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Introduction

This book is the outcome of the two-year research project .
|   . The project brought together
four institutions and publishing initiatives om across Europe:
the     (Amsterdam), 
(ǈubǉana),   (Brussels), and  
(Rome).

United by a shared curiosity and critical stance toward emer‐
gent publishing practices, we set out not to define expanded pub‐
lishing om above, but to experiment with it in practice, to criti‐
cally engage with it.

Over the two years, this led us to ongoing reflection and dia‐
logue about both the context and practical applications of expand‐
ed publishing. We explored this through a broad spectrum of for‐
mats: publications, public events, interviews, conferences, video
essays, comic books, podcasts, and live streams. These weren’t
standalone outputs but entangled and co-produced efforts be‐
tween the consortium partners and a wide variety of authors,
artists, and researchers. This collaborative methodology was cen‐
tral to our approach.

Rather than simply documenting our work, this book aims to
focus on one of the key objectives of the project: coming closer to
a working, shared understanding of what expanded publishing is
— and could become.

://
./

://
./

://./

://.‐
.//

://.‐
./

https://networkcultures.org/expub
https://networkcultures.org/expub
https://networkcultures.org/
https://aksioma.org/
https://www.echochamber.be/en/about
https://www.neroeditions.com/
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This effort is reflected in the first chapter of this book, ‐
  . This text serves both as a summa‐
ry of our collective position and a provocation for further thought.
But we also wanted to move beyond statements, toward a deeper
investigation of the inastructures, politics, and economies that
shape experimental publishing today.

Thus, this book is itself a publishing experiment. It was writ‐
ten and edited using Etherport — a tool developed by Open
Source Publishing that connects collaborative writing pads
(Etherpad) to a live, dual-format publishing system. This setup
allowed us to work simultaneously on both a web and print ver‐
sion of the book while writing and editing together in real time.
This method enabled not only co-authorship and versioning, but
also made the book modular and open-ended by design. Videos,
hyperlinks, and other non-print elements are included in the on‐
line version, and future iterations of the book are possible within
this amework.

This text also functions as a toolkit for expanded publishing: it is
tagged and hyperlinked to form a navigable framework for explo-
ration. Recurring themes throughout the book serve as organizational
markers, enabling thematic and non-linear reading in both web and
print formats. The articles were tagged collectively, each resulting in
different ways of highlighting and reading a text according to individ-
ual preferences.

The final structure of the book reflects this modular thinking.
It brings together two distinct but interrelated parts: essays and
conversations on expanded publishing.

The second section, Conversations on Expanded Publishing, was
published online earlier in 2025 as a standalone volume curated by
Marta Ceccarelli and Carolina Valente Pinto. It features nine in‐
terviews conducted by the project consortium in July 2024 at
NERO Editions in Rome. These conversations involved a diverse
group of experts in experimental publishing — including artists,
authors, publishers, researchers, coders, and designers — each
bringing their personal perspective to the debate: ,
 ,  ,   ,  , 
 ,  ,  , and š
.

The first section — newly added in this current edition —
consists of commissioned essays, or ones developed during the
project, by authors whose work we closely follow and whose per‐
spectives we sought to engage:  , 
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,   , and  . These
texts, developed in response to the conversations, provide a wider
theoretical and practical amework for engaging with the topic.
They do not attempt to define expanded publishing, but rather
expand on its questions: How can publishing move across media,
formats, and contexts? What kind of inastructures does it re‐
quire? What kinds of politics does it enact — or resist?

We chose to place the essays before the interviews, reversing
the chronological order of their production. Though the essays
were written later, they ame the dialogues that follow, offering a
broader lens through which to read them. In doing so, this
edition aims not to finalize a narrative, but to keep it open — as
both a reference point and a living document of a collective re‐
search process still in motion.

Just like the subject it investigates, this project remains open,
iterative, and expandable. What you’re holding in your hands (or
scrolling through on your screen) is one possible form the project
has taken — a snapshot of an evolving process. From mediated
speech via video calls to collaborative notes on Etherport, om
hyperlinked texts to printable formats, the tools and inastruc‐
tures we used were themselves part of the exploration.

