. participating in public debates. 

contributing to catalogues. as well as publishing a selection of his key essays in 

The Social Role of Art in 1977, which was revised and reprinted in 1981. (See 

Plate 63) 

Brook was the most vocal and articulate advocate for post-object art in 

Australia in the 1970s. although it is difficult to present a definitive summation of 

his ideas. os these were being refined and re-defined during this period. A 

selection of Brook's published essays and lectures. nevertheless, presents a 

brood coverage of his ideas and arguments, from a reactionary stance against 

traditionally instituted art practices. as exemplified by ·Flight from the Object' 

(1969) and his introduction to the EAF's suNey of Australian and New Zealand 

Post-Object Art (1976), to the more prescriptive 'Experimental Art' (1977), 

published in The Socio/ Role of Arf (1977). and 'finally' to his articulation of 'A 

New Theory of Art' in The British Journal of Aesthetics (1980). which he also 

called. 'A Tronsinstitutionol Nonvoluntary Modelling Theory of Art' (1982). 1 
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In these lotter academic papers Brook framed his argument for ·experimental 

art' as a four paragraph 'formula', in which key (capitalised) terms were 

identified. The first paragraph of 'A New Theory of Art' began: 

ART OBJECTS ore PUBLICLY PERCEPTIBLE THINGS. originating either 
naturally or artificially, that ore given a TRANSINSTITUTIONAL ROLE. In this 
role they ore subjected to on appraisal of their APTNESS FOR USE as new 
HYPOTHETICAL OR PRESCRIPTIVE MODELS of the world or of some part of 
it.2 

What Brook meant by each of these terms - ART OBJECTS. PUBLICLY 

PERCEPTIBLE THINGS, and so on - as then outlined in explanatory sub-sections. 

which in the case of the TRANSINSTITUTIONAL ROLE. outlined that: 

Art objects ore things given a role that is not the role of seNice to any 
particular Institution (of Art). but to any and all institutions. There is no 
interest one might hove - moral. political. metaphysical. horticultural, 
logical - that is not appropriate to bring to the appraisal of a work of art. 3 

While it must be acknowledged that the synergy of Brook's 'new theory of art' is 

unavoidably compromised by isolating the sub-ports. the idea of the 

tronsinstitutionol role of art. must be examined as to how it may have impacted 

upon Australia post-object artists' books. This tronsinstitutionol role of 'art 

properly so-called' or 'experimental art' was set in opposition to 'art 

conventionally so-called' formulated within the 'purposive' Institution of Art 

(which included not only traditional pointing and sculpture, but also the 

institutionally sanctified ·avant-garde' art). with the criteria for admission and 

assessment of excellence dependent on the recognised ends or goals of the 

Institution of Art.4 It was a theoretical position token by Brook. which effectively 

set him in opposition to the aesthetic theories that were circulating through 

academic circles in the 1970s derived from his American contemporaries. 

principally Arthur C. Dante's philosophical conception of 'the ortworld' and its 

more 'popular' metamorphosis into George Dickie's Institutional Theory of Art.5 

Personal and anecdotal accounts confirm Brook's brood influence on artistic 

practice at the EAF. and the attempts. with varying degrees of success. by 

which artists attempted to apply his theoretical propositions to their work.6 It was 

also a somewhat 'simplified' permutation of his theory that provided the EAF's 

'statement of intent': 
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l . Our apprehension of the world is active. not passive, and art displays an 
emergent apprehension. 

2. Art is only incidentally and not essentially aesthetic. Art is concerned with 
every kind of value and not particularly with beauty. 

3. Art interrogates the status quo; it is essentially, and not incidentally. 
radical. 

4. Art is experimental action; it models possible forms of life and makes 
them available to public criticism. 7 

As mentioned in the previous chapter. the most problematic aspect of trying to 

ascertain Brook's personal opinions about specific artistic practices is that as an 

academic and theoretician he was generally unwilling to be drawn into 

providing concrete examples, of either artists or works to illustrate his theoretical 

claims.8 This was inevitably the case with artists' books. as at the time he did not 

consider the art form as particularly interesting in its own right. but as one of the 

many forms of media available to post-object artists.9 Brook's support of the 

artists' books must therefore be gleaned from his qualified support of 'multiples 

and unlimiteds', and by investigating the contemporaneous intersections 

between his 'new theory of art' and the discursive frame for artists' books. 

What can be ascertained is that there was a synchronous overlap between the 

rhetoric of the discursive frame for artists' books regarding the 'democratic' aim 

of making artists' books available to a ·mass' non-art world audience. and 

Brook's criteria of subjecting art to transinstitutional appraisal beyond the 

established institutional boundaries of art. It was an opportune convergence of 

two theoretical frames, which despite Brook· s intent for universality, was 

peculiar to Australian post-object practice. While Brook may not have 

objectively stated a role for artists' books within his theoretical tenets. his coll for 

transinstitutional appraisal did not preclude artists' books as functioning as a 

one of the means to achieve this end. 

What appears to have occurred within the localised context of the EAF and 

Australian post-object art was that Brook's intellectual authority exerted 

influence on the way artists' could conceivably employ artists' books within 

post-object art. That is not to suggest that artists read Brook's essays and then 

attempted to prescriptively apply his theories to their post-object practice and 

book works. but rather it was a much more amorphous 'configuration· - to use 

a term coined by lmants Tillers - in which there were. references. temporal 
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parallels. creative interpretations. and in some cases what can be seen as a 

personal anxiety over the role of art theory in establishing the legitimacy visual 

arts practice. These influences and parallels can be illustrated by analysing a 

selection of the artists' books published by the EAF, specifically Bob Ramsay's At 

Home (1979). Morr Grounds' Sculpture at the Top Ends (1978) and Oxide Street 

(1981). and lmonts Tillers' Rendezvous with Configuration P(l978). 

7.2. Australian post-object artists' books after Artists Books I Bookworks 

As hos been alluded to in the previous chapter. Bob Ramsay was one of the 

central figures at the EAF during the mid 1970s and early 1980s. as a 

performance and installation artist. postgraduate student under Donald Brook's 

supeNision. and for a time, acting ·curator' of the Post Object Collection at 

Flinders University. Ramsay's activities as a performance artist hove been 

documented by Anne Marsh in her study of performance art in Australia. 

although the scope of her coverage - seven performances presented between 

1977 and 1979- appears largely indebted to Ramsay's own account of his work 

in his artist's book At Home, published through the EAF in the lotter part of 

1979.10 Ramsay was one of the few individuals who could articulate Brook's 

theories. so that his performances. installations and writings con provide an 

indication of how these propositions may have been applied into artistic 

practice. 

The stated. At Home is not just a documentary record of post performances 

within the context of Australian post-object art. but also a critically self

conscious and autonomous artist's book. It is a work that clearly postdates 

Artists Books / Bookworks in the sophistication of its content. but also in the 

'introduction' which provided Ramsay with the literary format in which to 

present on informed analysis of nature and role of the artists' books. stating: 

Artists' books tend to be one of three things· 
art works 

the documentation of art works 
periodicals or magazines' 1 

In At Home Ramsay moves beyond the brood application of discursive frame 

and sweeping 'who's who' coverage that characterised Sheridan's 
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contribution to Artists Books I Bookworks, to propose more analytical assessment 

of the mediumistic variants within the field of practice. Beginning his analysis, 

Ramsay claimed that the artists' right to 'freedom of speech' could be 

achieved through artists' books, 'periodicals or magazines·. as a means to 

circumvent institutional censorship, particularly in the case of assemblage 

publications where 'the assemblage incorporates the (premise) that all 

contributions shall be printed. rather than selected through some mysterious 

processing device that emanates from the higher echelons of the institutions'. 12 

Ramsay's second category concerning 'the documentation of art works' was 

predicated on his own practice, and At Home which fulfilled the function of 

'recording or describing of on art work that hos previously been presented ... (so 

as) to disseminate information or ideas of works beyond the place of 

exhibition' . 13 

In the lost category of the artist's book as 'art work' (with on echo of Celont), 

Ramsay both reiterated the broad discursive frame for artists' books, but at the 

some time critically examined the central themes from a perspective informed 

by his understanding of Brook's theories. If we recall the introduction in the 

previous section to Brook's proposed transinstitutionol role of art objects to be 

subjected to appraisal of their aptness for use as new hypothetical or 

prescriptive models, 1<1 we can see Ramsay applying these ideas with respect to 

artists' books, in the first instance questioning whether artists' books could be 

freed from the 'institutions' of art: 

The book treated as an ART WORK, publicly manifests and presents the 
work. It has seNed to devalue and de-materialize the art object but the 
use of the book as on alternative art space treats the reader as the 
traditional art audience, tethered to the position of voyeur ... The book as 
an art object peripheral to institutions never completely severs its 
connection to those institutions; and as an art space, condones the 
institutional tenet that its contents are art works ... is 

To overcome this one-way information flow, Ramsay argued that it was 'the 

bonus of any book that readers are able to scrutinize and appraise the content 

at their convenience' and that given 'this ideal situation, artists should not treat 

readers as passive consumers, but as interpreters, and make use of the 

interactive models that have been demonstrated through contributor 

magazines and assemblage books.' 16 Ramsay claimed that At Home presented 
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a solution to the above dilemma. in that while his performances. 

demonstrations and installations had occurred elsewhere in a gallery context. 

'the description of each work (in At Home) has been made as pertinent as 

possible. In some cases. the re-presentation in this book format necessitated a 

refining process which could perhaps permit the suggestion that some 

proposals may in fact be actual works of art. rather than documentation ... '.17 

A conceptual overlap is evident between the rhetoric concerning the 

'democratic' ideal of making artists' books available to a 'mass' audience and 

Brook's criteria of subjecting art. whatever form that may take. to 

tronsinstitutionol appraisal. beyond the institutional boundaries of art. It is a 

convergence of theoretical frames that was peculiar to Australian post-object 

practice. and evidenced most clearly by the publishing agenda pursued by 

the EAF. Thus in endeavouring to make At Home a means to receive appraisal 

from the reader. Ramsay concluded: 

The works (in At Home) are proposed as either candidate art works or the 
documentation of candidate art works, and beg appraisal from the 
reader to decide whether they are. or ore not. acceptable. In 
consideration of the view that any work is only as good as the criticism it 
receives. my address is included below to enable a dialogue on any of 
the issues raised ... To enhance this dialogue. some speculations. 
criticisms and over-views have been included ... and a space for your 
notes is available at the back of this book. 18 

One of Ramsay's re-presented works was The Swing. Act 1. which was first 

performed in an exhibition of performance and participatory art held in 

Canberra in November 1978. and which had involved the artist swinging back 

and forth between two slide projectors displaying various images and texts, 

accompanied by a tape recording of the various meanings of the word 

'swing' .19 In At Home. the visual and aural elements of this performance were 

transformed into a tripartite graphic depiction. which through the turning of the 

pages mimicked the temporality of the performance. The schematic format 

established at the outset is continued through the subsequent pages to explore 

the intersection of the visual (photographs. diagrams. comic images) and 

textual (aural), allowing the artist to muse over the various meaning of the term 

'swing'. from the deadpan conceptual to the tongue-in-cheek humorous; 'to 

swing a sword'. 'to bowl with swing·, or a 'swing to Labor'. 20 As a final 'swing·. 

the layout of the imagery requires the reader to constantly switch the 
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Plate 64: Bob Ramsay, Peanuts, performance at the Institute of Modern Art 
Brisbane, May 1978, (left hand page), and The Swing, performed as part of ACT 1: 
An exhibition of performance and participatory art, Canberra, November 1978, 
(right hand page), as published in At Home, Adelaide: Experimental Art 
Foundation 1979, illus. pp.29-30; Collection of the author 
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Plate 65: Bob Ramsay, The Swing, performed as part of ACT 7: An exhibition of 
performance and participatory art, Canberra, November 1978, as published in At 
Home, Adelaide: Experimental Art Foundation 1979, illus. pp.51-52; Collection of 
the author 



orientation of the book, a metaphorical performative 'swing' within the actual 

process of reading the book.21 (See Plates 64 and 65) 

The final entry, which gives the book its title, At Home: An analogy, 22 tokes the 

format of o letter from Ramsay to a friend recounting the purchase of their 

house in the Adelaide suburbs and the experience of renovating of the house 

and clearing of the backyard; the reclaimed soil littered with the detritus of a 

consumer society. Unlike performances undertaken by the artist in a 

demarcated gallery or alternative art space. the performotive aspect narrated 

in this letter could hove been undertaken by anyone who found themselves in 

o similar situation. What differentiates Ramsay's experience as an 'artist' so 

designated by the 'art world' and that of a 'real world' non-artist is the 

fundamental question posed by this 'work' .23 

At Home is arguably one of the most theoretically articulate Australian post

object artists' books. while in addition to this work, Ramsay's engagement with 

the art form extended to acquiring a small personal collection of artists' books 

in the context of his own library (see note for list of books).24 Ramsay's collection 

could not be considered as 'international' or extensive in scope as Jacks' or 

Rooney's collections discussed earlier in this thesis, but it is nevertheless a 

material record of the Australian post-object network in which he was involved 

through the 1970s. With a coverage of books. including familiar titles by Tim 

Burns. Bonita Ely, Dale Franks, Tim Johnson. Les Levine, Noel Sheridan and lmants 

Tillers, among others, Ramsay's collection confirms most importantly the 

circulation of the EAF's publications within its own constituency of supporters. 

