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Introduction

In his 1975 manifesto The New Art of Making Books, the  
Mexican artist Ulises Carrion claimed that “a writer, contrary 
to the popular opinion, does not write books. A writer writes 
texts.” “The rest”, he declared, “Is done by the servants, the 
artisans, the workers, the others “. 

Within conventional book production and publishing  
such an array of services form a structure. In the case of print-
ed literature, conventions dictate the singular expertise of the 
designer, the editor and the purportedly paramount role of the 
publisher. These were and are the structures of publishing – 
they produce the book and make the text reach the public.

Desires for complete freedom and control might inspire 
writers to become their own editor, producer and publisher. 
And such attempts, by whatever motive a writer might have, 
naturally create alertness to the more operative aspects of 
the production of literature. The American designer and writer 
David Reinfurt describes activities like these as “a collapse 
of structure”1 – when a writer (or a group of writers) take con-
trol of the entire production and distribution of his or her own 
work. In his essay Benjamin Franklin: Post-Master, Reinfurt 
points out how the American polymath Benjamin Franklin as 
a writer – trained as a typesetter and printer – outwitted his 
contemporaries, by establishing himself as a publisher found-
ing the United States Postal Service. While Franklin’s accom-
plishments in publishing are hard to match, there are and 
have been writers who actively break down the conventions of 
publishing. They do this by undertaking the production of their 

 
1. Reinfurt, David. Benjamin Franklin: 
Post-master in: Metropolis M, No 2, 2006.
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own works. What is interesting here is to look closer at the 
motives behind such endeavors and how this and the employ-
ment of machinery and tools shape and affect the individual 
strategies and the books themselves.
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Self-publishing as a way to 
circumvent editorial censorship

– The Hogarth Press 

When the writer couple Leonard and Virginia Woolf founded 
their renowned Hogarth Press (named after their residence, 
Hogarth House in Richmond) in 1917, the use of private press-
es and commercial printing had been budding in England 
through more than twenty-five years. The Woolfs’ vision of 
a press, as opposed to their contemporaries, emerged from 
personal wishes to circumvent editorial censorship and addi-
tionally from the initiative to publish small volumes that major 
publishers would normally turn down. Virginia Woolf’s writ-
ings would assumingly have survived in some form under any 
of her former publishers, but the Hogarth Press gave Woolf 
the coveted freedom by eluding the restraints and conditions 
of extrinsic editors. As biographer John H. Willis explains in 
Leonard and Virginia Woolf as Publishers “Virginia Woolf’s 
genius […] developed as it did in the novels and essays be-
cause she was free from editorial pressures, real or imagined, 
and needed to please only herself.” Without the intervention of 
others Woolf became ”responsible only to herself as writer-ed-
itor-publisher.”2

Neither Leonard nor Virginia had experience in printing 
before establishing the Hogarth Press. Virginia had practiced 
bookbinding – a skill that naturally employed in the production 
of the Hogarth books – but the Woolfs were practically ama-
teurs. The first publication of The Hogarth Press was Two Sto-
ries, printed in 1917 (the first year of the press), which consist-
ed of Three Jews by Leonard Woolf and The Mark on the Wall 

2. Willis, J. H. Leonard and Virginia Woolf as 
Publishers: Hogarth Press, 1917-41
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by Virginia Woolf. Two Stories was printed in an edition of 134. 
Like the following publications it was distributed via mail, and 
to subscribers only. Dr. Ian Blyth of University of St. Andrews 
describes Two Stories as “an ambitious project for a first pub-
lication by novice printers.” The press, at that time, was in its 
infancy and, says Blyth, “they had only enough type to set two 
pages at a time (the volume is 34 pages in extent), and the de-
cision to include four woodcuts by their friend Dora Carrington 
made the job even more difficult”. There were noticeable errors 
in the typography, the spacing and the alignment and the pag-
es were not evenly inked. And in addition to these ‘errors’, little 
differences revealed that ‘Two Stories’ was not a product of a 
specialized commercial printer. The dust-jackets were “bought 
ad-hoc from a local stationer, came in at least three different 
forms: thin yellow paper; plain dull-blue Japanese paper; and a 
red and white all-over design on Japanese paper.”3

In Virginia Woolfs Kew Gardens (1919) – their seventh 
publication –, the technical qualities  were improved in a  
number of ways. Ian Blyth describes the advancement by the 
outer appearance of the publication and by the judgment  
that “the type in Kew Gardens is more even and ‘professional’ 
looking than that in Two Stories – illustrating how much more 
proficient the Woolfs had become as printers in the intervening 
two years.”