Finally, the book closes with a timeline of the many events we
organized throughout these two years — a record of our shared
movement across formats, geographies, and disciplines.

We invite you to read, use, and expand this work in your own
way.

://.
///

__/
/02‑‑.

://.
///

__/
/03‑‑.

://.
///

__/
/‑.
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By Tommaso Campagna, Marta Ceccarelli, Sepp Eckenhaussen, Geert Lovink and Carolina
Valente Pinto

We publish more yet read less. We skim through titles and headlines,
scroll through stories, and speak 140 characters at a time. Yet we
also print, on-demand or in bulk, we decorate coffee tables, collect,
beach read, we publish ourselves reading.

With the advent of personal computers and the internet in the
1990s, the promise of a rich multimedia reading experience was
born. A world of possibilities opened: moving images in books, 3D
reading environments, interactive storytelling, and many more in‐
novations seemed within reach. The revolution of the book would
inaugurate a new reading culture.

But three decades later, we still read low-quality scans of print
books in PDF format. The legacy publishing industry is ‘consoli‐
dated’ (read: stuck) as big publishing conglomerates focus exclusively on
print and occasional ePubs. A seemingly endless cycle of crises, from
COVID-19 to climate collapse, and from Russia’s full-scale invasion
of Ukraine to the global rise of authoritarianism, is disrupting the
supply chain, driving up prices of paper (and therefore books), hin‐
dering distribution across borders, and generally laying bear the
fragility of the legacy publishing industry. In the meantime, the
market is getting more challenging as the attention economy re‐
shapes readership and literacy — the only ‘disruption’ of the pub‐
lishing industry over the past decades. Big tech platforms have in-
creasingly monopolised the distribution of retail, second-hand books, au-
diobooks, and ePubs. Not to mention, generative Artificial
Intelligence started to take over the positions of writers and editors.

Where did the promised boom of multimedia books, and with
it, the advent of a new reading culture, go wrong? How do we deal

social media

traditional publishing practices

business models
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with the agmented environment we are publishing ourselves
into? The singular focus on profit and power maximization of
tech enterprises has become overwhelmingly clear in the past
decades. So has the incapacity of the legacy publishing industry to
respond to the hostile takeover. Today, the only real space of
agency and alternatives can be found among DIY initiatives, loose
collectives, renegade programmers, underpaid artwriters, small presses,
local bookshops, and geeks with riso printers — in short, in cultural
publishing. But is it even remotely realistic to expect a disorga‐
nized network of cultural practitioners to organize a new reading
culture, in the face of big tech power?

There is no lack of urgency. If anything, the stack of crises has in‐
creased the need for local, networked, sustainable inastructures,
community practices, small-scale circulation, and print-on-de‐
mand services. There is no lack of tools either. We have the tech
solutions to support embedded video, dynamic annotations, ver‐
sioning, spatial authorship, live publishing, web scraping, auto‐
mated web-to-print publishing, non-linear and interactive for‐
mats, and much more. However, these remain niche, underdevel‐
oped, unstable, or siloed. The major underlying obstacles that
prevent these practices om taking off on a larger scale are
threefold.

First, there is no mass public and, therefore, little to no sustainably
functional business model for experimental cultural publishing.
Silicon Valley venture capital-driven hypergrowth is the only
model to scale up. However much we value the cultural merit of
video-in-books, people just don’t buy it. Second, whether they
include riso print, experimental binding, or live annotation, exper-
imental publications are costly and labour-intensive. Especially given
the already precarious economic cycles of the oen small cultural
publishing houses and initiatives, taking on more workload to ex‐
periment can be a tall order. Third, mainstream publishing has a
tendency towards cultural marginalisation and self-marginalisa‐
tion. To recognize other formats is to recognize other knowledge.
To legitimize multimedia publishing is to legitimize different
rhythms, aesthetics, and publics. Mainstream publishing is un‐
willing to commit to this recognition. The “multimedia turn” in
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publishing is decades old — ignored not because it is new, but be‐
cause its implications are radical. In reaction, those involved in ex‐
perimental cultural publishing oen embrace this marginalisa‐
tion, creating illegible one-off publications in a tiny edition, de‐
veloping the most unstable of soware usable for insiders only,
insisting on reinventing the wheel continuously, and speaking
with contempt about the general public. To be marginal is to be
real, allegedly.