Another artist whose relationship with Brook. The Tin Sheds, the EAF. post-object 

'environmental' art and artist's books, deserves attention is Marr Grounds. 

Grounds had studied architecture and sculpture at the University of California. 

Berkeley, in the mid-1960s, before being appointed Senior Lecturer in 

Architecture at the University of Sydney in 1968. He exhibited his kinetic 

sculpture Berkeley Revisited 1973 in Sculpturscape '73 at Mildura.2s and 

participating in subsequent Triennials, which illustrate the trajectory his work 

took through the mid-1970s, from constructed pieces to the works incorporating 

natural forms.26 Grounds' contribution to the Seventh Mildura Sculpture Triennial 
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in 1978. was a group of photographs arid a video recording the artist's recent 

project. Sculpture at the Top Ends (1977) .27 

Sculpture at the Top Ends. the artist's book. was published by the EAF the 

following year. and provided an exhaustive account of Grounds' three month 

journey during June to August 1977. through the three 'Top Ends'; Cape York 

Peninsula. Arnhem Land and the Kimberley. The book included outlines of 

environmental 'sculptures' undertaken by the artist. numerous photographs. 

'artbit' notes. diagrams and graphics by Paul Pholeros (one of Grounds' 

student's who collaborated on the project). plus the non-art 'bits'. such as an 

extract from the community arts funding application and post project reports.2a 

As outlined by the artists'. 'The Idea' of Sculpture at the Top Ends (the project) 

was: 'To present a program of environmental artworks. The term 'environmental 

artworks' is used as we accept the notion that any art object is merely a 

cultural expression and extension of man into the natural or manmade physical 

environment. Since the main concerns of environmental art relate to the 

exploration of our total environment. of primary interest to us is the use of local 

materials and processes. ' 29 Prior to embarking on the project, Grounds and 

Pholeros mailed out information sheets to remote stations and communities 

outlining their plans, to secure locations for their in situ ·environmental 

artworks' .30 

The following dry season. Grounds and Pholeros travelled north and produced 

works at twelve locations. At King Ranch, Mount House Station in the Kimberley 

region of Western Australia, for example. six works were realised along a dry 

creek bed in early August. collectively called the 'Top Ends Gallery'. (See Plate 

66) It is the first group of works that the reader encounters in the artist's book, in 

which Grounds' attempts 'to clarify the concerns of environmental sculpture 

and some important relationships in the Australian outback. ·31 This is achieved 

through a multi-tiered diagram that specifies the levels of engagement with the 

environment and sets the conceptual and interpretative parameters for the 

reader.32 

In August 1978. Grounds undertook a second environmental project at the 

Dingo Fence on the N.S.W. Queensland border. near Tibooburra. entitled Oxide 
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Plate 66: Marr Grounds (and Paul Pholeros), 'Top Ends Gallery; Work 2 and Work 3'. 
in Sculpture at the Top Ends, Adelaide: Experimental Art Foundation 1978, 1 /4 - l /5; 
Collection of the author 
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Plate 67: Marr Grounds (and Paul Pholeros). Oxide Street: An environmental 
artwork on the Dingo Fence in Central Australia. Adelaide: Experimental Art 
Foundation 1981. front cover; Collection of the author 
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Plate 68: Morr Grounds, 'General Aims & Methods of Environmental Art (1980)', in 
Marr Grounds (and Paul Pholeros), Oxide Street: An environmental artwork on the 
Dingo Fence in Central Australia, Adelaide: Experimental Art Foundation 1981, 4/4 
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cxpcrisr.ent:il nrc ts the hypothHical or prescriptive imaginative 

modelling of actual or possible atatcs of affairs in the world, 

th:it is public in principle and accessible to continuing :ippraisal . 

It has no p:irticulor institutional purposes of its own , in tenoa 

of which criteri:i of success con be developed and skills :icguircd . 

Its human use is to extend our languages and hence , ult1!:1ately, to 

change nur natures . 

Plate 69: Donald Brook's diagram from o keynote address to INSEA. Adelaide 1978. 
and 'Model 2'. reprinted in Morr Grounds (and Poul Pholeros). Oxide Street: An 
environmental artwork on the Dingo Fence in Central Australia. Adelaide: 
Experimental Art Foundation 1981. 4/3 



Street.33 The results were the 'on site art .installation', o documentary film Oxide 

Street Junction. o video Dingo Fence, and o second artist's book Oxide Street: 

An environmental artwork on the Dingo Fence in Central Australia.34 While the 

project was undertaken in 1978, the artist's book wasn't published by the EAF 

until 1981.35 (See Plate 67) There ore nevertheless similarities in the format and 

graphic design of both Sculpture at the Top Ends and Oxide Street due to the 

collaboration of Grounds and Pholeros on both publications, while the 

theoretical parameters established in Sculpture at the Top Ends continue in 

Oxide Street. so there is a conceptual synergy between both books.36 

In Oxide Street. as in Sculpture at the Top Ends, the artist's book provided the 

ideal medium for Grounds to articulate the theoretical underpinnings of 

environmental art and more particularly to establish the intersections between 

his own environmental practice and Donald Brook's theories. Grounds' 

familiarisation with Brook's ideas occurred when he and Brook were lecturing at 

the University of Sydney. and both were involved in the founding of The Tin 

Sheds. Grounds became particularly interested in Brook's idea of 'unspecific 

experimental modelling· as it could be related to his own 'intuitive' responses 

the environment and spontaneous creative acts of 'making things· in the 

landscape. 37 

In Oxide Street the conceptual parallels between Grounds' environmental 

practice and Brook's theories are visually, even didactically, expressed in the 

juxtaposition of two diagrams; Grounds' 'General Aims & Methods of 

Environmental Art' and Brook's 'Institutional and Transinstitutional Outputs' .3s 

(See Plates 68 and 69) In addition Grounds also 'quoted' Brook: 

Experimental art (and by association his environmental practice) is the 
hypothetical or prescriptive imaginative modelling of actual or possible 
states of affairs in the world, that is public in principle and accessible to 
continuing appraisal. It has no particular institutional purposes of its own. 
in terms of which criteria of success con be developed and skill 
acquired ... 39 

Grounds' Sculpture at the Top Ends and Oxide Street were conceived not just 

as static records of the works completed in the field, but used as a vehicle for 

post-installation 'problem solving·, analysis and evaluation. While Grounds' took 

photographs and mode sketches on location. the post-production diagrams 
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and texts. the reflective theoretical framing of the environmental artwork, and 

the post-project evaluation. make both artist's books o summation of the 

projects in their entirety.40 

In the time that elapsed between execution of the project in situ and 

publication Oxide Street. Grounds was able to collate on 'Assessment' section. 

documenting how the project was evaluated in three different 'institutional' 

contexts: the art context. the architectural context. and the social context. 

These transinstitutional appraisal 'models' included. a project-based academic 

assessment. an exchange of correspondence between Grounds and 

colleagues in the Faculty at University of Sydney. and finally extracts from onsite 

evaluation by the residents of Tibooburra. 'the public at large', who for the 

most port were under-whelmed by the project outcomes.4 

If we recall Ramsay's obseNotion in At Home that the documentation of 

artworks 'is useful only when the description is sufficiently accurate to supply 

pertinent information to the reader ... ·. 11?. the implication as evident in At Home 

as well as Grounds' Sculpture at the Top Ends and Oxide Street is that o mass of 

·content' - photographs. diagrams. text. commentaries. copied documents. 

and additional writings - was included so as to provide the reader with as much 

primary and secondary information as possible so as to allow them to make an 

informed assessment of the work. 

It is a stark contrast to the reductive minimal-conceptual model that was 

employed by Barry, Weiner. Burn and Jocks in their approach to artists' books 

within Minimalism and Conceptual art in the early 1970s. The discursive frame 

and the rhetoric concerning artists' books as on 'alternative space' and 

·democratic· art form, and use of the standard book form is a constant across 

the material. but what clearly differentiates the later Australian variants is the 

way the localised influence of Brook's theories manifested in the maximization 

of the 'content' within Australian post-object artists' books. 

Ramsay's and Grounds' publications therefore resonate more specifically within 

localised geographic and cultural parameters in which they were realised. than 

perhaps some of the earlier material discussed in this thesis. If we recall the 

predicament faced by Tim Johnson in grappling with his location as on 
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Australian post-object artist within globol conceptuolism. and the tentative 

ascription of geographic specificity in Public Fitting 1972. or sub-textual 

autobiographically references in Coincidence 1974, Grounds' later artist's 

books ore awash with identifiable geographic and cultural signifiers. so much 

so. that the reading of Sculpture at the Top Ends and Oxide Street cannot be 

divorced from on Australian context. They unequivocally assert their status as 

Australian artists· books. 

It was a concern for specific Australian geographic and cultural issues that 

inspired another 'environmental' artist's book published by the EAF in 1981. 

Bonito Ely's Murray I Murundi.43 (See Plate 70) The artist's book was the final 

outcome of Ely's six week 'Murray River Project' artist-in-residency at the EAF in 

July-August 1980.114 

After studying and working in London and New York. Ely had returned to 

Australia in the mid-1970s and become active within the Women's Art 

Movement. focussing on the environment desecrated by 'man'. As Marsh 

obseNed her suNey of performance art in Australia. 'Ely's performances and 

sculptures (of the 1970s) ore ... concerned with the land and the re-evaluation 

of 'man·s· place in the universe. The environment is interpreted through the 

work on both a political and 'natural' level. In some performances there is 

evidence of a celebration of the female body as part of nature. but much of 

Ely's work is a political analysis of environmental issues. '45 

In Murray I Murundi the artist investigates the Murray River from both Indigenous 

and non-Indigenous perspectives; Murundi the local Indigenous name for the 

waterway; Murray. the name ascribed during white exploration. The 'natural' 

balance between river environment and human habitation. maintained by 

Indigenous owners over thousands of years. but dismantled in a mere 150 years 

of European settlement. is the crux of the artist's book. Ely uses oral history as on 

'alternative to formal (Anglo) history· as it introduces unexpected contexts. 

placing even dramatic turning points for humanity within the sphere of the 

personal.'«> Therefore. over half the content is dedicated to two oral histories of 

the river; the reminiscences of Annie and Jack Koolmatrie. and Bonito Ely's 

mother. Dulcie. 
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Plate 70: Bonita Ely, Murray I Murundi, Adelaide: Experimental Art Foundation 1981, 
front and back covers; Collection of the author 
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Plate 72: Bonito Ely, Murray I Murundi, Adelaide: Experimental Art Foundation 198 l, 
np; Collection of the author 



The ·objective· history of the Murray is displaced by personal memories in the 

passing of generations and of loss for Annie and Jock Koolmotrie. and 

chronological sequence of significant historical and political events for Dulcie 

Ely. Loter in the book, a collection of 'found' photographs ore reproduced as a 

mock photo album to act as a proxy for Annie and Jock's post. as they did not 

possess any photographs of their own. 47 To illustrate the duality of cultural 

opposites. Ely also paired and pored the graphic and narrative structure of the 

artist's book around the juxtaposition of the stories: utilising the double page 

format as the means to juxtapose the oral transcripts. but also starkly reinforce 

the cultural polarities. which ore economically achieved through the reversal of 

block and white texts. (See Plate 71) 

At the rear of the book ore re-presented a selection of site-specific and 

temporal installations and performances undertaken by the artist as part of the 

Murray River Project (See Plate 72). While o single photograph may be used to 

document a performance I installation. the accompanying description is 

divested of the analytical objectification of the event, replaced by on emotive. 

metaphorical and evocative text; the flow of the Murray is analogized as 

stages of the human life cycle. through procreation, birth, youth. to old age 

and death (at the Point Mcleay Estuary where the Murray dissolves into 'the 

vastness of origins'). It is an artist's book that clearly addresses issues that ore 

specific to the Australian cultural landscape. 