 Still, the continuous improvements of the Hogarth Press 
publications cannot solely be attributed to the Woolfs devel-
oping experience with printing. A greater part of the external 
production was, from Kew Gardens and onwards, produced 
at the Omega Workshop, a studio run by the artist and critic 
Roger Fry who was another initial member of the Bloomsbury 
Group (as were the Woolfs); and the significant woodcuts in-

 
3. Source: (abebooks.com) Kew Gardens 1st ed.



Two Stories, 1917 . The first book 
published by Hogarth Press



Subscription ticket. Jacob’s Room, 1922
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tegrated with the texts, as well as the design of the wrappers, 
were to a large degree carried out by Virginia’s sister, the artist 
Vanessa Bell. The Woolfs did eventually collaborate with ex-
ternal printers in the case of 2nd editions and republication of 
their books. Thus the production was not exclusively located 
at the Hogarth Press. But still, the core of production, namely 
the printing and binding was for the larger part carried out by, 
or at least supervised by the Woolfs.   

 By typesetting and printing, Virginia Woolf was con-
currently, as biographer Panthea Reid explains, “discovering 
how writing could be not invisible but opaque, a signifier in its 
own right”4. Setting each unit of type herself and arranging the 
empty spaces between words, strengthened Woolf’s sense of 
how her texts appeared visually on the page. In the essay How 
Should One Read a Book?5 Woolf herself writes: “Books are 
not turned out of moulds like bricks. Books are made of tiny 
little words, which a writer shapes, often with great difficulty, 
into sentences of different lengths, placing one on top of an-
other, never taking his eye off them, sometimes building them 
quite quickly, at other times knocking them down in despair, 
and beginning all over again.” 

 Notions like these are, as Reid states, influenced and 
amplified by Woolf’s encounters with typesetting and printing. 
From its founding the Hogarth Press increased not only the 
editions (eventually up to 6000), but also the number of pub-
lications per year (up to 26). And in addition to their own writ-
ings the Woolfs printed and published works of other mem-
bers and associates of the Bloomsbury Group. Still, the extent 
and technique of the publications never resembled those of a 
conventional publisher. The books of the Hogarth Press re-

4. Reid, Panthea. Art and Affection: a life of 
Virginia Woolf. Oxford University Press, 1996.
5. The Common Reader; Second Series (1935).
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mained cheap and available. The illustrated and hand printed 
dust jackets and the general appearance of the books of the 
Hogarth press are easily mistaken – at least in a contemporary 
context – as belonging to the category of fine print. In fact they 
were created in a specific material context and from the urgent 
need of reaching a particular public. “Whether they lacked the 
visual sense of style, the artist’s and designer’s eye for mate-
rials and spatial relationships necessary for fine printing and 
book designing, or whether they lacked the skill, or the time 
and interest to develop it” says Willis “the Woolfs produced 
books plainly printed in various dimensions, with attractive but 
inexpensive wrappers”.

Literary production and publishing 
in a digital context – Victor Celorio and 

Publication Studio
 

An essential extraction from the example of Leonard and 
Virginia Woolf’s Hogarth Press is the notion that the collapse 
of structures is likely to happen not simply because techno-
logical advancements permit it, but above all because the 
motives were there. A somewhat comparable disintegration 
of structure – only motivated by other quandaries – can be 
observed through the Mexican writer and inventor Victor Celo-
rio’s (1957) creation of the InstaBook machine (patented 1997). 
Inspired by his own aggravations with conventional publishing 
and his upbringing in Mexico – which allegedly had “a lack of 
bookstores” – Celorio conceived and executed the idea of an 
affordable on-demand ‘book machine’. A machine which, in 
his own words, “produces a perfect-bound book, in one step, 
in 2 minutes”. The InstaBook is basically a bundle of existing 



Victor Celorio’s InstaBook machine
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machines and devices, arranged into an integrated computer 
operated system. It consists of a printer, a cutting machine, 
and a glue-binding device. Apart from the machine itself Celo-
rio’s further vision of the InstaBook incorporates the idea of an 
online database – connected to the machine –, which in theory 
replaces the traditional distribution-systems.