Finding or, more likely, developing robust alternative infrastruc-
tures for multimedia and transmedia publishing will not be easy, hav‐
ing to take on all of these problems, simultaneously, but, as we
have observed before, it is our one point of hope. On the bright
side, many exciting experiments are happening as we write (and as
you read). In the recent post-Covid years, we have especially noticed
a latent breakthrough in the areas of liveness and the moving image.
The question of how to integrate video in books has always hov‐
ered over the history of the unbound book, but has never really
come to a serious culmination. Until recently. The 2020–2023
isolation and sheer amount of online cultural programs, and the
question of what to do with this content, seems to have set a new
tendency in motion, or at least propelled it to much greater reach.
This book you are currently holding (physically or digitally) is
dedicated to this new tendency.

Publishing has long been treated as a terminal act. An endpoint.
The moment when ideas are stabilized and sealed, bound and dis‐
tributed, finalized and fixed. But what if we start om a different
premise? What if publishing is not the last gesture, but the very
medium through which thinking, making, and sharing unfold?
What if the book, its formats, protocols, and temporalities, is not
a form to be merely filled, but a space of continuous negotiation
and invention?

Expanded publishing is not yet another genre, format, or tech‐
nological upgrade. It is an evolving field of hybrid practices, tools,
workflows, business models, and approaches to editorial objects.
Expanded publishing is also a critical lens to how, for whom, and with
what tools and politics this is done. It emerges om the crises of
trad‑
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itional publishing and the exhaustion of innovation cycles in the
digital realm.

Expanded publishing is not only a way of doing but also a way
of seeing. It involves seeing the book as an expandable object,
transcending the traditional linear conception of it, whether in
print or as text on a screen. It also entails seeing the environment
and culture in which the book exists as a space to inhabit with its
content, expanding the editorial and curatorial processes at every
stage: writing, producing, launching, sharing, designing, distrib‐
uting, promoting, uiting, reading, collecting, and critiquing.

Borrowing the term “expanded” om the 1970s expanded cine-
ma, which sought to break film loose om the screen and reame
it as an event, an environment, a situation, we see expanded pub‐
lishing as a way to dislodge publishing om the paper book, the
PDF or ePub, the conference proceedings, or even the funding
reports. Instead, it shows that publishing can involve a mix of ap‐
proaches, acting as a hybrid tool, a medium, and a setting that
changes depending on the time, place, and people involved.

Sometimes referred to as self-reflective, extended, hybrid, experi-
mental, or urgent publishing, this practice develops alternative
methods (technological, economic, and social) and formats along‐
side traditional ones. The term expanded publication was intro‐
duced by Loraine Furter and strongly resonates with this tradi‐
tion. In 2014, she wrote:

If during hundreds of years in our Western print culture the notion
of “publishing” was mainly understood as “paper book”, today
things are becoming moving and more diverse. Along with today’s
great technological (r)evolutions comes an expanded conception of
publication, where publishing’s common denominator would be
making things public, in its wider sense. *

The result is a dynamic, creative, multi-medium, and accessible
process and output. Examples of expanded forms include video es-
says, podcast series, live collaborative documents, stream-based pub-
lishing, zines, distributed archives, pop-up bookshops, fediverse-native
works, and processual tools that treat publishing not as output, but
as continuous rehearsal, annotation, contradiction, translation. It
does not simply seek to enhance publishing with multimedia, but
to ask what happens when we start om liveness, om networks,
om situated inastructures, om collective authorship and bro‐
ken links.