Ely's Murray/ Murundiwos one of the few artists' books to be reviewed within 

the wider Australian art press, and not by Catalano; in this case in the journal 

Art & Text in 1982/.S The reviewer. Jill Graham obseNed: 

As on artist's book. many of which hove been published by the E .A. F .. it is 
designed as on alternative. rather than oppositional. mode of art 
communication for distribution outside official channels. (This genre 
however. does not seem to me quite capable of achieving these aims; 
artists' books. by virtue of their small print-run. do participate in a residual 
fine-art tradition and a sense of craft.) It is also on example of that 
greater complicity between art 'theory' and 'practice' .. 49 

Given the nature of the journal Art & Text. it is perhaps not surprising that the 

relationship between 'theory' and ·practice' is raised. with the reviewer 

expanding a critique of the anthropomorphizing of the Murray and Ely's 
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'autobiographical' and 'confessional' approach as o standard ·women's 

movement' strategy.so More pertinent to the scope of this thesis is the apparent 

dismissal of the discursive frame that hod sustained the proliferation of artists· 

books through the 1970s. Whilst this may be the obseNation of a single 

commentator it nevertheless seems to suggest a shift in the critical reception of 

artists' books as Australian art entered the 1980s. 

It is lmants Tillers who provides a solid case study to explore the shift in the status 

of artists· books between the 1970s and the early 1980s. through a comparison 

between his Rendezvous with Configuration P. published by the EAF in 1978. 

and Three Facts. published three years later by Double Vision in 1981. si 

By the mid-1970s Tillers had positioned himself. or had been positioned. as a 

post-object artist par excellence. He hod been adopted by 'Australia's 

extremely conseNative and timid art institutions·s2 as the youngest of six artists 

included in the National Gallery of Victoria· s Object and Idea exhibition of 

1973.53 and was the inaugural participant in the Link Exhibition program at the 

Art Gallery of South Australia the following year.54 Donald Brook was a vocal 

supporter and published the first article on Tillers' post-object practice in Art and 

Australia in 1975.55 In 1976, Tillers' Conversations with the Bride 1974-75. was 

included in the EAF's Australian and New Zealand- Post-Object Art: A survey, 

while in 1978 he returned to Adelaide for a three-month teaching exchange at 

the South Australian School of Art. which coincided with the publication of his 

first multiple artist's book Rendezvous with Configuration P. which was included 

in Artists Books I Bookworks later that yeor.56 

Graham Coulter-Smith's study of Tillers' 'post object' and 'photo-conceptual' 

periods provides a useful contextualisation for Tillers' two multiple artist's books. 

Rendezvous with Configuration P and Three Facts. From his study, the 

theoretical ideas articulated in Tillers ' major works. notwithstanding the artist's 

previously unpublished thesis, can be seen to hove also informed his artist's 

books. s1 Coulter-Smith does not. however. discuss either book in any depth; 

Rendezvous with Configuration Pis referred to as a 'footnote' in relation to 

Conversations with the Bride 197 4-75. while Three Facts is considered by the 

author as a mere postscript elaboration of ideas previously published by Tillers 

and Michael Scullion in an issue of ZX magazine 1978. 58 
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Plate 73: lmants Tillers. Rendezvous with Configuration P, Adelaide: Experimental 
Art Foundation 1978, pp.6-7; Collection of Bob Ramsay 
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On initial inspection Rendezvous with Configuration P fulfils the 'formula' for a 

standard minimal-conceptual post-object artist's book. It is a small staple

bound A5 format book with a simple cover and title page. a two-page 

typescript 'introduction'. followed by a 'sequence' of offset lithographic block 

and white images and text. which the reader could assume by convention may 

be visual ·narrative·. perhaps something akin to Noel Sheridon· s comic 

interpretation in the 'introduction·.s9 (See Plate 73) 

The difficulty that the reader actually encounters in attempting to decipher the 

'narrative' is apparent in the lost third of the book. which contains thirty-five 

'answers' 'to be looked for preferably in the text'.~ (See Plate 74) It is these 

'answers' that reveal Tillers· 'primary reference' for the work. Fiann O'Brien's The 

Third Policeman.61 The visual and literary sources for the diagrams ore referred 

to in the 'answers' or endnotes. which is unusual approach for on artist's book 

at this time. Yet while it Rendezvous with Configuration P may function as a 

'complete' work. Tillers' referencing strategy expands its complexity tenfold by 

entwining the diagrams with a multitude of extraneous references; the essential 

writings of Marcel Duchamp. and Carl Jung's 'synchronicity' as the ocousol 

connecting principle that may account for the 'meaningful coincidences' 

recounted within the pages book.62 

At this point it is therefore worth considering the 'meaningful coincidences' that 

appear between Brook's conception of 'experimental art' or 'unspecific 

experimental modelling'63 and Tillers post-object practice. In Brook's article 

published in Art and Australia. entitled 'lmonts Tillers and the Redefinition of Art 

in Australia', Tillers is championed as on exponent of 'art properly so-called'. 

Littered throughout the article ore parallels drown between Brooks' theoretical 

propositions and Tillers' practice. In the article. Brook reiterates that Tillers' did 

not train as on 'artist', but rather as on architecture student (incidentally. with 

Brook as one of his nominal supeNisors). supporting Brook's claim that there are 

no necessary qualifications. or the need tor traditional artistic training. to 

become 'the nominator of an unspecific model for acceptance as a work of 

art properly so-called'.64 Brook also uses the term 'reconstruction· to describe 

'the process that images and ideas undergo in lmants Tillers' mind. partly 
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through a calculus or machine of logical transformations, and portly through 

random chance. coincidence and occident, '65 the very mechanisms that 

Brook identified as fundamental for the generation of 'unspecific models' 66 

Returning to Rendezvous with Configuration P, while Brook is not 'referenced' in 

the ·answers·. there ore nevertheless 'coincidences' that occur: 

The relevance of this title is that o configuration (called configuration P) 
hos been formed by the various elements of the book. The configuration 
could be likened to the conjunctions of the constellations. the moon, sun 
and planets in on astrological chart at o particular point in (our) time. It is 
o "rendevous (sic)" with this configuration in so for as this configuration 
was not consciously constructed but rather, fortuitously discovered.67 

The emphasis on 'not' being ·consciously constructed' refers to Brook's 

contention that 'unspecific models ore defined as not having been significantly 

shaped by specific or specifiable ends. Anything that has been significantly 

shaped by on end or purpose will thereby be disqualified from candidature as 

o work of art properly so-called.'6S Thus the 'synchronicity' in the 'fortuitously 

discovered' configuration between Fiann O'Brien's Marchand de Selby and 

Marcel Duchamp recounted 'within· the pages. is validated by Brook from 

'without' . 

It was with the publication of Three Facts in 1981 that Tillers provided on 

addendum to Rendezvous with Configuration P.69 Three Facts was published 

ofter Tillers' solo exhibition 'Other Realities' at Marianne Baillieu's Realities 

Gallery, Melbourne, in 1980. While the gallery closed following Tillers' exhibition, 

Boillieu pursued the idea of a publishing an artist's book under the imprint 

Double Vision the following year. The initial idea was to publish three versions of 

Three Facts; a small pocket-sized promotional copy, a standard soft-cover 

black-and-white version, plus a hardcover colour limited edition. of which 

unfortunately only a few copies suNived the printing process, with the rest 

destroyed. 70 

It was the standard black-and-white version of Three Facts that as the multiple 

version entered circulation. While Rendezvous with Configuration P and Three 

Facts ore ·companion' books in their related ·content', the temporal distance 

in their publication dates, 1978 and 1981. also illustrates the shifting perception 
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Plate 75: lmants Tillers, 'Dialogue l' (extract), in Three Facts, Melbourne: Double 
Vision 1981, pp. l 0-11: Collection of the author 



Plate 76: lmants Tillers, 'The Road', in Three Facts, Melbourne: Double Vision 1981, 
pp.26-27; Collection of the author 



and role of artists' books within the context of Australian art. In Rendezvous with 

Configuration P the sequence of images is the main feature of the work. while 

in Three Facts. in contrast. the three 'dialogues'. are foregrounded. with the 

visual acting as supplementary material. (See Plates 75 and 76) 

Three Facts recounts a field trip into the Flinders Ranges National Park which 

Tillers participated in during. April 1978. The book revolves around the 'three 

dialogues' between Tillers, and fellow artist Michael Scullion. who was studying 

with Brook at the time. One dialogue in particular71 traces a circumstantial 

trajectory from Brook. through his student Scullion's interest in the 

mathematician Kurt Godel, to Tillers' application of G6del's concepts within his 

practice, post field trip. A version of this encounter was published as a 

'Dialogue on False Mount Hayward' in the Sydney College of Fine Arts 

magazine. ZX in 1978.72 Tillers and Scullion conclude by likening G6del's process 

of 'mapping' to ·a form of (Brook's) Non-Specific Experimental Modelling', 

which Tillers found 'positively vertiginous' .73 

In his study, Coulter-Smith recounts Tillers' adoption of G6del's Theorem.74 

although the previous 'configuration' between Tillers and Brook's post-object 

theoretical parameters is not addressed. Coulter-Smith rather focuses on the 

'affinities' between paradoxes and contradictions in G6del's Theorem and the 

explosion of · postmodernism · in the early 1980s. particularly Derrida's 

deconstruction.7s Coulter-Smith suggests that in the late 1970s Tillers' had 

already explored many of the theoretical ideas that were the hallmark of 

poststructuralist theory. claiming 'what is significant about Tillers' place in this 

newly emerging movement is that he had already thoroughly explored many 

of the notions evident in Taylor's 1982 (Popism) catalogue ... only the sources 

were different: von Bertalanffy, Duchamp. and Godel instead of Barthes, 

Baudrillard, Deleuze and Guattari. ' 76 

In the context of this thesis the critical framing of Three Facts. and stated in its 

most simplistic terms. as Brook versus Taylor. is significant because of its 

relevance to the discursive frame of artists' books. As has already be been 

outlined with respect to the work of Ramsay. Grounds and Tillers' Rendezvous 

with Configuration P. there was a convenient intersection between Brooks' 

theoretical ideas and the discursive frame of artists' books. However. by the 
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early 1980s, Tillers' retrospective editing.of the events of 1978 that occurred in 

Three Facts in 1981, can be seen as an artistic response to the shifting 

interpretative framework imposed by academics. writers and art critics on his 

practice. There is an apparent contextual shift from Brook's post-object 

environment in the 1970s, to Tillers' affiliation with Art Projects and his honorary 

role as artist and philosopher-in-residence with Taylor's Art & Text. Coulter

Smith's own analysis of Tillers' work is itself indebted to the shift in the critical 

framework applied to Australian art. and the wider academic legitimisation of 

post-modern 'appropriation' as the defining feature of Australian art in the 

1980sand 1990s.77 

Both Ely's Murray I Murundi and Tillers' Three Facts therefore occupy an 

oscillating position within and between two critical frames. 'post-object' and 

'post-modern·. or more specifically in relation to artists' books. between the 

powerful discursive frame binding artists' books in the 1970s and covered by this 

thesis. and the woning of its influence in the 1980s. The paradox is that the early 

years of the 1980s were when post-object artists' books were cemented into the 

history of Australian artists' books. materially in Donald Brook's Post Object 

Collection at Flinders University, which although begun in the 1970s. achieved 

its 'collection' status in the early 1980s. and discursively with the publication of 

Gory Cotolono's The Bandaged Image in 1983. which as the first written 'history· 

of Australian artists' books was heavily indebted to the historical formation of 

the field over the previous two decodes. 