Excerpt from the patent description:
 “The present invention provides a method and system 
for producing books on-demand. An electronic bookstore 
in accordance with the subject invention can receive an 
electronic text file of a book and then print and bind a 
copy of the book. A user may browse an electronic cata-
logue, for example over the Internet, and place an order 
of a book, which can be picked up at a conveniently lo-
cated electronic bookstore shortly after placing the order. 
The invention reduces costs and waste associated with 
conventional production and distribution of print matter. 
Advantageously, the invention allows books with smaller 
audiences to be published at a reasonable price. An elec-
tronic bookstore in accordance with the subject invention 
can have access to literally millions of books and can 
print and bind any selected book in a few minutes.” 

However, Celorio’s anticipations of the InstaBook’s integration 
have been stunted with the introduction of a few more com-
mercial and well-financed imitations (i.e. The Espresso Book 
Machine). But recently small publishers have adapted the 
machine and his idea of online distributing. Among these are 
the writer Matthew Stadler’s and Patricia No’s Portland-based 
Publication Studio (founded 2009), which, when it comes to 
production and publishing, echoes some of the visions incor-
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porated in Celorio’s invention. Their publishing strategies are 
partly facilitated by and indebted to the on-demand model 
and the advantages of online distribution. Publication Studio, 
besides making their titles available as eBooks, produces their 
printed books on-demand or one-at-a-time by means of the 
InstaBook machine. The inexpensiveness and suppleness of 
such type of production is an advantage for any such small 
publisher, as anticipated by Celorio. But Publication Studio 
emphasizes these aspects so as to distance themselves from 
the ambit of commercial and traditional publishing. “In tradi-
tional publishing” says Matthew Stadler “you have got to make 
many books. And everything begins with a cataclysmic and 
very expensive moment called “the launch” […] It’s life – after 
this cataclysmic launch is a long slow-tailed pushing-piles-of-
books-out-to-readers and making back the investment that 
first brought the book to life – or loosing that investment.” To 
Stadler, the conventional model proves unprofitable, not only 
because it wastes resources, but also because it leaves lit-
erature vulnerable to the erratic forces of the market. It turns 
the book into a commodity brought to life only if it is judged 
marketable. When a ‘narrow’ literary work, meets conventional 
publishing, says Stadler6, it is either “revised into commercial 
viability” or rejected completely, from which point it probably 
continues “to circulate in the Samizdat-world of manuscript 
that are passed hand to hand”. In the hands of Publication 
Studio – to continue this notion – on-demand or one-at-a-time 
production allows a viable position for such literature. Liter-
ature, in the words of Stadler, “that cannot clear the bar of 
commercial publishing”.

6. Lecture. Matthew Stadler: Learning Publication, 
One book at a Time. At Contemporary Art Forum 
Kitchener + Area. Ontario, Canada.



Examples of books published by Publication Studio





16

The physicality of the printed books, produced and published 
by Publication Studio, are understandably limited by the Insta-
Book’s abilities: perfect-bound softcover books that do little to 
resemble fine-printed books or any conventional offset-printed 
book, for that matter. But this quick and inexpensive manufac-
ture with all its inherent flaws and unpretentiousness is some-
how embraced and exaggerated, in the design and production 
of the books of Publication Studio: a persistent use of one 
typeface for all titles; all of which is bound in recycled file-fold-
ers (in various colours), with no dust-jacket and no embellish-
ments whatsoever, but a simple generic rubberstamp display-
ing the title and the name of the author. Instead, to emphasize 
the one-at-a-time production and the particularity of the indi-
vidual edition, the specific date of printing is stamped on the 
spine: “We put the date of production stamped on the spine 
of every copy, to show you the day it was made. To reinforce 
the fact that here was an object, which does not come out of 
an inventory, out of a commercial strategy but rather out of a 
single encounter”. The complete visual plainness is seemingly 
connected to Publication Studio’s articulated stance against 
commercial conventions in traditional publishing. A straight-
forwardness that opposes what Stadler names “the book as 
commodity”, by refraining from whatever ‘foreign bodies’ pub-
lishing has attracted for the sake of marketability.

