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Abstract: In the essay, we will deal with the models of the photo book of artists in concep-
tual art 1966–80. A short sketch of the international history of photo books in conceptual 
art will be presented, ranging from the examples of American, British, Croatian, and Serbian 
authors, etc. We will point out to the two levels of discussion: (1) the essential morphological 
properties of the book, artistic books and photo book in conceptual art – the transformation 
of static photographic image into a series of sequences and a series of sequences into mental 
representation; and (2) typology of characteristic models of photo books in conceptual art 
(book-project, artist’s book as a first-person speech, tautological articulation of a series of pho-
tographs, analytical reflection between image and text, documentary book etc.). We will also 
discuss photo books in conceptual art in relation to models: phototautology, photodocuments, 
photoperformance, photoselfreflectivity, photoarchive, photo-remediation, photosemiology, 
photoshifter, photoconceptual text, phototravellers, photo-construction-of-the-every-day-life, 
phototranscultural narration, photoexistence, photopolitization and photo-simulation.

Keywords: book; artist’s book; book as art; photo book; artistic photo book; conceptual pho-
tography.

Book

A book as human product – an object – has different appearances and func-
tional characterizations which could be traced in the range of hand-written, painted 
and made object through the set of arranged and bounded printed pages or audio 
records of the reading voice in specific native language to digital formats (.doc, .pdf, 
.epub, .djvu). In other words, a book functions as an “object” for reading, looking, 
touching, holding, for performing indirect communication between reader/spectator 
and absent author. A book functions as an object watched/read by a person, and at the 
same time a book is a mass distributed object. If a book is a distributed object, then it 
is a token of one type:
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In other words, Ulysses and Der Rosenkavalier are types, my copy of 
Ulysses  and tonight’s performance of Rosenkavalier are tokens of those 
types.1 

In more general sense, a book is an ‘agent’ with specific articulation of medi-
um (material) and media (tools) directed toward potential for delivering the ‘effective 
package’ with meaning/information, but also with the material visual effects ranging 
from semantic to visual effects. A book is fundamentally presented onthologically, 
by its appearance and functionally as complexity – let’s remind to the introductory 
definition by Deleuze and Guattari:

In a book, as in all things, there are lines of articulation or segmentarity, 
strata and territories; but also, lines of flight, movements of deterritori-
alization and destratification. Comparative rates of flow on these lines 
produce phenomena of relative slowness and viscosity, or, on the con-
trary, of acceleration and rupture. All this, lines and measurable speeds, 
constitutes an assemblage. A book is an assemblage of this kind, and as 
such is unattributable.2

A book is an assemblage, which means it is a complex and heterogeneous cre-
ation, most often made by authorial, then also by designed and printed compilation 
of linguistic (inscription of linguistic text) and graphic (visual: drawn, photographic, 
typographic) materials. By appearance and presence, a book witnesses about the spe-
cific assemblage space that is not only the seen space but also the space reconstructed 
by the gaze/reading, i.e., the space archived by a gaze, language, knowledge, witness-
ing or performing fictional effects. A book is, therefore, similar to the package whose 
content should be unpacked and shown in the event by which that package fulfills its 
goal of epistemologically useful and used object.  

Artist’s Book / Book as Art 

An artist’s book or book as art is an art product. According to Johanna Drucker, 
artist’s books appeared within the different art and literary movements during the 20th 
century.3 

Primarily, the artist’s book is an object which looks and functions as a book, 
made by an artist with the intention to be archived, exhibited and distributed within 
the artworld. An artist’s book is not a book about artist or about his/her art works, 
it is a book which functions the same way the visual artwork functions. A book is a 
1 Richard Wollheim, “35,” in Art and its Objects (Cambridge: Cambridge University Press, New York, 1990), 75. 
2 Gilles Deleuze, Félix Guattari, “Introduction: Rhizome,” in A Thousand Plateaus: Capitalism and Schizophre-
nia, trans. by Brian Massumi (Minneapolis, London: University of Minnesota Press, 2005), 3–4.
3 Johanna Drucker, “The Artist’s Book as Idea and Form,” in The Century of Artists’ Books (New York: Granary 
Books, 2004), 1.
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medium: it is material, and it is material tool of shaping, telling and an embodiment of 
artis’ concept, the ones who entirely or provisionally abandoned the devices of mak-
ing traditional artworks (paintings, graphics, sculptures, photographs, movies, po-
ems, prose, music, theatrical events). Artist’s books are recognizable communicative 
products, created within avant-garde, neo-avant-garde and contemporary art prac-
tices. Therefore, artist’s book could be defined as an “experimental form of presenta-
tion”4. The first artists’ books as specific products emerged during the art movements 
of Futurism, Cubo-Futurism, dada, Constructivism, Suprematism, Zenitism and Sur-
realism at the beginning of 20th century. As a term, “artist’s book” was theoretically de-
fined in relation to media books in movements such as Neo-Dada, Fluxus, Concrete 
and Visual poetry, processual art, arte povera and Conceptual art at the end of 1960s. 
In the context of Eastern European conceptual art, the term ‘samizdat’ is used in order 
to point to the fact that the artist is publisher of his/her own work and not the gallery, 
museum or any publishing house. Samizdat as a term also bears a political message 
about the status of alternative art practice within the real-socialist culture and official 
publishing. Therefore:

Artists’ books take every possible form, participate in every possible 
convention of book making, every possible “ism” of mainstream art and 
literature, every possible mode of production, every shape, every degree 
of ephemerality or archival durability. There are no specific criteria for 
defining what an artist’s book is, but there are many criteria for defining 
what it is not, or what it part takes of, or what it distinguishes itself from.5

From the beginning of 20th century till the end of 1970s artist’s books were usually 
handmade or realized by photocopy machine or by cheap printing techniques (off-
set) in small editions. In postmodern and contemporary art the artist’s book usually 
became a luxury, spectacular and highly circularly product, which connects subtle, 
witty, conceptual, political, or spiritual artistic ideas with modes of expression in mass 
media popular culture. The distinctions between the artist’s book, art monography 
and catalogue of specific art projects were blurred. It is not just the consequence of 
technical and economic changes in the art world, but also in the establishing poetical 
attitude that the artwork is in constant media transformation from an object though 
reproduction and information, to the model of mass spectacle. 

In order to show the difference between a ‘poor’ conceptual book and a con-
temporary ‘spectacular’ high circulated book an instructive example of this could be 
found pointing to the difference between the handmade collage book by Mladen Stili-
nović titled as Knjige6 and the high circulated, printed assemblage Damien Hirst book 

4 Ute Eskildsen, “Photographs in books,” in The Open Book: A History of the Photographic Book from 1878 to the 
Present, ed. by Andrew Roth (Göteborg: Hasselblad Center, 2004), 15.  
5 Drucker, “The Artist’s Book as Idea and Form,” 14.
6 Mladen Stilinović, Knjige (Beograd: SKC, 1976).
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I Want to Spend the Rest of My Life Everywhere, with Everyone, One to One, Always, 
Forever, Now.7 Both books are carefully designed and posited as an opposition of a 
model of poor designed and richly designed high-tech products. Both books were 
realized by connecting the text (artist statements), information about different artist’s 
art works, photos of the art works or clippings from art works. Stilinović’s book is a 
manually realized collage of original material taken from his works. Hirst’s book is a 
printed, construed assemblage of hybrid reproduced or redesigned materials taken 
from his art works. Both artists intervened on the book pages: Stilinović tore pag-
es and pasted them with Schoch tape, while Hirst intervened on the design by ma-
chine cutting/perforating book pages.  Stilinović’s text was typewritten,8 xeroxed and 
hand-written; Hirst’s text is computer typed, in different fonts and sizes, and printed. 
One artist performed a tactical action of anti-art within the conditions of poor real so-
cialism, the other projects and produces the action of hyperart within the conditions 
of neoliberal capitalism’s material and technological abundance.

Photographic Book

The photographic book belongs to the genre of the artist’s book as well as to 
the genre of book based on reproduction or presentation of the photography. At the 
same time, we could distinguish photobooks and artistic photographic books. The 
photobook is, usually, a collection of photographer-artist photographic works, while 
a photographic book of an artist is, usually, a collection of photographic works by the 
artist who is not a photographer, but the user of photographic media.