7 .3. A material history: Donald Brook's Post Object Collection 

While artists' books could theoretically incorporated within Brook's conception 

of experimental art. they certainly ployed a significant material role in the Post 

Object Collection assembled at Flinders University during the years 197 4 to 1983. 

as a record of Australian post-object practice within global conceptuolism. In 

the first instance. the founding of the Post Object Collection is obviously 

principally indebted to Brook. a lthough Adelaide-based artist Bob Ramsay 

should also be acknowledged as he took on the role of 'curator' of the 

Collection during his postgraduate studies under Brook's supeNision.78 
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The Post Object Collection comprises over 250 catalogued items in o wide 

range of media, although almost half this total in mode up of artists' books, 

hybrid publications and catalogues. with the remainder an eclectic selection of 

prints, photographs, postcards, 8mm and l 6mm films. videotapes and audio 

cassettes. 19 Although the Post Object Collection is smaller than the Inf ormotion 

Centre and Library established contemporaneously at the Experimental Art 

Foundation. the Post Object Collection nevertheless exhibits similar 

characteristics in being formed both intentionally, and circumstantially. As 

Ramsay recalls, Flinders University did not hove a large fund for acquiring works 

of art, so very few works were actually purchased for the Post Object 

Collection; most works were given by artists, so that the Collection, in Ramsay's 

words, is a sort of ·rag-tog culmination of everything that was donated by artists 

at the time·.so Nevertheless the Post Object Collection provides on insight into 

the Australian post-object ·art world' and social network,e1 and includes a wide 

cross-section of artists. including; Tim Burns. Aleks Danko. John Davis. John Fisher. 

Bert Flugelmon. Morr Grounds, Robert Jacks. Tim Johnson. Peter Kennedy. Tony 

Kirkman. Ian Milliss. Optronic Kinetics, Mike Parr, Bob Ramsay. Robert Rooney. 82 

Alex Selenitsch,83 Noel Sheridon. Dorothy Thompson, lmonts Tillers. Ken Unsworth 

and Arthur Wicks. 

If we analyse the composition of the Post Object Collection. there ore three 

main characteristics that deserve attention in placing the Collection within the 

scope of this thesis. The first feature is that the Collection reflects Brook's 

engagement with and support of post-object practice in Sydney in the early 

1970s. prior to his arrival in Adelaide. There are substantial holdings of works by 

two of the key protagonists from the University of Sydney's Tin Sheds. 

specifically, Aleks Danko and lmants Tillers. Danko was associated with Brook 

when he worked as a part-time tutor. Faculty of Architecture, University of 

Sydney, 1972-73, and as resident artist and tutor at the Tin Sheds, 1972-74. The 

Collection includes both the artist's books, Ion Bell will arrive in London, January 

31d, 7974 (1973-74) and This Chair is not a tourist(l975), both acquired in the 

respective years of publication.~ In Tillers' case. and as was outlined in the 

previous section, by the mid-l 970s he was lauded as a post-object artist par 

excellence. tor whom Brook acted as a powerful advocate, such that the 

Collection includes both unique works and multiple artist's books. including one 

of the few surviving hardback colour editions of Three Facts. as 
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The Collection also reflects Brook's support of lnhibodress. during its brief period 

as the alternative venue for post-object practice in Sydney. There is on almost 

complete set of Tim Johnson· s artist· s books. including a draft copy for 

Disclosure c .1972-7 3, plus additional documentary material and photographs. 

as well as o reel of the 8mm film Public Fitting (c.1 973). 86 In Parr's case his close 

personal association with Brook is materialised in the Collection. which includes 

some of the artist's most important early performance and book works 

including. 750 Programmes and Investigations (1971 -72). Blacked-out Book 

(1971-72). a copy of Word Situations (197 1-72) and Parr's original two volume 

Notebook, which he used as a working document for performances from 

1971.87 

The second feature of the Post Object Collection is that it records the inroads 

that ·experimental art' made into Adelaide in the 1970s. both at the 

Experimental Art Foundation through a complete set of artists· books. 

catalogues and other publications. aa and with material acquired from artists 

who brought their post-object practice to Adelaide through exhibitions or 

residencies at the EAF and/or the Link Exhibitions at the Art Gallery of South 

Australia, such as Tim Burns. Burns', for example. is represented by nine works. 

created between 197 4 and 1979, across various media. including his self

published artist's books. Not Ceasing to Loiter (1975) and A Pedestrian Series of 

Postcards (1976). 89 

It is perhaps not surprising that the Collection also contains the most 

comprehensive coverage of material related to Ramsay's installations and 

performances. totalling thirty catalogued items. including photographs, 

documents. notes. films. videotapes. and unique and multiple artist's books. 

covering the period 1970-1979. which were gifted by the artist in 1982.90 

The third feature of the Post Object Collection is that it locates Australian post

object practice within global conceptuolism. in that within the Collection the 

works of Australian post-object artists ore contextualised or augmented by 

examples of works by almost fifty 'international' artists. Whereas the material 

coverage of Australian practice includes the entire spectrum of media. printed 
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matter. photography. film. videotapes. etc .. the international component of the 

Collection is made up of almost entirely multiple artists' books. 

The inclusion of international artists' books within the Post Object Collection is an 

important feature in itself, while it is also relevant to the scope of this thesis in 

that the years in which this material was added to the Collection. from 1977 to 

1979. reflects the role played by Printed Matter as an 'international' distributor 

of artists' books. The release of annual moil order catalogues by Printed Matter 

provided the means by which a wide representation of international artists' 

books and publications was able to be added to the Post Object Collection. In 

these few years. representative artists' books were acquired by recognized 

figures within the Lippord's 'dematerialized' network. such as John Baldessari. 

Mel Bochner. Daniel Buren. Peter Downsbrough. Sol LeWitt. Bruce Nauman. 

Adrion Piper. Edward Ruscha. Carolee Schneenmann and Lawrence Weiner. In 

addition. self-published. or Printed Matter-published material by lesser known 

American and women artists whose work may have not have otherwise arrived 

in Australia was also acquired. including artists' books by MaN Bondorowicz, 

Don Celender. Robert Cumming. Poppy Johnson. Susan King. Marcia Resnick. 

Martha Rosier. Tony Schfrazi. Eve Sonneman and Martha Wilson. 

It is also worth noting that one of the sub-characteristics of this international 

representation, is that there ore a number of books that constitute artists' 

'theoretical' writings or investigations. with seven books by British artist Stephen 

Willa ts. including his West London Social Resource Project ( 197 2-7 3) and Life 

Codes & Behaviour Porometers (1976). plus others. such as Don Celender. 

Opinions of Working People Concerning the Arts (1975). Robert Cumming. A 

Discourse on Domestic Disorder (l 975) and John Strezaker. Beyond 'Art for Art's 

Sake· (1973). This aspect of the Collection can probably be explained by 

Brook's own academic predisposition for the social role of art. and interest in 

artists' writings which were able to circulate and be exchanged the form of 

artists' books. 

The Post Object Collection presents a microcosm of Australian post-object 

practice located within global conceptuolism. As a collection it presents a 

material record of the period. with the history of its formation reflective of the 

historical nature of the period. The Australian representation covers a spectrum 
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of artists, works, ideas and locations, which forms a patchwork of Australia post

object practice through the 1970s. The Collection also presents a material 

instance of the circulation and collection of international artists' books, which 

can be extrapolated as representative of the encompassing nature of the 

discursive frame and the symbolic role ployed by international artists' books In 

the validation of Australian post-object artists' books. 

7 .4. A discursive history: Gary Cata lano's The Bandaged Image: A study 

of Australian artists' books 

In the previous chapter it was shown how Noel Sheridan's ·curatorial' 

contribution of 'Australian Artists' Books' to Artists Books I Bookworks marked on 

early milestone in the development of the history of conceptual and post

object artists' books. The confirmation of the autonomy of the field occurred 

with the publication of Gory Catalano's The Bandaged Image: A study of 

Australian artists' books in 1983. 91 As outlined in the literature, The Bandaged 

Image was, despite its modest coverage, the first discursive 'history' of 

Australian artists' books, and was the single monograph on the art form over 

the next decode. 

Two years prior to The Bandaged Image, Catalano had published The Years of 

Hope: Australian Art and Criticism, 1959-68, a critical suNey of Australian art 

from the Antipodeans (1959) to The Field (1968), in which he hod attempted to 

reinstate a number of previously overlooked artists into a history of Australian 

art. 92 As a writer, poet regular contributor to Art and Australia, and art critic for 

The Age, it is perhaps not surprising that Catalano turned his attention to the 

neglected field of Australian artists' books. In retrospect, although The 

Bandaged Image wasn't published until 1983, Catalano's interest in the art form 

can be traced across the preceding decode, and ascertained through his 

contributions to Art and Australia and other journals during the 1970s, 93 as well 

as, most clearly in his personal collection of artists' books. 

One of Cotalano's earliest contributions to Art and Australia was an article on 

the work of Aleks Danko in 197 4, 9.a who had been one of the five other artists 

included alongside lmants Tillers in the Notional Gallery of Victoria's Object and 
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Idea exhibition of 1973. In this article Catalano incorporated reference of 

Donko's first title. Ion Bell Will Arrive in London January 31d 1974 (1973-74). and 

reveals his perceptive understanding of the strategies employed in ·reading· 

artists' books: 

In a more recent work. (Ion Bell Will Arrive in London January 310 1974). a 
book composed of journal notes and accompanying images which 
cover a little more than three months. the intent is portly a pretext for 
examining a somewhat colder theme - that of time. Time begins as the 
structural agent of the book but. half-way through. it also becomes the 
theme: as the pre-ordained end to the book draws nearer. the text 
becomes more involved with the common ground between the artist 
and his friend. The diary notes gradually become port of the image: 
nostalgia is expressed, but the lost few entries in the book consign it to on 
epitoph.95 

During the 1970s Catalano focussed his attention on a number of the artists 

whose practices lay outside the 'conspectus' of The Field. which by 1973 hod 

been replaced by on attitude of 'anything goes', as exemplified by the work of 

Ti Parks, Tim Johnson, Mike Parr. Peter Kennedy. and Aleks Donko.96 Catalano 

was also familiar with the 'demoteriolised' tendencies of post-object art. 

outlining that 'beneath them all are arguments which centre less on the 

aesthetic than the economic: in a period of uncertainty, what is the point of 

making precious objects when there may not be (indeed. should not be) a 

market for them? What this new iconoclasm hos led to is a re-definition of the 

artist's concerns: rather than creating something which naturally inhabits ... the 

air-conditioned eternity of the museum, the artist may do nothing more than 

pose a situation. (or create on artist's book,) not as material for aesthetic 

appreciation. but rather as a pretext for social interoction'97 

In 1978 Catalano penned the first dedicated commentary of on artist's book 

works in his review of Robert Jocks' hand-stomped books in Art and Austrolio.98 

While Catalano admitted that Jocks' books 'ore sure to perplex many people', 

he concluded his assessment suggesting that: 'It hos to do with the manner in 

which we actually look at things .... Because of the simplicity of each page and 

the slight variations between it and the next one. each book becomes an 

object lesson in the pleasures of obseNotion.' 99 Whilst Cotolono's conclusions 

about the 'uniqueness· of Jocks' hand-stamped books hove been questioned 
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in this thesis. it cannot be denied that his increasing interest in the art form was 

leading towards a discursive formulation of Australian artists' books. 