*Loraine Furter. “An expand‐
ed essay for Open Books (sec‐
ond edition)”, LORAINEFU
RTER.NET, 2014, HTTP

S://WWW.LORAINEFUR
TER.NET/PROJECTS/EX
PANDED/EXPANDED.H

TML.

alternative publishing practices

https://etherport.org/publications/inc/expub_Expert_Session/labels/alternative-publishing-practices.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/alternative-publishing-practices.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/alternative-publishing-practices.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/alternative-publishing-practices.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/alternative-publishing-practices.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/alternative-publishing-practices.html
http://lorainefurter.net/
http://lorainefurter.net/
https://www.lorainefurter.net/projects/expanded/expanded.html
https://www.lorainefurter.net/projects/expanded/expanded.html
https://www.lorainefurter.net/projects/expanded/expanded.html
https://www.lorainefurter.net/projects/expanded/expanded.html
https://www.lorainefurter.net/projects/expanded/expanded.html
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This is not a nostalgic return to the digital optimism of the
early 2000s. The promises of interactivity, mutability, and multi‐
plicity have been largely subsumed by platform capitalism and
speculative tech. When put through the “expanded publishing
machine”, the book becomes a container able to hold and shape
content in manifold ways, a shapeshiing nomadic object travel‐
ing towards its readers, listeners, viewers, meeting them where
they are.

The materials and tools for expanded publishing already exist,
scattered across federated social networks, annotation tools,
small-scale print collectives, web-to-print tools, and self-hosted
servers. Expanded publishing is clearly positioned within the plat‐
form economy, developing practices that escape or undermine the
hegemonic apparatuses. They oen avoid YouTube, InDesign,
Google Docs, Amazon, Twitter, and the traditional publishing in‐
dustry. Instead, they work with alternative, decentralised, au‐
tonomous technology. The challenge is not invention but align‐
ment; connecting these agments into a shared inastructure
that fosters interoperability, sustainability, and mutual legitimacy.

In other words, we do not want to build yet another platform
or propose a single protocol. Rather, we aim to cultivate a net‐
work we call publishing commons: a landscape of shared principles,
community governance, interoperable tools, mutual visibility, infra-
structural care, and cyclical regeneration outside of the market. In
this view, publishing is not a service or product but a mode of so‐
cial and technical assembly.

This commons resists centralization and corporate enclosure,
privileging instead federated, community-run repositories and
open protocols. It recognizes the oen invisible labor behind pub‐
lishing, server logs, metadata, editing, and distributing, and
makes it visible. Expanded publishing is thus a form of institution-
al practice, building institutions of the common — not through
consolidation but through precarious, decentralized, and collec‐
tive acts.

social media

governance and ownership

https://etherport.org/publications/inc/expub_Expert_Session/labels/social-media.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/social-media.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/governance-and-ownership.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/governance-and-ownership.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/governance-and-ownership.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/governance-and-ownership.html
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The book we speak om manifests a practice to come. It is an ode
to expanded publishing. An open invitation to reflect, conont,
experiment, and reshape. A contribution to a growing field. A
repository of documentation and proposals. A promise of collabo‐
ration on shared inastructures and federated publications. We
ask you, as one expanded publisher to another:

What are the key components in defining expanded ۺ
publishing?

What are the main urgencies to develop expanded ۻ
publishing?

‐Can you name a few exemplary, inspiring expanded publi ۼ
cations or publishing practices?

How does ‘expanded publishing’ diverge om or overlap ۽
with digital publishing, post-digital publishing, enhanced
publishing, and experimental publishing? Are we talking
about a historical difference (e.g. the newest chapter in the
history of the unbound book), a qualitative difference (e.g.
bringing in moving image), or just a new vibe?

‐Are the long-standing promises of (post-)digital publish ۾
ing (liveness, mutability, multivoicedness, interactivity,
etc.) still important to expanded publishing?

.Are any formats prevalent in expanded publishing (e.g ۿ
zines, radio, stream art)? If so, why?

‐To what extent can categories of disciplines help us under ܀
stand expanded publishing, even if in the negative, in case
expanded publishing is an active deconstruction/oversatu‐
ration of disciplines?