The photobook has a long history, almost equivalent to the history of media 
photography. Photobooks in the commercial field of popular culture were defined 
generically as sequential narrating by pictures, i.e., as photo novellas and photo com-
ics (or Fumetti), or photo films. Photobook could be the presentations of collections 
of photographs by one photographer (Walker Evans American Photographs9 or Di-
ane Arbus Diane Arbus10), presentations of one photographic project (August Sander, 
Antlitz der Zeit: 60 Fotos deutscher Menschen11 or Lewis W. Hine, Men at Work: Pho-
tographic Studies of Modern Men and Machines12). They could also be the books with 
photographic illustrations (William Henry Fox Talbot, The Pencil of Nature13) or pho-
to illustrated literary works (photo illustrations by Alexander Rodchenko in Vladimir 

7 Damien Hirst, I Want to Spend the Rest of My Life Everywhere, with Everyone, One to One, Always, Forever, 
Now (London: Booth-Clibborn Editions, Other Criteria, 2005).  
8 Written with critic Branka Stipančić.
9 Walker Evans, American Photographs (New York: The Museum of Modern Art, 1938).
10 Diane Arbus, Diane Arbus (Millerton NY: Aperture Inc, 1972).
11 August Sander, Antlitz der Zeit: 60 Fotos deutscher Menschen (München: Transmare Verlag, Kurt Wolff Ver-
lag, 1929). 
12 Lewis W. Hine, Men at Work: Photographic Studies of Modern Men and Machines (New York: The Macmillan 
Company, 1932).
13 William Henry Fox Talbot, The Pencil of Nature (London: Longman, Brown, Green & Longmans), 1844–6.
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Mayakovsky’s book of poetry  ПРО ЕТО: Еи и Мне14 or photocollages of Aleksan-
dar Vučo in Dušan Matić’s book of poetry Podvizi družine ‘pet petlića’15). One of the 
most influential books which was at the same time an art photographic typographic 
work and theory of typographic photo design is László Moholy-Nagy’s Bauhaus book 
Malerei Fotographie Film.16 

Photobooks in Conceptual Art 

Numerous avant-garde, neo-avant-garde, conceptual and contemporary artists 
worked with photobooks making a quite autonomous genre of the ‘artist’s photobook’: 
Anton Giulio Bragaglia Fotodinamismo futurista (1913), Vitézslav Nezval, Milča May-
erová, ABECEDA (1926), Hans Bellmer La Poupée (1936), Gordon Matta-Clark Walls 
Paper (1973), Christian Boltanski Inventaire des objets ayant appartenu à une femme 
de Bois-Colombes (1974), Richard Long The North Woods (1977), Peter Fischli, David 
Weiss Airports (1990), etc. Special cases are conceptual artist’s photobooks. Conceptu-
ally motivated photobooks are in the function of the idea as an intervening impact of 
artistic research, work, and production. This corresponds to the idealistic claim made 
by Sol LeWitt:

 The Idea becomes a machine that makes the art.17

These and other examples from avant-garde through conceptual to contemporary art 
point to an important consequence of artists’ photobooks, the “influence of non-pho-
tographers”18 on the division of artistic and photographic work, and on the produc-
tion, distribution, and reception of photography in contemporary art and culture. The 
author of an art photobook is not necessarily a photographer-cameraman, but an art-
ist who commissions, directs, poses, appropriates, or projects photographic shooting 
and photographic production.

 Conceptual photography19 is an artistic tactical-media practice of approach-
ing photographic production beyond the interests and goals of mainstream artistic and 
even commercial photography. The goal is not an autonomous photographic product 
of normatized, standardized or exceptional aesthetic – shown sensory, i.e., visual – re-
alizations, but instrumental-reflective and pragmatic effect in relation to theoretical, 
cultural, social, and artistic discourses, and diapositives. Conceptual photography is 
primarily defined as the practice of using a photographic medium or appropriating 
14 Влади́мир Маяко́вский, Алекса́ндр Ро́дченко, ПРО ЕТО: Еи Мне (Москва: Государственное Издателство, 
1923).
15 Aleksandar Vučo, Dušan Matić, Podvizi družine ‘pet petlića’ (Beograd: Nadrealistička izdanja, 1933). 
16 László Moholy-Nagy, Malerei Fotographie Film, Bauhausbücher 8 (München: Albert Langen Verlag, 1925).
17 Sol LeWitt, “Paragraphs on Conceptual Art,” Artforum 5 (June 1967): 80. 
18 Eskildsen, “Photographs in books,” 22.
19 Light Years: Conceptual Art and the Photograph 1964–1977, ed. by Matthew S. Witkovsky (New Haven: The 
Art Institute of Chicago, Yale University Press, 2011).
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pre-existing impacts of a photographic medium in order to express a general or spe-
cific ideas about art, culture, society or anything else. Conceptual artists often invited 
professional photographers to solve their requests, they used tourist cameras, instant 
cameras, Polaroids and other commercial or amateur devices for capturing technical 
images. The book with photographs was at the same time a photo archive, an experi-
mental exhibition space or a new media type of work of art. Here we have in question 
a critique of photographic immanence – from a point of view not guided by auton-
omous photographic goals - but by opening the photographic medium (expandable 
medium) to other disciplines or practices and the requirements of communicating 
the concept, discourse or index of mental representations.20 This achieved a “greater 
degree of complexity”21:

The development of postconceptual art22 certainly appears to be connect-
ed, historically, to transformations in the ontology of the photographic 
image. And these transformations are not merely ‘technological’, but fun-
damentally social as well. In the sphere of cultural economy, for example, 
the image-space of the photographic has expanded to global dimensions 
as a constituent part of what we might call photo-capitalism.23

Conceptual photobooks are extremely diverse art products that range in media, ap-
pearance or concept from a manually created unique or low-circulation book through 
a mechanically reproduced book to digital reproduction of photographs and photo-
books, and online-distributed products. In a tactical and pragmatic sense, we can talk 
about different conceptual photobooks – let’s look at a following telling diagram:

Tactically-Pragmatical 
Models

Titles of the Books and Year of 
Publication

Artists

photo tautology Every Building on Sunset Strip (1966) Edward Ruscha
photo documentary 
procedure

Anonyme Skulpturen: Eine Typologie 
technischer Bauten (1970)

Bernd and Hilla 
Becher

photo performance Primeri analitičke skulpture (1978) Neša Paripović
photo shifter Tragedija jedne Venere (1976) Sanja Iveković
photo self-reflection Grupa 143 1975–1977 / 1978–1979 

(1979)
Grupa 143 

photo travelling Skyline Ridge (1975) Hamish Fulton
photo conceptual text Notebook on Water 1965–1966 (1970) Joseph Kosuth

20 Compete to Rosalind E. Krauss, “Notes on Index,” Part 1 and 2, in The Originality of the Avant-Garde and 
Other Modernist Myths (Cambridge MA, London: The MIT Press, 1985), 197, 211.  
21 Edgar Reitz, Alexander Kluge, Wilfried Reinke, “Word and Film,” trans. by Miriam Hansen, October 46 
(1987), 87.  
22 In Osborn’s text “postconceptual art” denotes the historical continuity from conceptual to contemporary art.
23 Peter Osborne, “Photographic ontology, infinite exchange,” in Anywhere or Not at All: Philosophy of Contem-
porary Art (London, New York: Verso, 2013), 118.
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photo semiology Physical and Semiological Information 
(1976)

Bálint Szombathy, 
Gábor Tóth

photo existence My Year (1977) Željko Jerman
photo ideology of 
everyday life 

Frizeri (1975) Mladen Stilinović

transcultural photo 
narration

Some Cities (1996) Victor Burgin

photo remediation Kaddish (1998) Christian Boltanski
photo politization Fish Story (1995) Allan Sekula
photo simulation Untitled Film Stills (1990) Cindy Sherman
photo archive Atlas (1997) Gerhard Richter

A book as a photo tautology or a collection of “tautological images” designs a real-
ization in which an unquestionable semantic identity is placed between the photo-
graphic image and the concept of shooting. A photograph or series of photographs 
are what their title says and nothing else – there is no metaphorical or any other func-
tional and rhetorical superstructure. Edward Ruscha in his books Twentysix Gasoline 
Stations (1963), Various Small Fires and Milk (1965) or Every Building on the Sunset 
Strip (1966) performs photo-conceptual operation of literal denotation: the title of the 
book points only to what serially ordered photographs in the book literally show. It 
does not matter what is shown, but that the chosen topic is consistently visually me-
diated without taking into account the specifics of the place, time and situation of the 
shooting. It is about nullifying the expressive or subjectivizing effect. 