The question that con be posed is how was Catalano able to repeatedly flick 

through copies of Jacks' hand-stamped books. pay attention and compare 

the subtle variations between the images. and disseminate this experience to 

the secondary readership of Art and Australia. The answer is that he formed his 

own personal collection of artists· books. which is now held in the Papers of 

Gary Catalano in the National library of Australia. 100 

Whilst the circulation of artists' books may not have reached the idealised 

'moss' audience (as was discussed in Chapter 3). the symbolic role of artists' 

books within the Australian post-object art world meant that copies circulated 

and were collected by alternative venues, forming an integral port of both the 

EAF's Information Centre and Library and Donald Brook's Post Object 

Collection, by participating artists. as evidenced by the case studies of Robert 

Rooney, Mike Parr. Robert Jocks and Bob Ramsay, and by interested individuals 

within the wider visual arts community; curators. librarians, art historians. 

collectors, art critics and writers, including Catalano himself 

As was outlined in the initial literature review, the publication of Cotalano's The 

Bandaged Image marks the discursive confirmation of field of Australian artists' 

books. The most significant effect of Cotolono's book was the identification of a 

group of Australian, principally post-object artists as the leading exponents of 

Australian artists' books. including Ion Burn. Aleks Danko, Robert Jocks. Tim 

Johnson. Peter Lyssiotis, Mike Parr. Noel Sheridon, Robert Rooney and lmants 

Tillers; a list collated with a tinge of irony, as. with the exception of Jacks and 

Lyssiotis. these canonized practitioners had ceased their involvement with the 

art form in some coses long before Catalano had drafted a word of his study. 

It was Catolano's personal collection of principally multiple artists' books by 

these above artists that provided the material basis for his literary coverage of 

the artists' books in The Bandaged Image. Moreover, it is clearly evident that 

the specific titles within his collection provided the main content of each of the 

chapters. Catolono·s second chapter concerning 'some conceptual 

publications' appears to hove been based on his copy of Ion Burn's Untitled 
283 



magazine (1969). the single issue of Pinacotheca magazine (1971 ). edited by 

Robert Rooney. on '4 Conceptual Artists'. and Ursula Meyer's Conceptual Art. 

which provided the author with on extract from Burn and Romsden's The 

Grammarian (1970). 101 

In writing the third chapter on the books of Roger Cutforth and Robert Rooney. 

it is evident that Catalano used his own copies of Rooney's War Savings Street 

(1970) and Cutforth's The Visual Book I Le Livre Visuef (1970). while Meyer's 

Conceptual Art contained a complete reprint of Cutforth's The Empire State 

Building: A Reference Work (1969) as a proxy for his artist's book.10? 

The single chapters in The Bandaged Image devoted to the books of Robert 

Jocks and Tim Johnson respectively con be seen as based. in Jocks' case. on 

the multiple copies of hand-stomped books and a copy Red Diagonals 

(1976)"03 that Catalano hod kept since his Art and Australia book review. while 

EAF's second printing of Johnson's ESP was one of a number of books by 

Johnson in Cotolono's collection. which he discussed and 'reprinted' in port in 

The Bandaged fmoge. 104 

The role of the EAF as a publisher of post-object artists' books surfaces in 

Cotolano's chapter on 'of bicycles and stones'. in reference to the pairing of 

Noel Sheridan's Everybody Should Get Stones and lmonts Tillers' Rendezvous 

with Configuration P. ios While in addition to these two titles. and Johnson· s 

preceding ESP. Cotolono's collection included copies of other EAF titles by 

Bonito Ely. Marr Grounds and Bob Ramsay, which in retrospect ore conspicuous 

in their absence from Catalano· s monograph, and have been analysed in 

detail in this thesis so as to readdress this discursive gop.106 

Catalano also used The Bandaged Image as an opportunity to return his 

attention to 'some autobiographical books'. such as Donko's Ion Bell Will Arrive 

in London January 3'ct 1974. which he hod first written about a decode earlier in 

Art and Australia. plus a spiral-bound performance and photographic 

bookwork. Glen Clarke· s Suppression = Alienated = Oppression. published by 

Champion Press. Melbourne. in 1979.107 
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As exemplifying the role of 'collage and the book', Catalano choose to discuss 

other titles from his collection; specifically Ion Howard's Action Mon Story ( 197 6 ), 

which it should be recalled was realised while the artist was in North America, o 

couple of pop-derived Xeroxed magazines by Richard Larter from 1970, and 

finally Peter Lyssiotis' Journey of a Wise Electron and Other Stories. published by 

Champion in 1981 . ' ia A twelve-page hand-mode ·unique copy'. Neck Hole 

(1978) by Ti Porks, 109 provided Catalano with the final. and only chapter in The 

Bandaged Image, not implicitly dedicated to multiple artists' books. 

Just as Ramsay's personal collection mentioned briefly in this chapter exhibited 

a bias towards publications that emanated from the EAF. as o Melbourne

bosed writer. Catalano· s collection also exhibits a geographic specificity in the 

number of books produced by Melbourne-based Champion Books (Backyard 

Press). run by Ted Hopkins. In the late 1970s and early 1980s. Champion Books 

printed and published orange of literary works and artists' books, and ployed a 

role in Melbourne. not dissimilar to the EAF in Adelaide. Champion published 

collection of Catalano' s short stories in 1983. 1 o and it is perhaps not surprising 

that he reciprocated in kind by discussing a number of titles published by 

Champion; Clarke's Suppression= Alienated= Oppression and Lyssiotis' Journey 

of a Wise Electron and Other Stories (l 98 l ), while his collection also includes 

later titles. such as Lyssiotis' Three Cheers for Civilization (1985) and Hopkins' own 

self-published The Book of Slob (1983). 111 

In respect to this thesis is also worth noting that in writing The Bandaged Image. 

Catalano hod o handful of international artists' books. specifically Marcel 

Broodthoers' A Voyage on the North Seo (1974). Richard Long's tiny concertina 

title. A walk post standing stones (1980), and possibly most significantly. a copy 

of Edward Ruscho's Thirtyfour Parking Lots (1967). 2 Catalano also hod in his 

possession the exhibition catalogues from the Art Council of Great Britain· s 

Artists' Books (l 976), Artists Books I Bookworks (l 978) and another recent touring 

exhibition Artists· Books which hod originated from Art Metropole in Toronto. 

and travelled to the George Paton Gallery in 1983. 113 

If we recoil in Artists Books I Bookworks how Sheridan employed the discursive 

frame to bind and validate his selection of Australian artists' books as port of 

the international proliferation of artists' books. the legacy of this wider frame of 
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reference is still evident in Catalano' s general contextualisation of The 

Bandaged Image, but with less rhetorical urgency than characterised the 

1970s. Edward Ruscha 's Twentysix Gasoline Stations and Various Small Fires ore 

mentioned, as is a short quote, extracted from Ruscho's Artforum inteNiew with 

Co plans nearly two decodes earlier, while Catalano admitted that ·aside from 

the unique copies of Ti Porks ... all of (the artists' books examined in his study) 

share Ruscho 's lack of concern for the book as a crafted object' , 1111 

The other international title which attracted Catalano's attention was Daniel 

Spoerri's Topographie anecdote* du hazard (An Anecdoted Typography of 

Chance) of 1962, mentioned in both the introduction and as 'on afterword'. In 

retrospect. Catalano can be seen to have chosen this artist's book with great 

foresight. as in the last decade this title has been elevated within the 

international discourse by Anne Moeglin-Delcroix, and placed alongside 

Ruscha 's definitive titles. 11 s 

The nature of global conceptuolism. travel and artists' books. which has been 

on undercurrent through this thesis, is also implicit in The Bandaged Image, 

although not necessarily recognised by the author. While the repatriation of 

Jacks' North American output is undertaken without question, the inclusion of 

Noel Sheridan. and the two British-born practitioners Roger Cutforth and Ti Porks 

illustrates Catalano's slightly liberal conception of the 'Australian· field of 

practice; Cutforth because of 'wide currency' and 'influence' of his books, 

while Sheridan and Porks each spent a decode in Australia. 116 What the 

inclusion of these three artists does confirm, at least sub-textually, is how 

Australia functioned as a site through which international artists· travelled and 

therefore participated in the founding of the field of Australian artists· books. 

In The Bandaged Image the international discursive frame provides a 

backdrop, but is no longer given precedence; the 'international' examples ore 

presented as supplementary to a history of Australian artists' books. In The 

Bandaged Image Catalano therefore reconfigures the relationship presented 

five years earlier in Artists Books I Bookworks, in that in Catalano' s account 

Australian artists' books ore discursively foregrounded as a distinct and self

generating field of artistic practice within Australian art. 
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The Bandaged Image is both an effect -and cause. It is an effect. in that by 

dissecting Catalano's historically formed personal collection of artists' books, 

the role conceptual and post-object artists' books ployed in establishing the 

discursive history of Australian artists' books is clearly evident. As a corollary, the 

status accorded Catalano's text as the first written 'history' of Australian artists' 

books. also achieved the self-fulfilling consecration of conceptual and post

object artists' books within the field of Australian artists' books. 

As hos been shown in this chapter. in the five year period following Artists Books 

I Bookworks. from 1979 to 1983, Bob Ramsay, Morr Grounds. Bonito Ely and 

lmonts Tillers, published some of the most conceptually challenging post-object 

artists' books, broadly encompassed by the international discursive frame. but 

nevertheless specifically formulated in on engagement with Australian subject 

matter, whether geographic, cultural or political issues, as well as Australian art 

historical and theoretical debates of this period, particularly the intellectual 

authority exerted by post-object theoretician Donald Brook. 

It has been argued in this chapter that o convenient synchronicity occurred 

between Brook's 'new theory of art' and the discursive frame of International 

artists' books, that firstly, allowed both theoretical frames to coexist and exert 

influence upon the publishing agenda of the Experimental Art Foundation 

during the second half of 1970s and into early 1980s. while over the same 

period the Post Object Collection assembled at Flinders University. from 197 4 to 

1983, became a material archive documenting the intersections between post

object art and artists' books. 

Finally, it hos been argued in this chapter that Gory Catalano's discursive 

'history' of Australian artist' books in The Bandaged Image, was implicitly 

indebted to his own personal collection of artists' books. which in its 

composition is indicative of the circulation of multiple conceptual and post

object artists' books. Whilst Catalano's study may have been the first book 

published on Australian artists' books, it is clearly implicated in the period which 

it purports to cover. The modest scope of Cotalano's monograph, nevertheless, 

left significant gaps in our understanding of the preceding two decades, which 

this thesis hos endeavoured to readdress. This thesis has therefore traced within 

global conceptualism the historical evolution of conceptual and post-object 
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artists' books. through the period 1963 to 1983. so as to illuminate the crucial 

