












































THE CENTURY OF ARTISTS' BOOKS

Clifton Meador's Great Men of the Modern Age (1982) is slightly more
enigmatic than the other two books discussed and his conception derives
more intimately from the structure of the printed book. If Hyde and Lyssi-
otis use the page as a field for the presentation of single images, Meador
makes his pages in the book design process. Meador’'s work alternates
texts and photographs of clothing laid out to make a dummy figure in the
grass, each configuration accompanied by a caption on a facing page
which identifies the "type” depicted: "warrior”, "trendsetter”, "scholar.”
The imagery is inseparable from the printing process — screen pattern and
stripping have been used to construct the design of type and imagery not
merely to reproduce an image. What these works share is their use of
material culture and its capacity to produce meaning through the "stuff"
of clothing, guns, dishware, automobiles, and gendered bodies. Their com-
mon theme of the "great” society foregrounds the "winner-take-all” moral-
ity of contemporary capitalist culture.

when a stranger in the street

uses you for his fantasy
and leaves you feeling naked.

Suzanne Lacy, Rape Is, 1973, NYPL

Sexuality, mores, and forms of violence and prejudice are topics which
have been well-served by various artists’ books. A crucial early work in
this vein was Suzanne Lacy's Rape Is (Women's Graphic Workshop, 1973)
which expresses the political sensibility of the first wave of the 1970s
women's art movement. Designed to raise women's consciousness
through showing the range of behaviors which constitute rape, rather than
obfuscating and concealing it behind layers of false moralization and
judgement, Lacy’'s book was effective and groundbreaking. As an artist’s
book it communicates compelling issues directly. The cover of the wrap-
per bore a paper seal the reader was required to break in order to read
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Linda Neaman, Sex and Monsters, n.d.

the book, and the end sheets were printed in a solid, deep, blood-red ink.
Each opening has the statement "Rape is” on the left page while on the fac-
ing sheet is a description of situations women find themselves in on a reg-
ular basis — from physical to psychic and emotional harassment. The
theme of sexual behavior and social prohibitions or phobias is at the cen-
ter of Linda Neaman's, Sex and Monsters (Hallwalls, n.d.). Neaman's book
is not as graphically clear or politically direct as Lacy's. It contains a blend
of new age occult earth-mother graphics, popular culture images of Holly-
wood amazons and starlets, and texts which inscribe aspects of sexual
phobias from various identified sources in a hodge-podge intended as
consciousness raising. The work'’s major intention is to show the ways in
which eroticism is demonized and sexual repression internalized and
turned into anger or other destructive emotions. Suggestions of the eter-
nal feminine, or mythically feminine, ("in the rites of Malekula, the mon-
ster Le-hev-dev, as a negative power of the feminine, is also associated
with the spider”) intersperse with other texts and images which display
aspects of sexuality from biological and physiological functions ("In 1677
Leeuwenhoek discovered spermatozoon”) to social and cultural events
(photographs of a woman accused of "murder in self defense”). Sex and
Monsters resembles a workbook, its large black and white pages and its
page by page treatment of themes gives it a self-help or instructional-
pamphlet look — no doubt exactly what Neaman intended.
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Scott McCarney, No Mo Pro... 1992

Scott McCarney's No Mo Pro Mo Ho Mo Pho Bo (Visual Studies Work-
shop, 1992) is a good example of an artist's book motivated by topical con-
cerns. McCarney's work is both a response and a protest, a means of reg-
istering anger and of using it for education and lobbying. The small pam-
phlet consists of a heavy weight paper cover, printed with an image of
Patrick Buchanan (right-wing pundit and former press secretary to Ronald
Reagan) and the title. Inset into Buchanan's face, just over his mouth, is a
photograph of two men kissing. Buchanan appears "to speak” their kiss, to
embrace it, and to be silenced by it simultaneously. Inside the pamphlet is
a single sheet of folded paper stapled to the spine. Bright pink, it opens
into several quadrants, each with a quote from a political conservative
with a prominent public profile — such as Donald Wildmon of the Ameri-
can Family Association, accompanied by a homophobic quote taken from
various sources which McCarney identifies in his colophon. Underneath
these texts and images are "negative” images of men involved in erotic
acts.4 The graphic characterization gives these an elusive character and
underscores their stigma within the public arena of right-wing and funda-
mentalist Christian rhetoric. As a small pamphlet, folding down to less
than 4 by 5 inches this is an ephemeral and topical use of the book format
to make a timely point in the spirit of 18th- and 19th-century satirical pam-
phlets.
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Bonnie O'Connell, The Anti-Warhol Museum, 1993
Bonnie O'Connell’'s The Anti-Warhol Museum (Nexus Press, 1993)