The photo-documentary procedure records a certain specific ‘external’ place, 
object, time interval and natural or artificial situation. By looking and photographing, 
the object is transposed from the existing landscape into a conceptual network of 
identifications and classifications – into a potential archaeology of knowledge about 
the recorded objects or buildings. The photographs function as a statement on in-
dustrial and construction buildings or archaeological sites full of traces of industrial 
modern buildings. These are photographic procedures as metaphors of architectur-
al forensics. German photographic couple Bernd and Hilla Becher in quite different 
projects (exhibitions, photobooks) performed the act of photographic appropriation 
of ‘anonymous’ disappearing modern buildings and their constructive and functional 
classification into series of documents. The term ‘anonymous sculpture’ signifies that 
architectural objects that lose their function in the visual or photographic mediating 
sense act as images of ‘sculptures’ – i.e., 3D objects.

Photo performance signifies a specific genre of performance art, conceived 
on the purpose and tactical action by which a live event is performed, not for the 
audience, but for photographic, film or video recording. A physical or behavioral 
event has become a ‘live art’ for the technological device of recording, recording, and 
performing. Numerous artists have worked in this domain of performance art from 
Marcel Duchamp’s posing for a recording by Man Ray (Rose Sélavy, 1920) through a 
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performance in Bruce Nauman’s studio (Walking in an Exaggerated Manner Around 
the Perimeter of a Square, 1968) to a remediation of performance sculptural relation-
ship between figure-model and body of artist-actor by Neša Paripović (Examples of 
Analytical Sculpture, 1978). 

A shifter24 designates visual ‘triggers’ – signs or codes – of performing of mean-
ing of a photography or a series of photographs. In her books Dvostruki život / Do-
kumenti za autobiografiju 1959–1975 [Double Life / Autobiography Documents 1959–
1975 (1976)] and Tragedy of a Venus [Tragedija jedne Venere (1976)] conceptual artist 
Sanja Iveković set up a series of private and media photographs that were the visual 
triggers of gender identification (autobiography) or over-identification (a Venus: Mar-
ilyn Monroe). By constructing a visual autobiography or reconstructing homologies, 
that is, non-homologies of her private life and the public life of film star Marilyn 
Monroe, she pointed to the social practice of establishing meaning in consumer-me-
dia societies in which the relative relationship between private and public is indicated. 
i.e., between the life at the margins and life at the center of media image production. 
Photographic image is an opaque center of power because it participates by its visual 
photographic atmosphere, in establishing the ideological order of reality in which the 
identification and interpellation of everyone who will become a subject is performed, 
enabling her/him to express herself/himself as a gendered self. 

Photo auto reflection is an oriented way of representing or reflecting the con-
ditions and circumstances that lead to the realization of a specific photograph, series 
of photographs or photobook. In this case, auto reflection signifies activating the epis-
temological potentials of photographic recording or the potential of the recorded, 
most often, processed event. Auto reflection shows the process of creating a photo-
graphic work of art and the way in which it works in specific contexts. Tzvetan Todorov, 
for example, described the concept of self-reflection in the following words: “The art 
of the twentieth century has revealed this everyday feature of art: a work is telling the 
story about the way it is created, what one canvas presents, is how it is made; how the 
text is written.”25 The status of a photographic work of art canonized as a first-degree 
sensory phenomenon is redefined by showing the processing of recording events into a 
second-degree – meta – conceptual basis of epistemological reflection or discourse anal-
ysis. The photobook realized by Group 143 1975–1977 / 1978–1979 (1979) is a collection 
of individual and collective projects of Group’s members.26 They performed a series of 
procedural works – sequentially recorded, which were set as a basis for the recon-
struction of the behavioral or object event that was recorded, the process of recording 
and ‘inducing’ the concept, i.e., mental representations of the photo event recorded.

Photobooks by the English artist Hamish Fulton are, most often, presenta-
tions of one or more related walking projects in a certain geographical area. The book 
24 Shifter is a term introduced by Roman Jakobson to signify “linguistic sign which is ’filled with signification’ 
only because it is ’empty’”. Compared to Rosalind Krauss, “Notes on the Index” – Part 1, 197.
25 Cited in Katarin Mile, “Konceptualna umetnost kao semiotika umetnosti,” Polja 156 (1972): 11.
26 The memebrs of Grupe 143 worked on the book are: Jovan Čekić, Neša Paripović, Maja Savić, Paja Stanković, 
Biljana Tomić, Mirko Dilberović, and Vlada Nikolić. 
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documents a specific walking trip or a conceptual reconstruction of the conditions 
and reasons for traveling, that is, the atmosphere of being in a natural environment, 
with photographs, diagrams, and text. Photographs are precise indexes of his moving 
through the natural space; we can talk about the artist’s walking in nature as a work 
of art. The book is proof of the walk action performed. For example, the book Skyline 
Ridge (1975) presents four related walks undertaken in southern England between 
1971 and 1974. Richard Long, close to Fulton, documents his travels in different geo-
graphical areas. Unlike Fulton, who documents his view of the scene within the land-
scape, Long documents the minimal interventions performed – lines, squares, circles 
– with materials found in the natural landscape (The North Woods, 1977). Both artists 
have access to photography developed in the tradition of British travel photography 
from the time of the discovery and conquest of distant lands. 