role they ployed in establishing the material and discursive foundations of the 

field of Australian artists' books. 
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10 lmants Tillers. in correspondence and conversation with the author. 2 Moy and 9 
June. 13 June and 7 August 2008 
71 See 'Dialogue 3· in lmonts Tillers. Three Facts. op. cit.. pp.63-83; this is o later version of 
events. initially published as lmonts Tillers and Michael Scullion. 'Dialogue on Folse 
Mount Hayward'. op. cit .. pp.6-10 
n lmants Tillers and Michael Scullion. 'Dialogue on Folse Mount Hayword'. op. cit .. pp.6-
10 
13 ibid .. p.10; It is interesting to note that Tillers later elaboration (or editing) of events in 
Three Facts removes all mention of this 'fact' . 
""Graham Coulter-Smith. 'The Antipodean Mirror'. in vio Paradiso. Melbourne: Koren 
Lovegrove Gallery 1995. pp.18-40; Graham Coulter-Smith. The Postmodern Art of lmonts 
Tillers: Appropriation en obyme. 1971-200 I, op cit .. pp.139-145; Coulter-Smith 
considered Three Facts as o postscript account and elaboration of the ideas in ZX. 
which he identified as the primary reference source. p.132 
75 Graham Coulter-Smith. 'The Antipodean Mirror' in via Paradiso. op cit.. p.30 
76 Graham Coulter-Smith. 'The Antipodean Mirror' in vio Paradiso. op. cit .• p.40; Popism, 
Notional Gallery of Victoria. 16 June - 25 July 1982; Poul Taylor. 'Popism· in Popism, 
Melbourne: Notional Gallery of Victoria 1982. pp. l -4, 12 
11 See Rex Butler. ed .. What is opproprlotion? An anthology of critical writings on 
Austrolion ort in the '80s ond '90s. Brisbone and Sydney: Institute of Modern Art and 
Power Publications 1996 
78 Bob Ramsay. in email correspondence with the author. 31 January 2008. 6 November 
2008; Ramsay worked port-time at the Flinders University Art Museum undertaking the 
administration. research and cataloguing of the Post Object Collection. 1981-1982; see 
also Robert Keith Ramsay. The art delusion· on analysis of the deceptive claims about 
the necessity and significanc e of art. (Tt1es1s M .A monusc npt. 1984). Flinders University 
Library. Coll no 701 R 181 o 
7Q Post Object Collection at Flinders University Art Museum. collection list (works ordered 
by accession number. details. (accession number. artists. title. work dote. accession 
dote. media). supplied to author. by Fiona Salmon. Collections Manager. August 2007; 
with additional information added by the author. with details in the following notes 
" 3 Bob Ramsay. in email correspondence with the author. 31 January 2008. 'In essence. 
the collection should not be seen as being reflective of the period but really nothing 
more than o rag tog culmination of everything that was donated by artists at the 
time. The collection certainly hos nothing to do with the quality of work of that period.' 
a Bob Ramsay. in email correspondence with the author. 31 January 2008. more 
generally. ·we tend to forget the social network that is on extremely important element 
of the ortworld. My view is that contemporary collections ore more reflective of social 
networks rather than being a collection of the best that is available at any one time.' 
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" 7 Works by Robert Rooney in the Post Object Collection. from Post Object Collection 
list, supplied to author. August 2007: 
l. Robert Rooney, Holden Park 1; Holden Pork 2. 1970. colour photographs. 
Acc.no.670.000. acquired 1974 
2. Robert Rooney. Meals. 1970. b/w photographs. Acc.no.671.000, acquired 1974 
3. Robert Rooney. Every artist born in 1937 so for located. 1970. unspecified media, 
Acc.no.672.000, acquired 1974 
4. Robert Rooney. Words and phrases in inverted commas from the collected works of 
IMBR. 1971-72, (artist's book), Acc.no.673.000. acquired 1974 
5. Robert Rooney. This is o war savings street. 1970. (artist's book). Ace no.709.000. 
acquired 1975 
SJ Works by Alex Selenitsch in the Post Object Collection. from Post Object Collection list. 
supplied to author. August 2007: 
l . Alex Selenitsch, 8 Spaces - With o Colour Reference - For Example. 197 l. 
Acc.no.704.000. acquired 1975 
2. Alex Selenitsch, 7 More Monotones. 1973. Acc.no.705.000. acquired 1975 
3. Alex Selenitsch. 10 Spaces Some of Which ore Equal, 1972. Acc.no.706.000. acquired 
1975 
4. Alex Selerntsch. 6 Instructions, 1972. Acc.no.707.000. acquired 1975 
5. Alex Selenitsch. Tooro lee. 4 pieces for pedal organ. 1973. Ace.no 708.000. acquired 
1975 
8'l Works by Aleks Danko in the Post Object Collection. from Post Object Collection list. 
supplied to author. August 2007: 
1. Aleks Danko. Ion Bell will arrive in London, January 31d, 1974. 1973-74. limited edition 
artist's book. Acc.no.659.000. acquired 1974 
2. Aleks Danko. This Choir is not o tourist. 1975. (limited edition) artist's book, 
Acc.no.686.000. acquired 1975 
3. Aleks Danko (with Joan Grounds. David Lourie and David Stewart). We should coll it a 
living room. c.1974. 16mm film. Acc.no.702.000. acquired 1975 
4. Aleks Danko, Bill Poster Cord. 1971. unspecified media. Acc.no.1708 000. acquired 
1981 
85 Works by lmants Tillers in the Post Object Collection. from Post Object Collection list, 
supplied to author. August 2007: 
l . lmonts Tillers. Conversations with the Bride (724A) & A Companion to Conversations 
with the Bride (724B). c. l 975, colour photograph; unique artist's book. Acc.no.724.000, 
acquired 1976 
2. lmants Tillers. Rendezvous with Configuration P. 1978. artist's book, Acc.no.1171.000. 
acquired 1978 
3. lmants Tillers. Three Facts. 1981. artist's book. Acc.no.1662.000. acquired 1981 
4. lmants Tillers. Three Facts. 1981. Oimited edition) artist's book (hardcover). 
Acc.no.1675.000, acquired 1981 
5. lmants Tillers. Moments of Inertia. 1974. unspecified media. Acc.no.2767.000. acquired 
1990; Gift of Donald Brook 
86 Works by Tim Johnson in the Post Object Collection. from Post Object Collection list. 
supplied to author. August 2007: 
l. Tim Johnson, Coincidence. c .1973. artist's book. Acc.no.663.000. acquired 1974 
2. Tim Johnson. Disclosure. c.1973, artist's book. Acc.no.664.000. acquired 1974 
3. Tim Johnson. Be on Artist. c.1973. artist's book. Acc.no.680.000. acquired 1975 
4. Tim Johnson. Public Fitting. c.1973, 8mm film, Acc.no.692.000. acquired 1975 
5. Tim Johnson. Out of the Gallery (installation os o conceptual scheme). 1970-71 . 
unspecified media, Acc.no.693.000. acquired 1975 
6. Tim Johnson, A: Graph 5171: B Movement works 5/71-7/71. 1971, unspecified media. 
Acc.no.694.000. acquired 1975 
7. Tim Johnson. A SQ Disclosure; Fitting - one pair of pants in 5 positions on one body, 
c.1972. b/w photograph, Acc.no.695.000, acquired 1975 
8. Tim Johnson. Fitting. c.1972, artist's book, Acc.no.696.000, acquired 1975 
9. Tim Johnson. Disclosure. c .1973, artist's book. Acc.no.697.000. acquired 1975 
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10. Tim Johnson. Works 1970-73. c.1973 74. unspecified media. Ace no.698 000. 
acquired 1975 
l l. Tim Johnson. Draft for Disclosure. c.1972 73. unspecified media. Acc.no.699.000. 
acquired 1975 
12.Tim Johnson. Public FiHing. c.1973. artist's book. Acc.no.700.000. acquired 1975 
~1 Works by Mike Parr in the Post Object Collection. from Post Object Collection list. 
supplied to author. August 2007: 
l . Mike Parr, Hold your breath for as long as possible. Hold your finger in o candle flame 
foros long osposs1ble. 1972. 16mm film. Acc.no.718.000. acquired 1975 
2. Mike Parr. 150 Programmes and Investigations. 1971-72. b/w and colour photographs. 
Acc.no.730.000. acquired 1976 
3. Mike Parr. Blocked-out Book. 1971 -72. unspecified media. Ace.no 731.000. acquired 
1976 
4. Mike Parr. Rules ond Displacement Activities Port II. 1973-74. l6mm film. 
Acc.no.732.000. acquired 1976 
5. Mike Parr. Rules and Displacement Activities Port 3 (reels 1 & 2). 1982-83. l 6mm film. 
Acc.no.1971.000. acquired 1983 
6. Mike Parr. Notebook (a set of two volumes of onginal notes). 1971-. folder of 
documents. Acc.no.2763.000. acquired 1990. Gift of Donald Brook 
7. Mike Parr. Word Situations. 1971-72. unspecified media, Acc.no.2764.000. acquired 
1990: Gift of Donald Brook 
88Set of EAF publications. 1977-1981. Acc.no.1647.000. acquired 1981 
SQ Works by Tim Burns in the Post Object Collection. from Post Object Collection list 
supplied to author. August 2007: 
l. Tim Burns. Mullaloo Beach. 1974. postcards/artist's book. Acc.no.658.000. acquired 
1975 
2. Tim Burns. Exploding Sand Dune. Mul/aloo Beach WA, January 1974, 1974. screenprint. 
Acc.no.842.000. acquired 1975 
3. nm Burns. Send a postcard today. c.1975. unspecified media. Acc.no.678.000. 
acquired 1975 
4. Tim Burns. et al.. A Package Deal Assembly Book. c.1974. artists' book. 
Acc.no.682.000. acquired 1975 
5. Tim Burns. Installation of Underground Reticulation Scheme. Humanities Building. 
Flinders University. 1975. colour photographs. Acc.no.683.000. acquired 1975 
6. Tim Burns. Not Ceasing to Loiter. 1975, unspecified media (artist's book). 
Acc.no.721.000. acquired 1975 
7. Tim Burns. The Possibility of a Private I Public Space. 1975, photograph, 
Acc.no.722.000. acquired 1975 
8. nm Burns. A Pedestrian Series of Postcards - What about Crosswalks in Milduro? New 
York - Mildura 1976. 1976. artist's book. Ace no.736.000. acquired 1977 
9. Tim Burns. A. Send o Postcard Today: B· Untitled: C: Untitled. 1974. screenprint. 
Acc.no.1255.000, acquired 1979 
90 Works by Bob Ramsay in the Post Object Collection. from Post Object Collection list. 
supplied to author. August 2007: 
1. Bob Ramsay. Sites and Situations, 1970-1974. unspecified media. Acc.no.668.000, 
acquired 197 4 
2. Bob Ramsay. An Archery Piece .... 1974, unspecified media. Acc.no.679.000. 
acquired 197 5 
3. Bob Ramsay. Of Voice. to Sond. 1979. U matic videotape. Ace.no 1664.000. acquired 
1981 
4. Bob Ramsay. Read. 1977. U-matic videotape. Acc.no.1665.000. acquired 1981 
5. Bob Ramsay. Peanuts. 1978. U-matic videotape, Acc.no.1666.000. acquired 1981 
6. Bob Ramsay. Rain Sequence No.1. 1973, unspecified media. Acc.no.1721.000. 
acquired 1982 
7. Bob Ramsay. Delabole Variations. 1974. l6mm film. Acc.no.1722.000. acquired 1982 
8. Bob Ramsay. Delabole Variations. 1974. l6mm film. Acc.no.1723.000, acquired 1982 
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9. Bob Ramsay. Delobole Voriotions. 1973-75. chipboard-covered (artist's) book. 
Acc.no.1724.000. acquired 1982 
10. Bob Ramsay. Delobole Variations: Notations folder 1974, documentation. 
Acc.no.1725.000. acquired 1982 
11. Bob Ramsay. Delabole Variations. Sequence no.1(Books1-3). 1973-74. 
documentation. Acc.no.1726.000. acquired 1982 
12. Bob Ramsay. Delobole Voriotions: Sequence no 2 (Books 1-3). 197 4. documentation. 
Ace.no 1727 000. acquired 1982 
13. Bob Ramsay. Numeral Permutation Piece. 1974. unspecified media. 
Acc.no.1728.000. acquired 1982 
14. Bob Ramsay, Conditions. Placement and Communication Activities (A series of 
points reloflve to .. .). 197 4, unspecified media. Ace .no. 1729 .000. acquired 1982 
15. Bob Ramsay. Public and Private Information 1975-. unspecified media. 
Acc.no.1730.000. acquired 1982 
16. Bob Ramsay. Blowup. 1975. unique artist's book. Acc.no.1731.000. acquired 1982 
17. Bob Ramsay. Sites and Situations. 1970-7 4. photocopied documentation. 
Acc.no.1732.000. acquired 1982 
18. Bob Ramsay. An Archery Piece .. ., 1974, (unique) artist's book. Acc.no.1733.000. 
acquired 1982 
19. Bob Ramsay. Special - Massive Shortages - A Headline Lies. 1975. screenprint and 
documentation. Acc.no. l 73t:i.000. acquired 1982 
20. Bob Ramsay, Special - Milduro Loco/ Crucified by Artists. 1975. b/w photographs. 
Ace.no 1735.000. acquired 1982 
21. Bob Ramsay. Extensions and Possibilities - Do you wont coffee? 1976. unspecified 
media. Acc.no.1736.000. acquired 1982 
22. Bob Ramsay. So-ever- I've got no idea .... 1977, unspecified media. 
Acc.no.1737.000. acquired 1982 
23. Bob Ramsay, Read. 1977. U-motic videotape. Acc.no.1738.000. acquired 1982 
24. Bob Ramsay. Read. 1977, b/w photographs. Acc.no.1739.000. acquired 1982 
25. Bob Ramsay. Peanuts. 1978. U-motic videotape, Acc.no.1740.000. acquired 1982 
26. Bob Ramsay. Peanuts. 1978. b/w photographs, Acc.no.1741.000. acquired 1982 
27. Bob Ramsay, Of Voice. to Sand. 1979. U-motic videotape. Acc.no.1742.000. 
acquired 1982 
28. Bob Ramsay. Public Airings. 1978. b/w photographs. Acc.no.1743.000. acquired 1982 
29. Bob Ramsay. At Home. 1979. unspecified media. Acc .no.1744.000. acquired 1982 
30. Bob Ramsay. At Home. 1979. artist's book. Acc.no.1745.000. acquired 1982 
'"Gary Catalano. The Bondoged Image: A study of Australian artists' books. Sydney: 
Hale & lremonger 1983 
'77 Gory Catalano. The Years of Hope: Australian Art ond Criticism. 1959-68. Melbourne: 
Oxford University Press 1981 
?:i See for example articles in Art and Austrolio on artists who would later feature in The 
Bandaged Image: Gory Catalano. 'Aleksander Danko', Art ond Australia. vol.12 no.1. 
July-September 1974. pp.82-88: Gory Catalano. 'The ·wreckings· of Mike Brown: An 
essay on the ideas of on artist'. Art and Australia. vol 13 no.4. April-June 1976. pp.369-
374; Gory Catalano. ·n Porks'. Art and Australia, vol.15 no.4. September 1978. pp.61-65 
}ii Gory Catalano. 'Aleksander Danko'. op. cit., pp.82-88 
,. ibid . pp.85. 87 
w. Gary Catalano. 'The Ancestry of 'Anything Goes·: Australian Art Since 1968'. Meonjin. 
vol.35 no.a. December 1976. pp.394-404 
'}/ibid .. p.403 
98 Gory Catalano. 'Book Reviews: Twelve Red Grids. (1973. $7) Twelve Drawings. (1974. 
$7) Color Book. (1975. S 11) 1975-1976. (1975-76. $7) Red Diagonals. (1976. $7) Lines Dots. 
(1976, $7) and Lines Dots Number Two (1977. $7)', Art and Austrotio. vol.15 no.2. 1978. 
pp. l 52-153: these books are now held in the Papers of Gory Catalano. Notional Library 
of Australia. Canberra. MS Acc05/8ll; listed os Robert Jocks' set of 6 self-published 
hand-stomped books (no.59) (Twelve Red Grids 1973. Twelve Drawings 1974. Color Book 
1975. 1975-1976 1976. Lines Dots 1976. Lines Dots Number Two 1977) 
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-i" Gory Catalano. 'Book Reviews: Twelve Red Grids. (1973. $7) Twelve Drawings. (1974. 
$7) Color Book. (1975. $11) 1975-1976. (1975-76. $7) Red Diagonals. (1976. $7) Lines Dots. 
(1976. $7) and Lines Dots Number Two (1977. $7)'. op. cit .. 1978. p.153 