.Same question, but now for medium ܁
‐How does expanded publishing deal with ‘global distribu ܂

tion’ and other Amazon promises?
What can you say about expanded publishing and/in the ܃

fediverse?
‐What is the position of expanded publishing in the mar ܄

ket? How does expanded publishing relate to the stagnated
traditional publishing industry? Is it part of the creative
industries? And how does it relate to the platform econo‐
my/webshops, PoD & audiobook platforms?
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‐Can we understand expanded publishing as a form of cri ܅
tique or as a collective strategy?

-Is expanded publishing an attempt to overcome project ܆
logics, prototypism, precarity, the ecological limits of
printing, faltering postal services, censorship, unstable in‐
ternet connections, and other problems of access, or an at‐
tempt to sit with these issues and make them interesting?

What are the demands of expanded publishing towards ܇
(public) institutions? Do we ask for community publishing
facilities, long-term tool maintenance, decentralized
repositories, and accessible publication series?

‐Conversely, how do public interests shape expanded pub ܈
lishing as a critical form of instituent practice?

Is expanded publishing your next political project? Abolish ܉
dominant publishing.

At this LINK, you can find a public file where you can provide input,
suggestions, questions, etc. The online version of this publication on EX-
PANDEDPUBLISHING.COM will be kept updated with new content in the
future. You can also send us your comments or contributions by email
INFO@NETWORKCULTURES.ORG

(The document will be moderated to the extent of our capacity. If you come across content that you
find inappropriate, please let us know at INFO@NETWORKCULTURES.ORG.)

://.//﹟
/2///937

‑/
://‐

./

:@‐
.

:
@

.

https://cryptpad.fr/pad/#/2/pad/edit/tcwcQrK937-iqGrWadidQgyV/
http://expandedpublishing.com/
http://expandedpublishing.com/
http://expandedpublishing.com/
mailto:info@networkcultures.org
mailto:info@networkcultures.org
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These last years I have been spending my time publishing ‐
  of illegible, plagiarized, stunning, low-quality,
sublime, and uncanny content. I was developing a weird publish‐
ing project that aimed to grasp the extremely online poetics, dis‐
placing shitty content om forums, wikis, and digital platforms
into books. Practicing trollish literature. These books display
cursed memes, poorly translated novels, keysmashed text, random
images, lorem ipsums, YouTube comments, Wikipedia graffiti, niche
forum discussions, motivational quotes, spam, ai-generated blog en-
tries, pixelated and saturated photos, boring amateur poems, and au-
tomatic video transcriptions. In this article, I describe these pub‐
lishing experiments as attempts to go om shitposting to
shitpublishing.

://.‐
./

digital objects

https://www.artefactosnativos.com/
https://www.artefactosnativos.com/
https://www.artefactosnativos.com/
https://etherport.org/publications/inc/expub_Expert_Session/labels/digital-objects.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/digital-objects.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/digital-objects.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/digital-objects.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/digital-objects.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/digital-objects.html
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Wikipedia describes shitposting as “the act of using an online fo‐
rum or social media page to post content that is satirical and of
‘aggressively, ironically, and trollishly poor quality’”. The most
liked definition of shitposting in the Urban Dictionary says:
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However, the most flavored shitpublishing definitions linger
in the shadows of these web pages. One of the last definitions on
Urban Dictionary is:

In the Shitposting Wikipedia article, on the 10  ‐
 2017, someone with the IP 2063ۺ10܂10۽, erased the
description of shitpost to copy-paste the entire script of
Christopher Nolan’s The Dark Knight Rises. In these shitposting
gestures, we can identi the core idea of shitpublishing.
Shitpublishing is shitposting in literary contexts, such as books,
an encyclopedia, academic journal, or journalist articles.

://..
//.=‐
=814339086

https://en.wikipedia.org/w/index.php?title=Shitposting&oldid=814339086
https://en.wikipedia.org/w/index.php?title=Shitposting&oldid=814339086
https://en.wikipedia.org/w/index.php?title=Shitposting&oldid=814339086
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Shitposting is about spamming, about flooding online communi‐
cation with nonsensical rubbish. It is similar to the gesture of
shouting in a public debate or pasting stickers on informative
posters in the street. Shitpublishing is about categorizing these acts
as done work, translating these oral gestures into literary or writ‐
ten ‘knowledge’. It turns trash-talking into trash-writing.