Analytical conceptual art is literally post-media art. This means that any medium 
/ media is used and performed in terms of discursive presentation of an idea or project. 
The medium is used with the communication function, and not with the function of 
reviewing the media possibilities, properties, limits and conditions of use. A photobook 
is a communication instrument of a discursive character. Joseph Kosuth developed the 
idea of presenting, for example, an enlarged negative – a photo shoot – a dictionary defi-
nition of abstract and concrete terms under the general title Titled (Art as Idea as Idea).27 
The hierarchical structure is important: (1) the level of readymade is defined by taking 
over the non-artistic vocabulary definition and placing it in the context of art, which be-
longs to Duchamp’s tradition, (2) the level of tautology is achieved by looking at / read-
ing the photographed definition of the word idea we also have the idea of the word idea, 
(3) the level of a discursive pattern for imagining, constructing a mental representation 
of abstract and concrete words ‘meaning’, ‘idea’, ‘water’, ‘glass’, etc., (4) a second-degree 
level of redefining artistic practice. The title Titled (Art as Idea as Idea) shows that art 
is a consequence of the definition of art. A book Notebook on water 1965–1966 28 is a 
collection of abstract photo-shoots of dictionary definitions of water and of modalities 
of water (liquid, snow, ice). It is a primary model of meta-presentation of data and con-
cepts derived from water modalities. Photo semiology is the procedure by which 
visual phenomena in exteriors and interiors, in nature or urban environments, are re-
searched, recorded, shouted, classified, and interpreted. Each individual photograph or 
series of photographs is treated as a visual arrangement of media and representative 
signs / codes in everyday communication. In some cases, a photograph is identified as 
a visual text. For example, Bálint Szombathy wrote that for him creativity is not related 
to production, the creation of new material objects, but he tried to set up models of new 
linguistic systems, or more precisely, his intention is to detect existing but insufficiently 
known linguistic forms. In this sense, the photobooks of Bálint Szombathy and Gá-
bor Tóth’s, Physical and Semiotical Information (1975), and Bálint Szombathy, Katalin 
27 Joseph Kosuth, Titled (Art as Idea as Idea) (1967), in Art Conceptuel I (Bordeaux: CAPC Musée d’art Contem-
porain de Bordeaux, 1988), 98.
28 Joseph Kosuth, Notebook on Water 1965–66 (New York: Multiples, Inc., New York, in association with Col-
orcraft, Inc., 1970).
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Ladik, Franci Zagoričnik and Gábor Tóth’s Poetical Objects of the Urbanical Environ-
ment (1976) were created. Signs of everyday life are understood as objects that should 
be shown as specific poetic potentials by locating and photographic indexing. It was a 
post-Duchampian approach to the search for the ordinary, trivial, or every day, which 
is shown by the artist’s decision and selection as important and as having the power of a 
work of art in the context of structuring meaning within culture.

Certain artists have worked with the politics of the time. They identified visible 
traces of time (Bernd and Hilla Becher), focused on the moment of execution of the 
action in time (On Kawara) or recorded temporal self-identifications (Željko Jerman). 
The life of an object or human creature was filmed at a presumed time rhythm or 
time interval – for example, Jerman was consistently filmed every day for a year (a 
book My Year, 1977). It was important to establish a correspondence between the 
everyday – the existential index – between the isolated form of the artist’s life and 
the photographic image. On each page, a photo was taken on a specific date (from 
January 1, 1977, to December 31, 1977) and a short-handwritten note. The linearity 
of the daily recording corresponded to the linearity of the book’s browsing. Placing 
365 photographs in an exhibition means making the diachronic shooting process syn-
chronously present. Putting 365 photos on the pages of a book means making viewing 
photos taken for 365 days visible again in the time series of leafing, turning pages, of 
the book. In addition to the formal level, the idea of portrait or figurative or intersub-
jective recording of the artist’s behavior in everyday life is important. The recording 
process is the performance of a daily minimum, but essential, effect of the working 
process. This project sets the relationship between the form of photographic-textual 
recording and the form of life itself ready for self-recording as an artistic activity.