100 Papers of Gory Catalano. National Library of Australia. Canberra. MS AccOS/84 
101 see Gory Catalano. 'Some conceptual publications·. in The Bondoged Image: A 
study of Australian artists' books. op. cit.. pp.19-24; artists· books held in the Papers of 
Gory Catalano (NLA, MS Acc05/84): Ion Burn. Adrion Piper. Mel Ramsden. Roger 
Cutforth. Stephen J. Kaltenbach. Sol LeWitt. David Nelson. Untitled magazine. New York: 
Art Press July 1969 (no.1 ); Robert Rooney. ed .. Pinocotheco magazine. no. l. 1971; 4 
Conceptual Artists: Mel Ramsden. Ion Burn. Joseph Kosuth. Robert Rooney. including a 
variant of Robert Rooney. Words and Phrases in Inverted Commas from the Collected 
Works of IBMR ( 1971 ); see Ion Burn and Mel Ramsden. ·Excerpts from The Grammarian 
(1970)' reprinted in Ursula Meyer. Conceptual Art. op. cit .. pp.96-103 
10? see Gory Catalano. 'The books of Roger Cutforth and Robert Rooney'. in The 
Bandaged Image: A study of Australian artists' books. op. cit.. pp.25-33; artists' books 
held in the Papers of Gory Catalano (NLA, MS Acc05/84): Robert Rooney. Wor Savings 
Street, Melbourne: Pinacotheco 1970 (no.2) (folded sheet): Roger Cutforth. The Visual 
Book/ Le Livre Visuel. New York: self-published 1970. text in English/French (no.35); see 
Roger Cutforth's ·The Empire Stole Building: A Reference Work (1969)'. reprinted in 
Ursula Meyer. Conceptual Art. New York: E. P. Dutton & Co. 1972. pp 108-115 
r 3 see Gory Catalano. 'The books of Robert Jocks'. in The Bondoged Image: A study of 

Austrolion artists' books. op. cit .• pp.35-37; artists' books held in the Papers of Gory 
Catalano (NLA. MS Acc05/84): 
Robert Jocks. Red Diagonals. New York: self-published 1976 (no.29) 
Robert Jocks' set of 6 self-published hand-stomped books (no.59) (Twelve Red Grids 
1973. Twelve Drawings 1974. Color Book 1975. 1975-19761976. Lines Dots 1976. Lines Dots 
Number Two 1977) 
1o-i see Gory Catalano. 'The books of Tim Johnson·. in The Bandaged Image: A study of 
Austrolion artists' books. op. cit .. pp.39-44; artists' books held 1n the Papers of Gory 
Catalano (NLA. MS Acc05/84): 
Tim Johnson. Alienation. Newton. NSW: self-published 1976 (no.20) 
Tim Johnson. ESP. Adelaide: Experimental Art Foundation 1976 (no.31) 
Tim Johnson. You. Newton. NSW: self-published 1976 (no.16) 
Tim Johnson. Notes on Painting. Newton. NSW: self-published. 1977 (no.15) 
105 see Gory Catalano. 'Of stones and bicycles'. in The Bandaged Image: A study of 
Australian artists' books. op. cit .. pp.55-63: artists' books held in the Papers of Gory 
Catalano (NLA. MS Acc05/84): 
Noel Sheridon. Everybody Should Get Stones. Adelaide: Experimental Art Foundation 
1978 (no.39) 
lmonts Tiiiers. Rendezvous with Configuration P. Adelaide: Experimental Art Foundation 
1978 (no.38) 
lmonts Tillers. Three Facts. Melbourne. Double Vision 1981 (no.58) 
106 see Gory Catalano. ·Appendix: A select list of books and publications by Australian 
artists'. in The Bandaged Image: A study of Australian artists· books. op. cit .. pp.87-88; 
artists' books held in the Papers of Gory Catalano (NLA MS Acc05/84): 
Bonito Ely. Murroy/Murundi. Adelaide: Experimental Art Foundation 1981 (no.41) 
Morr Grounds. et al. Avago. Adelaide: Experimental Art Foundation 1980 (no.4) 
Morr Grounds and Poul Pholeros. Oxide Street. Adelaide: Experimental Art Foundation 
1981 (no.9) 
Morr Grounds and Paul Pholeros. Sculpture of the Top Ends. Adelaide: Experimental Art 
Foundation 1978 (no.25) 
Bob Ramsay. At Home. Adelaide: Experimental Art Foundation 1979 (no.32) 
101 see Gary Catalano. 'Some autobiographical books'. in The Bandaged Image: A 
study of Australian artists' books. op. cit.. pp.45-54; artist's book held in the Papers of 
Gory Catalano (NLA, MS Acc05/84): Glen Clarke. Suppression = Alienated = 
Oppression. Melbourne: Champion Press 1979. ISBN: O 9597008 3 8 (no.53); Glen Clarke's 
Suppression = Alienation = Oppression is o staged performance work of photographs of 
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the artist masquerading as 'Eric Yobo' . On the front and rear covers the artist is suitably 
bound (restrained) in o straight-jacket. then through the book the artist dressed in o 
jacket and tie. adorned with the cubes on his head and hands The book provides o 
documentary record of o performance piece. in which the artist a c ts out the role of o 
twentieth-century village idiot in series of staged poses and less orchestrated moments 
at various locations in and around Morwell. East G1ppslond. Victoria. during Moy 1978. 
whilst Clarke was o working as a tutor at the School of Art at the Gippslond Institute of 
Advanced Education. The photographs do not follow or imply o sequential narrative. 
but rather c reate the impact as o whole. the repetition of the character in the 
everyday repeating and reiterating the some point for impact. yet imbued with o sense 
of humour through the juxtaposition of the images with textual 'one-liners·. portrait of 
the artist as ... o loner. or ... as on arty forty type .. .. as o delinquent. as on existentialist . 
.. . and finally 'os o pessimist'. 
108 see Gory Catalano. 'Collage and the book'. in The Bandaged Image: A study of 
Australian artists' books. op. cit .. pp.65-77; artists' books held in the Papers of Gary 
Catalano (NLA MS Acc05/84): 
Ion Howard. Action Mon Story. Montreal: self-published 1976 (no.18) 
Richard Lorter. You Con 't Drum 5.12.1970 (no. 7) 
Richard Lorter. The Magnificent Slum. 1970 (no.8) 
Peter lyssiotis. Journey of o Wise Electron and Other Stories. Melbourne: Champion 
Books 1981; offset lithography; 25.0 x 20.0 cm; Edition: 800 softcover; 50 hardcover 
Peter lyssiotis. Birds in a Bel/tower 1988 (no.44) 
Peter Lyssiotis. with poems by Gory Catalano. Nocturnes. n.d .. handmade book (no.45) 
•O? see Gory Catalano. 'Ti Porks and the unique copy·. in The Bandaged Image: A study 
of Australian artists' books. op. cit.. pp.79-82; artist's book held in the Papers of Gory 
Catalano (NLA MS Acc05/84): 
Ti Porks. Neck Hole. self-published 1978 (handmade book) (no.34) 

iu Gory Cotolono. The woman who lives here and other stories. Prohron: Champion 
Books 1983 
11 artists' books held in the Papers of Gory Cotolono (NLA MS Acc05/84): 
Simon Hopkinson. Write Here Now. Melbourne: Champion Press 1979 (no.5) 
Ted Hopkins. The Book of Slob. Melbourne: Champion Books 1983 (no.10): see review by 
Alon R. Dodge. 'Book Review: The Book of Slob produced by Ted Hopkins'. Art Network. 
no. 17. pp.60-61 
117 International artists' books held in the Papers of Gory Catalano (NLA MS Acc05/84): 
Marcel Broodthoers. A Voyage on the North Seo. London: Petersburg Press 1974 (no.36) 
Victor Burgin, Work and Commentary. Latimer New Dimension 1973 (no.51) 
Roger Cutforth. The Visual Book I Le Livre Visuel. New York: self-published 1970, text in 
English/French (no.35) 
Richard Long. A walk post standing stones. London: Anthony d 'Otfoy 1980. concertina 
or accordion-fold (no.57) 
Bern Porter. Waste Maker. 1926-1961. SomeNille. MA: Abyss Publications 1972 (no.37) 
Edward Ruscho. Thirtyfour Parking Lots. 1967 (no.11) 
Joan A. Wolbier. Arachne/ Amaranth. also titled Amoronth/Arachne. Takoma Park. 
Maryland: True Grid Editions 1983 (no.6) (Edition : 290) 