From a literary perspective, shitposting engages with text in its
material dimension. It takes into account the materiality of lan‐
guage. As Goldsmith wrote about Mallarme’s poetry: “words are
no longer primarily transparent content carriers; now their mater‐
ial quality must be considered as well”. * Columbia University
Press. Keysmashing gives letters the same materiality that many
modernist poets were experimenting with. It creates pieces of in‐
ternet vernacular literature that are not meant to be read but to be
weighed.

Shitpublishing approaches book-making in the same material‐
ist way. Amazon hosts several books of this keysmashed shitpub‐
lishing ‘microgenre’. Books like ASDFGH by Asdf Asdfg and ASD
dfg, ASDFGH (Japanese Edition), (TRANSPARENCY) US – COVER CRE-
ATOR OR PDF UPLOAD WITHOUT CHECKING CHECKBOX by asdfgh, MARJA:
ABHI MARJA by asdfg asdf, or SAFG by asdf. These keysmashed books
embody the fast, lazy, and materialist approach of shitposting.
Shitpublishing focuses on the formal qualities of the books rather than
their communicative qualities. eBooks are seen as digital artifacts
that can be thrown, spammed, flood a platform, or be used as a
trollish authority referenced in an online discussion.

With their project Kindle’voke Ghost Writers (2012), the
Austrian artistic and publishing collective Traumawien flooded

*Goldsmith, K. (2011)
Uncreative Writing

HTTPS://WWW.AMAZON.NL/‑
/EN/ASDF‑ASDFG‑EBOOK/DP

/B0BYPK463M

HTTPS://WWW.AMAZON.COM
/ASDFGH‑JAPANESE‑ER‑EBOOK

/DP/B09LV9T38K

HTTPS://WWW.AMAZON.COM
/TRANSPARENCY‑US‑CREATOR
‑CHECKING‑CHECKBOX/DP

/B09TVFXZ27

HTTPS://WWW.AMAZON.COM/‑
/ES/ASDFG‑ASDF‑EBOOK/DP

/B0C752BTTX/

HTTPS://WWW.AMAZON.COM
/SAFG‑ASDF‑EBOOK/DP/B0C5S-

BWMHJ

alternatice publishing practices

https://www.amazon.nl/-/en/Asdf-Asdfg-ebook/dp/B0BYPK463M
https://www.amazon.com/asdfgh-Japanese-er-ebook/dp/B09LV9T38K
https://www.amazon.com/Transparency-US-creator-checking-checkbox/dp/B09TVFXZ27
https://www.amazon.com/Transparency-US-creator-checking-checkbox/dp/B09TVFXZ27
https://www.amazon.com/Transparency-US-creator-checking-checkbox/dp/B09TVFXZ27
https://www.amazon.com/-/es/asdfg-asdf-ebook/dp/B0C752BTTX/
https://www.amazon.com/-/es/asdfg-asdf-ebook/dp/B0C752BTTX/
https://www.amazon.com/safg-asdf-ebook/dp/B0C5SBWMHJ
https://etherport.org/publications/inc/expub_Expert_Session/labels/alternatice-publishing-practices.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/alternatice-publishing-practices.html
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loiting a vulnerability in the upload system. The covers of these
books imitate the iconic Willy Fleckhaus design of Suhrkamp
Verlag editions, but under this reliable design, they hide textual
rubbish. The content, typeset as canonical dramas, was entirely
composed of comments scraped om YouTube. The act of spam‐
ming the Amazon marketplace with interventionist, interface-
specific literature, * was a shitpublishing gesture which used digi‐
tal publications as projectile weapons.