The ideas behind Publication Studio resemble those of 
Hogarth Press. Both were founded and run by writers and 
both surfaced from a somewhat similar initiative: to set up 
an alternative base for mediation of autonomous literature. In 
each case the specific means of production plays the role as 
facilitator of such mediation by outmanoeuvring the inherent 
impediments of conventional publishing. Finally, there are pe-
culiar resemblances between the modest appearance and the 
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manufacture of the two publishers. 
 It is important to point out here that The Woolfs had a 

slightly more operative approach to the production. They un-
dertook everything, from setting the type to binding the books 
(or at least they did so initially). At Publication Studio they 
themselves undertake only the final production and thus not 
the typesetting. And whereas the Woolfs’ setup was somehow 
modestly based on the ways of conventional production and 
publishing (only in small scale), Publication Studio articulates a 
more alternative and a more political stance. As when Stadler, 
by referring to the instigation of Publication Studio, describes 
a so-called  “economy based in reading”. First and foremost, 
this means printing books according to a specific demand and 
interest, as opposed to commercially driven publishing. And 
secondly, as a catalyst of such economy, Stadler suggests a 
culture that emerges from what he calls the ‘social life of the 
book’, in which the potential interests around a certain publi-
cation is prompted by discussions and open reading groups 
(online and verbally), rather than traditional marketing and ad-
vertisements. “Publish meant that we would make the books 
available, both in conventional soft cover form and as eBooks, 
available online – purchasable by anybody, anywhere. And 
crucially we would talk about the work. We would attend to 
what I call the ‘social life of the book’ doing anything we could 
to help expand the circle of readers and therefore the market 
for the work”. It is important to stress that the endeavours 
of Publication Studio surpass the mere act of producing and 
distributing books. The nurture of the circulation of books and 
publications becomes just as important an aspect to the over-
all strategy as the on-demand production. Thus they put the 
economy of book production and its circulation inside of their 
scope as writers and publishers.
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An appropriation of self-publishing services 
– Sergio De La Pava (an anecdote)

Subject to a somewhat more conventional approach is the 
case of Sergio De La Pava. De La Pava, a New York public 
defender, released his debut novel A Naked Singularity through 
the online self-publishing service Xlibris, in 2008. Prior to the 
release he had sent his manuscript to more than eighty con-
ventional publishing houses. The first excerpt had excited 
several literary agents, but the full manuscript was eventually 
rejected. For the most part due to its vast bulk, around 690 
pages when eventually published7. 

De La Pava had spent seven years of his life (from age 
27 to 34) on the manuscript and refused to disjoint or reduce 
it into something more palatable in order to satisfy the pub-
lishers. The desires of the publishers ultimately moved De La 
Pava to self-publish the novel through Xlibris. The book was 
vastly ignored until two years later, when Scott Bryan Wilson, a 
literary critic at the online blog Quarterly Conversation gave an 
endorsing review of the novel. Several equally accrediting as-
sessments gradually followed Wilson’s review. Some in which 
De La Pava was compared to writers such as Herman Melville, 
Fjodor Dostoevsky, James Joyce, Thomas Pynchon, David 
Foster Wallace, Jonathan Lethem and William Gaddis. By April 
2012, almost four years after the book’s initial release, the slow 
breakthrough culminated in the republishing (as a 2nd Edition) 
by The University of Chicago Press.

The  following success of A Naked Singularity offered De 
La Pava a lucrative position, in which he was able to assert on 
the original wording and structure of the original manuscript 

7. Hallberg, Garth Risk (themillions.com). Outside the 
Ring: a Profile of Sergio De La Pava, June 2012
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without any further conditions or notable interventions by the 
editor and publisher. Sergio De La Pava himself stresses the 
fact that not a word was changed by the text’s migration from 
the Xlibris- to the University of Chicago Press edition.

To see what makes the case of Sergio De La Pava note-
worthy, apart from the online hype which continues to grow, 
one needs to magnify the particulars of De La Pava’s further 
unconventional publishing strategies. In 2011, by the time 
the wave of excitement of A Naked Singularity had reached 
its peak – and when he was already in close contact with The 
Chicago University Press – De La Pava had finished the man-
uscript for his second novel Personae. His beneficial position 
then might have impelled him to revisit the apparatus of con-
ventional publishing or profit from his contacts at the Universi-
ty Press. Instead De La Pava returned to Xlibris, only not as a 
last resort, but in order to bypass editorial interventions once 
again. In an interview conducted by Ryan Joe of Publishers 
Weekly8, De La Pava uncovers such motives by saying that 
“What I value as a novelist and writer is creating exactly what I 
want to create. And for that reason, self-publishing was a more 
viable option.”In 2013, The University of Chicago Press repub-
lished ‘Personae’.