J Exhibition catalogues held in the Papers of Gory Catalano (NLA. MS Acc05/84). 
Artists Books / Bookworks. Brisbone. Melbourne. Adelaide· Institute of Modern Art. Ewing 
and George Paton Galleries. Experimental Art Foundation 1978 (no.17) 
Artists' Books. Melbourne: George Paton Gallery 1983 (no.23) 
Not(e) books: on exhibition of Ito/ion object books, Melbourne: George Paton Gallery 
c. 1982 (no.27) 
Artists' Books, London: The Arts Council of Great Britain 1976 (no.30) 
See also o couple of titles on alternative publishers held in the Papers of Gory Catalano 
(NLA MS Acc05/84): 
Peter Fronk. Something Else Press: An annotated bibliography, McPherson & Co. 1983 
(no.46) 
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Richard Kostelonetz. ed .. Assembling Assembling. New York: Assembhng Press 1978 
(no.13) 
' .i Gory Catalano. 'literature and artists' books'. in The Bandaged Image: A study of 
Australian artists· books, op. cit .. pp. 16-17. 85n4 
11 :. Gory Catalano, 'literature and artists' books' and 'An Afterword', in The Bandaged 
Image: A study of Australian artists' books. op. cit .. pp.15-16. 83-84. 85n3; see Anne 
Moeglin-Delcroix. ' 1962 and after: Another idea about art·. in Anne Moeglin-Delcroix, 
Liliana Dematteis. Giorgio Maffei and Annalisa Rimmaudo. Guardare. Raccontare. 
Pensare. Conservare: Quattro percorsi de/ libro d'artista dagli anni '60 od oggi (Looking. 
Telling, Thinking, Collecting: Four dtrections of the artist's book from the Sixties to the 
present). Mantova: Caso del Mantegna and Edizioni Corroini 2004. pp.29-3.4 

16 Gory Catalano. 'literature and artists· books'. in The Bondoged lmoge: A study of 
Australian artists' books. op. cit., p.11 
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8. Conclusion 

As hos been argued in this thesis it was Australian conceptual and post-object 

artists' books of the 1960s and 1970s that established the material and discursive 

foundations for on autonomous field of Australian artists' books. As was shown in 

the preceding chapter. the publication of Catalano's The Bandaged Image 

can be seen as the discursive consecration of the field of Australia artists' 

books. The year 1983. therefore, presents a justifiable chronological conclusion 

to this thesis, while it is also a symbolic nexus, between the preceding two 

decodes. which hove been the focus of this thesis, and the years afterwards, 

which foll beyond the scope of this research. 

11 addition to arguing for the significant role played by conceptual and post

object artists' books in establishing a distinct field of Australian artists' books, in 

the decodes spanning 1963 to 1983, it has been shown that this Australian 

history is inextricably linked to the contemporaneous international history of 

artists' books. Prior to this study, no academic research had been undertaken 

into the relationships between international and Australian artists' books in the 

1960s and 1970s. An objective of this thesis was therefore to readdress this 

lacuna in our knowledge of this period and in so doing confirm the 

interrelationships between Conceptual art, Australian post-object art and 

artists' books. 

As was outlined in Chapter 3: Historical debates and contemporary 

perspectives. this thesis was informed by: firstly, the recent formulation of ·global 

conceptualism' which provided a means for the conceptual reintegration of 

Australian artists' books into the field of international artists' books; secondly, the 

articulation of the historical discursive frame of artists, books, its central themes 

and debates, which was used to delineate the field of research, as well as 

entwine the material and discursive histories of international and Australian 

artists' books; thirdly. Pierre Bourdieu's conception of the field of cultural 

production provided a brood interpretative framework which has been 

adapted within this thesis with regard to artists' books. 
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Artists· books through the decodes covered by this thesis were therefore 

analysed as symbolic goods exchanged between producers within the network 

of global conceptuolism. Bourdieu's conception of the field of cultural 

production was also useful in providing o theoretical backdrop through which 

to examine the increasing delineation of practice and self-definition of artists· 

books through the 1970s. as well as. perhaps indicate the implicit and ongoing 

legacy of this period within the field of international artists' books and/or 

Australian artists· books to the present. As Pierre Bourdieu obseNed: 'The 

evolution of the field of cultural production towards a greater autonomy is thus 

accompanied by a greater reflexivity. which leads each of the 'genres· too 

sort of critical turning in on itself. on its own principle, on its own premises ... In 

effect ... o practical mastery of the specific attainments of the whole history of 

the genre which ore objectified in post works and recorded. codified and 

canonized ... becomes port of the conditions of entry into the field of restricted 

production. The history of the field is truly irreversible and the products of this 

relatively autonomous history present o kind of cumulativity. · 1 

Over the preceding chapters on intertwined chronological suNey of 

international and Australian artists' books was presented from the publication of 

Edward Ruscho · s Twentysix Gasoline Stations in 1963. which as was outlined 

Chapter 2: The discourse on artists· books and Chapter 3: Historical debates 

and contemporary perspectives was implicated in the discursive formulation of 

the field of artists' books. As was recounted in Chapter 4: Conceptual art and 

Conceptual aspects it was the re-contextualisation of Ruscha's perplexing 'Pop 

art' publications within Conceptual art in the late 1960s that hod on influential 

effect in the proto-discursive formulation of the conceptual 'book as artwork' . 

Ruscha's recognition as o proto-Conceptuolist occurred contemporaneously 

with the publishing activities of the New York art dealer and entrepreneur Seth 

Siegelaub. and his most closely affiliated artists. Lawrence Weiner and Robert 

Barry. who within this thesis provided case studies that illustrated how 

Conceptual art validated artists' books. Finally. the proto-explorotions of New 

York-based expatriate Conceptual artist Ion Burn and the strategic collecting 

by Melbourne-based Robert Rooney were corresponding Australian 

engagements that illustrated the extent of the global network for artists' books 

at the turn of the 1970s. 
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The entwining of the international and Australian histories of artists' books 

occurred in Chapter 5: Conceptual art and global conceptualism with o 

combined investigation of the works of Sol LeWitt and Robert Jocks. Their 

extended commitments to the artists' books over a number of decodes meant 

their output straddled the proto-discursive decode. 1963-1972. into the 

delineated field of artists' books from 1973 onwards. Thus an analysis of the 

transition from LeWitt and Jocks' early 'books as artwork' to their later refined 

and self-perpetuating 'artists' books' presented a microcosm of the increasing 

autonomy within the delineated field of artists' books. In addition. Jocks' status 

as on Australian artist working in North America in the 1970s presented a 

material and symbolic bridging of the fields of international and Australian 

artists' books. 

Whilst ·conceptual art in transit' was one facet of Australian engagements with 

artists' books. Australian-based post-object practitioners were also participatory 

through their strategic positioning within global conceptuolism. As was shown in 

Chapter 6: Global conceptualism and Australian post-object art. lnhibodress 

founders Mike Parr and Tim Johnson were both involved to different degrees 

with the artists' books in the 1970s. while the Experimental Art Foundation (EAF) 

in Adela ide was arguably the most influential local 'alternate' space. which 

become aligned with artists' books in the 1970s. As was outlined in Chapters 6 

and 7, the activities of the EAF were both participatory within the International 

field of artists' books. while there is also evidence that artists' books were re

formulated within the Australian post-object environment In response to Donald 

Brook's theoretical authority. 

At the end of the 1970s. Australian artists' books were clearly positioned within 

the international field as evidenced in Artists Books I Bookworks. while finally, 

and at the start of the 1980s. and with the publication of Catalano· s The 

Bandaged Image. on autonomous and self-determining field of Australian 

artists' books hod formed 

There is nevertheless a sense of irony in the conclusion to this thesis. Whilst as hos 

been shown in this thesis the events of the preceding two decodes established 

the material and discursive foundations of the field of Australian artists' books. 

that is not to say that the field in the 1980s represented a simple continuum of 
301 



the characteristics of the 1970s. The year 1983 is a convenient conclusion to this 

thesis, as in the early 1980s. the artistic. theoretical. and institutional factors that 

hod sustained the proliferation of conceptual and post-object artists' books 

from the late 1960s and through the 1970s dissipated. Whilst it is beyond the 

scope of this thesis to speculate what occurred in the 1980s. it is nevertheless 

important at least to acknowledge these changes. which like the bookend 

provided by Catalano· s The Bandaged Image. seem to seNe as a natural 

conclusion for this thesis on a number of levels. 

The first point to make is that many of the conceptual and post-object artists 

who hove been discussed in this thesis as contributing to the establishment of 

the field of Australia artists' books hod by the early 1980s ceased their 

involvement. Ian Burn. Robert Rooney and Mike Parr. for example, despite their 

important contributions to the proto-discursive phase. had stopped producing 

books as art by the time the terminology 'artists' books' was instituted. When 

Tim Johnson's Notes on Painting was published in 1977. its title announced the 

new direction in which his work was going and his departure from the field. In 

1982. Robert Jocks concluded his decade-long project with the lost of his 

twelve hand-stomped books Right - Left, so that with the completion of the set. 

the 'idea· hod 'run its course'. although the geographic and conceptual 

inclusivity of the series remains a potent symbolic representation of the period. 

In addition. a majority of the post-object artists' who experimented and 

contributed in various ways to the inception of the field of Australian artists' 

books during the 1970s, did not continue their engagement into the 1980s. such 

as Tim Burns. Glen Clarke, Aleks Danko. Ian de Gruchy, Ian Hamilton. Leigh 

Hobbo. Ion Howard. Richard Lorter. Michael Pursche. Bob Ramsay and Arthur 

Wicks.2 The context of their works have nevertheless been archived in 

collections accumulated during this period. such as EAF's Information Centre 

and Library which over time morphed into a 'historical' collection, Donald 

Brook's Post Object Collection at Flinders University Art Museum, or the personal 

collections of artists and participants. of which o few hove been analysed in 

detail in this thesis. Finally of Cotolano's list of exponents. only Peter Lyssiotis and 

Ti Porks remained active practitioners into the l 980s.J 
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It is also worth recalling the discussion in Chapter 7. regarding the artists' books 

produced by Ramsay, Grounds, Ely and Tillers. As was argued, the re

formulation of artists· books produced by these artists illustrated the compatible 

coexistence of the international discursive frame with the local theoretical 

authority exerted by Donald Brook in the Australian post-object environment. 

Whilst these titles were shown to be some the most theoretically articulate 

Australian artists' books of the 1970s. the subsequent discussion of lmonts Tillers' 

two companion titles Rendezvous with Configuration P (1978) and Three Facts 

(1981 ). and his retrospective editing of the events in Three Facts, nevertheless 

pointed to the shifting interpretative frameworks applied to Australian art in the 

early 1980s, which invariably impacted upon the status of artists' books 

Perhaps the most telling historical evidence is the decline in the number of 

artists' books published by the EAF, which had been sustained throughout the 

1970s. but dropped off dramatically ofter 1983. As was argued in this thesis, the 

EAF played a leadership role in Australia as the alternative space for the 

production. promotion, circulation and reception of conceptual and post

object artists' books. The decline of its publishing agenda ofter 1983 provides 

perhaps the clearest indication that the alignment of 'institutional' factors that, 

as hos been shown in this thesis. supported artists' books throughout the 1970s, 

may no longer hove ployed the some role in the 1980s. 

If Lippord's opening paragraph in 'The Artists' Book Goes Public', published in 

Art in America in 1977. during the heyday of artists' books provided on 

introduction to this thesis, then perhaps the opening line of her 1985 lament 

provides a similarly pertinent concluding remark, in acknowledging the passing 

of a historical period: 

The artist's book is/was a great idea whose time hos either not come. 
or come and gone ... But all is not lost, just misploced.4 

In Australia, it hos been our knowledge that hos been 'misplaced', our lock of 

recognition of the crucial role that Australian conceptual and post-object 

artists' books played in founding the material and discursive foundations for a 

distinct field of Australian artists' books. While the 'great idea' of the artist's 

book during the 1970s, in the decades covered by this thesis may hove 'come 

and gone·. this episode in the history of Australian artists' books is no longer lost. 
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