Photo ideologies of everyday life are based on demonstrative indexations of the 
visibility of ideology specific to a certain social order. The ideology becomes visible 
through photographs. Almost trivial – ordinary scenes or segments of visible reality 
are presented in the structural order of the book. The goal is not to document the 
anecdotes of everyday life, but the models of ideological construction of everyday 
culture, culture as realized everyday life. In his hand-made book Hairdressers (Frizeri, 
1975), Mladen Stilinović filmed segments of advertisements or segments of hairdress-
ing salons in Zagreb. He thus presented the visibility of the primary / poor aesthetics 
of the commercial sector in socialist Croatia and Yugoslavia. Similarly, with his book 
May 1, 1975 (1. maj 1975, 1975), he documented street scenes or segments of adver-
tisements and slogans related to the celebration of the national holiday ‘Labor Day’. 
He indexed the visual signs / codes that construct and perform socialist everyday 
life and direct the view to the event of social self-identification. The ‘gray’ poor and 
rhetorically neutral atmosphere of socialist everyday life in post-revolutionary society 
has been reconstructed.

Transcultural photo-narration is performed by establishing a relationship be-
tween narrative or descriptive text and documentary photographs taken in different 
urban locations. It is a matter of reconstruction and the construction of the potentiality 
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of urban space policy derived from it. An example is Victor Burgin’s book Some Cities 
(1996). At the beginning of the book Burgin writes “But my aim is less to record traces I 
have left in some cities than it is to recall some traces some cities have left in me. Cities 
new to us are full of promise. Unlike promise we make to each other; the promise of the 
city can never be broken. But like the promise we hold for each other, neither can it be 
fulfilled.”29 The artist selects individual shots pointing to encounters with different cities 
(Warsaw, Sydney, Halifax, London, Paris, New York, Tokyo, etc.). To his shots, he adds 
shots of another photographer (Bill Brandt) or shots with a woman in the hallway from 
Alfred Hitchcock’s movie Vertigo. The narrative of passing through the city acquired the 
character of a visual-textual conundrum. The relationship between photographs and 
shorter or longer authentic or quoted texts is important, which suggests the ambivalence 
of the atmosphere of meeting the city, being in a foreign city and remembering the city. 
The book has at the same time the character of a memory discourse of a film-essay and 
a photo album with photos from different travels.

Photo remediation is the process of appropriation and then, visual, or semantic 
manipulation of existing photographs, or any other images taken from film, painting, 
graphics and set in a completely new artistic order. A remediation-based photobook is 
a collection of appropriated “images” introduced into a new connection that indexes 
the field of evidences, damaged narratives, memories, dreams, rebuses and desires in 
relation to a censored sexual, political or violent past. The photobook looks like docu-
mentary evidence, although it is in fact a reconstructed or completely (re)constructed 
vision of past events. In individual photographs, photo installations and numerous 
photobooks, Christian Boltanski performed illusions of reconstructions of traumatic 
data, their narrative interpretations, allegorical potentialities in relation to family and 
social histories: from family or local secrets to the Nazi Holocaust. One indicative 
example is a book Kaddish: “The Kaddish is the Hewbrew prayer for the souls of the 
dead and the implication of this is clear. But here this intensely Jewish artist extends 
the prayer not only to the victims of murderers themselves. Thus, mixed in with the 
images of Jewish, French and Swiss dead are snapshots of Spanish killers and German 
soldiers, all part of this compendium of departed humanity. The book seems to ask a 
profound question:  do the deeds of the living matter when they are dead? Will those 
who sinned eventually atone for them?”30  With this book set as a “memory package”, 
Boltanski suggests an allegory about the character of Nazi evil.