In a peculiar way the case of Sergio De La Pava positions 
itself on the line between commercial and what might be called 
‘alternative’ publishing. First De La Pava used Xlibris as a last 
means to get his book out (by paying for it himself), which in 
return  was hailed by the critics. In the second instance his 
utilization of Xlibris is somewhat more planned and serves to 
circumvent editorial interventions. De La Pava’s undertakings 
do not incorporate an operative approach to production as in 
the cases of The Woolfs, Victor Celorio and Publication Stu-

8. Joe, Ryan. Self-Publishing Singularity: PW Talks 
to Sergio De La Pava. December 2013



Cover of Sergio De La Pava’s A Naked Singularity (Xlibris 
ed.) Designed by Genevieve and Joseph McCarthy



Cover of A Naked Singularity 
(University of Chicago Press ed.)



Cover of Sergio De La Pava’s Personae (Xlibris ed.) 
Designed by Genevieve and Joseph McCarthy



Cover of Personae (University of Chicago Press ed.)
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dio. But his utilization of the prevailing publishing system and 
motives to do so are undoubtedly linked to the text. Had De La 
Pava turned to the major publishers, the text would not have 
been the same.

Literary production 1:1 and notions on the 
writer-editor relationship – Helen DeWitt

In 2000, Helen DeWitt, an American writer and blogger based 
in Berlin, published her debut novel The Last Samurai (Hy-
perion Books). The book sold a hundred thousand copies in 
English and now appears on various best-cult-classics lists9. 
The Last Samurai and her third novel Lightning Rods (New 
Directions) in 2011, were both published by relatively small, 
conventional publishers. However in the meantime, in 2007, 
DeWitt self-published Your Name Here (her second novel, 
co-authored with Ilya Gridneff) as a PDF which until recently 
was for sale on her website10. 

 In an Email-interview conducted by The Institute of  
the Future of The Book’s Dan Visel, DeWitt outlines a set of 
circumstances that might have encouraged her initial release 
of Your Name Here; “The machinery of the publishing indus-
try” she says “means that there’s a very long gap between 
the point where the author crossed the finish line, moved on 
to other books, and [started] working on something new and 
exciting, and the point where the book is acquired by an  
editor and starts the long journey into print.” 

9. The Institute of The Future of The Book (Interview).
10. The web page now reads: ”Is under contract to 
Noemi Press, date of publication to be announced. 
Readers who have bought Your Name Here in PDF 
and would like a copy of the book  will be allowed to 
deduct their payment from the price of purchase.”
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To DeWitt, the entire editing-process, in addition to a 
time-consuming search for a publisher who is willing to pub-
lish the manuscript, creates a time-displacement; a distraction 
that prevents authors from pursuing other works. Additionally 
DeWitt notes, that writers “ have no chance of being contem-
poraries of [their] own contemporaries, even if [they] want to 
– if we stick with the conventional publishing model. Books I 
wrote or started last year, five years ago, 10 years ago, might 
get into the public domain in 2012, 2022, or never.” Seemingly, 
the PDF-release of Your Name Here is partially provoked by 
such an experience as DeWitt initially intended to publish the 
novel by conventional means, like she had done before and 
after Your Name Here. DeWitt’s arguments may be judged as 
indications of a general premise common to all writers (and 
publishers) who struggle to publish texts, but it is in the light 
of such impediments that she argues and pleads for an alter-
native publishing-structure. The possible complications of the 
writer-editor relationship lie, according to DeWitt, in the pres-
ent concept of publishing where an author’s work is granted 
legitimacy, ‘improvement’ and marketability at the expense of 
autonomy. DeWitt advocates an alternative structure of the ed-
itorial apparatus resembling that of the art world and the ‘old’ 
editorial role: “To some extent editors used to be in that posi-
tion [that of the gallery]. An editor would see a book that s/he 
thought was brilliant and decide to publish it, and it was then 
the job of the sales force to get it sold. We hear that this has 
now changed; that the sales and marketing people tell editors 
what they are permitted to acquire. If we changed the way the 
money worked – if we had something like the gallery system, 
with an initial show where original pieces sold for art market 
prices to collectors – we’d presumably leave more room for 
the old editorial role.” 