makes use of a complex structure as the basis of a critique of artworld pol-
itics. In particular, she takes aim at the blind eye which cultural institu-
tions and art stars often turn on the issues of contemporary injustice and
suggests that the resources generated in the artworld be recycled to serve
a broader community. The accordion-fold book is cut so that the work
stands up in a star shape with panels both inset and out-thrusting. Each
panel contains one part of a proposal for "The Socially Responsible Dis-
posal of Warholia.” The well-known icons of Warhol's work — from Coca
Cola bottles to Campbell’s soup cans and images of Chairman Mao — are
juxtaposed with specific suggestions such as: "Insitutions or collectors
holding versions of Warhol's Soup Cans should sell them to fund programs
that will Feed the Hungry.” A panel following the soup can imagery makes
a succinct statement on the number of American households dependent
on food stamps and statistics on the demand for food assistance to the
homeless. O'Connell’s work uses the striking graphics of the commercial
art world and a modified book structure to question the values embodied
in the Andy Warhol quote with which the book opens: "Money is the
moment to me, money is my mood.”

The Activist Book Examines Censorship
Janet Zweig's small publication The 336 lines currently expurgated

305



THE CENTURY OF ARTISTS’ BOOKS

The 336 lines
currently expurgated
from Shakespeare's

Romeo and Juliet

in ninth grade

textbooks

Janet Zweig, The 336 lines..., 1989

from Shakespeare’s Romeo and Juliet in ninth grade textbooks (1989)
is an activist artist's book which deals with issues of censorship. Her sub-
ject matter is the mutilation of the text and its reconstituted appearance
as a seamless published work meant for junior high school instruction.
The most successful acts of censorship are those which efface the marks
of their own activity. This is acknowledged by Zweig, and she is reinsert-
ing those marks of erasure into the pristine form of the edited versions of
classics which are used for teaching purposes. The lines which are expur-
gated read strangely out of context, and the prurient minds which found
in them nuances likely to excite teenagers to blush, giggle, or respond to
their mild, archaic sexual innuendos were clearly more informed (and
possibly less experienced) than the students who would have read these
snippets aloud. In an age in which AIDS is a major fact of life, the idea of
keeping the sobering words "Prick love for pricking and you beat love
down” from the eyes of sexually aware and active teens seems old fash-
ioned and naive. Zweig is not so much intent on paying particular atten-
tion to these censored phrases as she is in showing how odd it was to do
so in the first place. Replacing them within the original text seems to
defuse their stigmatized charge — but it also returns sexuality to an inte-
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gral place within Shakespeare's text and the textuality of adolescent life.
Zweig's point is that books themselves are a site of ideological and politi-
cal contest. The first page contains a brief note on "Directions for use.” It
says: "Xerox this book so that the words are printed on only one side of
the sheet. Cut out the lines and replace them in your textbook where they
belong in the play. Pass the book on to another student.” Zweig is stating
that the material of the book, its printed textual form, can be used as a
stage for effective activism. Here the book is the agent for social change
as well as a site for intervention.

1 There are independent presses dedicated to alternative publishing whose work often
resembles or overlaps with some of the works which will be discussed here, such as
South End Press in Boston or the New Press in New York City. The main difference
between the works of these presses and that of the artists whose books are featured
in this section is in their format and structure. Artists’ books use complex or creative
solutions whose expense, aesthetic component, and often personal inflection distin-
guish them from the works of presses which feature straight text, photographic
images, or instructional drawings.

2 Roy Stryker was the director of a program established in 1935 to make a rural photo-
graphic survey within the Farm Security Administration, which was part of F.D. Roo-
sevelt's 1935 Resettlement Administration.

3 The book calls for a comparison with Philip Zimmermann's Interference which is far
more successful graphically. De Coster’s design sensibility has a commercial booklet-
ish aesthetic to it while Zimmermann is able to generate an original effect from pre-
press screen manipulations.

4 This use of a negative to code the homoerotic as an absent or inverted space in
American culture is a feature of the paintings and photomontages of the late David
Wojnarowicz in his work from the 1980s.
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