American photographer Allan Sekula developed cases of “radical post-doc-
umentary photography”31, more precisely, he conducted research and testing of the 
relationship between the visual potential of photography and its discursive coding 
and decoding in specific cultural and political conditions between the canons of mod-
ernist and contemporary photography. He transformed the potentials of historical, 

29 Victor Burgin, Some Cities (London: Reaktion Books, 1996), 7.
30 Martin Parr, Gerry Badger, “Appropriating Photography: The Artist’s Photobook,” in The Photobook: A His-
tory II (London: Phaidon, 2008, 173).
31 Benjamin H. D. Buchloh, “Remembering Allan Sekula (1951–2013),” October 148 (2014): 133–34.
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modernist, photographic critical realism into new political agencies provoking the con-
ditions of subjectivization of photographers in relation to technocratic and proto-to-
talitarian regimes of modern and mainstream media work. Sekula was photographi-
cally opposed to totalizing corporate control, and the destruction of experience and 
ambient positioning in a specific geographical and thus political space. He researched 
with photographic means – for example, photo books (Fish Stories), exhibition pieces 
or photo projections – generic pathways of simulating reality in the place of reflect-
ing reality in relation to swimmers, to symbolic figures of the digital age such as Bill 
Gates, to ships, to work on deck, but also to museums – for example, the Guggenheim 
Museum in Bilbao by Frank Gehry.32 The discursive potential of photographic work 
marked the possibility of introducing a semiotic and textual approach – reflection, 
critique – in relation to contexts and institutions of art in a general sense and photo-
graphic communication in a specific sense. The importance of the political nature of 
the photographic shot was emphasized from the point of view of the cameraman, but 
also from the point of view of the photographed person, i.e., from the point of view 
of the viewer of photographs in the gallery, i.e., the reader / viewer of the photo book.

Cindy Sherman’s work is American in its direct-visual confrontation with the 
systems of urban and media production, exchange and uncontrolled consumption of 
goods, values, meaning and visuality in the current mass media and consumer culture. 
Her photo works reconstruct the material system of production, exchange and consump-
tion of fictionality by promising entropic consumption in the visual scene. She explores 
and presents the visual entropies of a photographically captured scene, pointing to the 
relative relationships of meaning, corporeality, and matter. In her early photographic 
works realized using the model of a film frame (photo book Untitled Film Stills, 1990), a 
scene is shown of a female figure in a landscape or urban exterior, a frame is an indexing 
of desire that the artist advocates in the field of the Other. The condition for the existence 
of photographs in the Film Stills series is the simulacrum nature of what they contain, 
the condition that they are copies without originals.33 The photos look like stills from 
famous movies, although those stills can’t be found. Simulacrum relies on apparatuses 
and concepts of film remediation into film still of photography and in the presentation 
of isolated photo stills printed in a photo book.

A photo archive is a collection of photographs collected and classified according 
to some implicit or explicit criterion. A photo book as an archive is a specific function 
of a book as an example of the appropriation, classification, and presentation of photo-
graphs. An instructive example of a photo archive is the conceptual project of the paint-
er Gerhard Richter Atlas (1997).  It is an archive of various photographs taken from the 
print media (daily newspapers, magazines, illustrated books, flyers, etc.) or private pho-
to albums. The procedure used in making it is, most often, appropriation: photos were 
appropriated from mass media communication, taken photo material was classified and 

32 Allan Sekula, “Between the Net and the Deep Blue Sea (Rethinking the Traffic in Photographs),” October 102 
(2002): 3–34. 
33 Rosalind E. Krauss, “Cindy Sherman: Untitled,” in Bachelors (Cambridge Mass., The MIT Press, 1999), 102.
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connected with drafts of future images or installations. Richter used appropriated pho-
tographs of various origins as the starting motifs of his paintings. His paintings were not 
in the literal sense of “painterly photorealism”, but the photographic pattern was a means 
of depersonalization and non-expressive approach of the artist. A process of remedia-
tion between photography and painting has been established. The open and changeable 
collection of appropriated photos was subject to constant change: “As a total art work, 
The Atlas is an ‘organism’ which develops further and changed.”34

Conclusion

Photo books are documents, collections, or archives of research by conceptual 
artists performed by intertextual and inter-image connection of photography and text 
into a conceptually motivated diagram. The photo book as a conceptually motivated 
diagram points to the functions of transmediality (media nomadism), remediation 
(transfer of the effects one medium in another medium) and performing the auto 
reflective subject of artistic practice in the epistemological regime (content of pho-
tographic knowledge) and cognitive theorizing regime (material configuration of 
photographic knowledge). Using the old-fashioned dictionary of philosophy, it can 
be said that photo books of conceptual art demonstrate the appearance and relation-
ship of image (photography) and spirit (concept, mental representation, and even dis-
course). Therefore, it could be said that these photographs are beginning to act in the 
way of the phenomenology of the spirit.
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