An exerpt from Helen Dewitt’s PDF of Your Name Here.
Origininal size 8,5 ! 11 inches (US letter)
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These concerns and suggestions of DeWitt’s are somehow 
akin to those we see addressed by Matthew Stadler, as one 
might point out that what DeWitt is suggesting is what Publi-
cation Studio strives to create by ‘the social life of the book’. 
Still, in the context of this comparison, DeWitt does seem 
more reliant on, or at ease with, conventional publishing. Her 
idea of a gallery-like model – like Sergio De La Pava – serves 
more as a means to ‘reach’ publishers, rather than as a stage 
or display for the final book.

 What really defines DeWitt’s self-publishing from the 
previous examples is best clarified, by her distinctive use of 
current word processing technologies. She writes “[…] There 
was a period when there was a gap between the technology 
of texts produced by those who wrote them (whether private-
ly or professionally) and that of those who published. Now 
we’re back in a situation where writers and publishers have 
access to pretty much the same technology”. Corresponding 
to this reflection DeWitt herself accentuates on her website 
that Your Name Here was “Written in Mellel11” – a multilingual 
word processor that supports other character sets than that 
of the Roman alphabet. And such features are essential to 
the manuscript of her novel, namely due to its frequent use of 
Arabic text. But often DeWitts’ use of devices like these seems 
more than a mere necessity. Her undertakings emerge into a 
rather rare attention to micro-typographical details and work 
processes that are typically associated with a text’s post-pro-
duction. Here DeWitt – the writer – sets herself in the role of 
the typesetter, who by conventions is normally left with little 
room for experiments. On her blog called Paperpools DeWitt 

11. Mellel. A word processor for Mac OS X, developed 
since 2002 and marketed as especially suited for 
technical and academic writers. It is made by RedleX, 
a small software company from Israel.
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gives Mellel the following praise: “You can change the weight, 
colour and style of stroke, change the colour of fill, change the 
background, micromanage the baseline, change the weight, 
colour and style of a range of underlines, overlines and strike-
throughs – it’s the only program that doesn’t drive me berserk 
by thwarting me every time I have a brilliant idea. It differs from 
Illustrator (and, for that matter, the unspeakable Word) in be-
ing exceptionally good for multi-lingual word processing – you 
can do all these thrilling things to text in Arabic, Hebrew and 
Japanese. A vast range of languages.” Perks like these may 
appear irrelevant to the common writer. But to DeWitt, who in-
vestigates into these technologies and who uses them actively, 
they seem to integrate in the very writing process. Like with 
Virginia Woolf who’s developing typesetting-skills affected her 
ideas on writing, DeWitt reflects on and uses word processing 
and formatting in ways, which contradicts or plays with gener-
ic typographical conventions. Because DeWitt simply self-pub-
lished Your Name Here by turning the original manuscript into 
a PDF, these experiments remain unaltered in the final publi-
cation. In other words the manuscript and the final novel are 
related 1:1.

 

Conclusion

With this example of the relationship between manuscript  
and publication, the collapse of structure is as far-reaching 
and thoroughgoing as our present technology allows. When 
Virginia and Leonard Woolf acquired their letterpress machine 
and decided to publish on their own, they turned themselves 
into typesetters, printers, bookbinders and distributors. When 
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Victor Celorio invented his InstaBook machine, he (in theory) 
made such labour obsolete. In DeWitt’s case there is no such 
thing as a structure or production means between the writer 
and the public but the click of a button. 

Besides the fact that these examples describe an evo-
lution – parallel to other medias, tools and industries – they 
outline an alternate path in literature-production where the text 
is closely connected to its medium and the author’s motives 
to choose this. Any attempt to separate it from the medium 
in which it was produced/conceived is to neglect its original 
character as a result of this. This is not to claim that the  
migration of such a text from one medium (or edition) to an-
other is impossible without the loss of meaning, but they are 
intertwined with their original medium and production means 
to such an extent, that it imposes a more visual reception of 
the work of such authors. 

 In The New Art of Making Books Ulises Carrion was 
originally making a case for the often non-literary artist’s 
books. In this cause his somewhat rigid definitions of literary 
books, as opposed to artist’s books, invent a rather dull image 
of such works. Self-published literary books may accommo-
date inseparable relations between a text and its medium due 
to the writer’s operative approach to production and distribu-
tion. Such examples touch upon the dividing line; they are not 
artist’s books, and don’t purport to be so, but they are books 
made by writers.
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