The Kindle’voke Ghost Writers books function solely as data.
As a cover; a product for Amazon to catalog and manage, and as a
document that occupies space on the platform’s servers. As con‐
ceptual writing works, these books are calling for a “thinkership”
rather than a “readership”. * But beyond this artistic aming, in
the context of Amazon’s workers, these books are not calling for a
“readership”, nor a “thinkership”, but a “managership”: meaning
that someone has to organize this data to prevent obfuscation of
the platform’s digital shelves.

Besides the aggressive quality of this gesture, Kindle’voke Ghost
Writers also plays on a more symbolic dimension of shitpublish‐
ing. It turns YouTube comments into literature. This conceptual pub-
lishing project is a shitpost play that challenges the notions of what is
deemed worthy of being published in a book. It muddles the distinc‐
tions between literature and content, users and authors, posting
and publishing. Like Angela Genusa’s SPAM BIBLIOGRAPHY, a book
that presents all emails received in her spam folder between
September 2012 and March 2013, formatted as a bibliography and
sorted alphabetically. This work is described in the Library of
Artistic Print on Demand (.) as a “unique representation
[which] makes spam messages appear as objects worth document‐
ing and investigating”.

*Flender, K.W. (2019)
Literary Forkbombs:

Interventionist Conceptual
Writing in the Age of

Amazon. Hyperrhiz: New
Media Cultures, ⒛

doi:⒑20415/hyp/0⒛net01

*Fitterman, R. y Place, V.
(2009) Notes on

Conceptualisms. Ugly
Duckling Presse

digital objects

://./‑‐


://./

https://etherport.org/publications/inc/expub_Expert_Session/labels/digital-objects.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/digital-objects.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/digital-objects.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/digital-objects.html
https://apod.li/spam-bibliography
http://apod.li/
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Shitpublishing defines the uncanny book valley. These things are
made to look like books, but if you approach them as a “reader‐
ship” you will have an unheimlich experience. These oddly familiar
publications inhabit the margins of what is publishable. They are
positioned somewhere between real books that sound fake and
fake books that could be real. To experience this, we only need to
have a look at Tim Holman’s collection     
 , a list of strange books he found on Amazon with titles
like:

HOW TO TALK TO YOUR CAT ABOUT GUN SAFETY
I DON’T CARE IF MY BEST FRIEND’S MOM IS A SASQUATCH, SHE’S

HOT AND I’M TAKING A SHOWER WITH HER
HOW TO RAISE YOUR I.Q. BY EATING GIFTED CHILDREN
SUN-BEAMS MAY BE EXTRACTED FROM CUCUMBERS, BUT THE

PROCESS IS TEDIOUS. AN ORATION, PRONOUNCED ON THE FOURTH OF
JULY, 1799. AT THE REQUEST OF THE CITIZENS OF NEW-HAVEN. BY
DAVID DAGGETT

But nowadays, due to the popularization of generative AI tools,
these kinds of lists will contain much weirder books. Look no furt‑

HTTP://ALWAYSJUDGEABOOKBY-
ITSCOVER.COM/

HTTPS://WWW.AMAZON.COM
/HOW‑TALK‑YOUR‑ABOUT
‑SAFETY/DP/045149492X

HTTPS://WWW.AMAZON.COM
/FRIENDS‑SASQUATCH‑TAKING

‑BECAUSE‑MILLENNIUM
‑EBOOK/DP/B00MG2JEKM

HTTPS://WWW.AMAZON.COM
/RAISE‑YOUR‑EATING‑GIFTED
‑CHILDREN/DP/0595002366
HTTPS://WWW.AMAZON.CO.UK
/SUN‑BEAMS‑EXTRACTED‑CU-
CUMBERS‑PRONOUNCED‑NEW

‑HAVEN/DP/1140714600

conditions of work

http://alwaysjudgeabookbyitscover.com/
http://alwaysjudgeabookbyitscover.com/
https://www.amazon.com/How-Talk-Your-About-Safety/dp/045149492X
https://www.amazon.com/How-Talk-Your-About-Safety/dp/045149492X
https://www.amazon.com/Friends-Sasquatch-Taking-Because-Millennium-ebook/dp/B00MG2JEKM
https://www.amazon.com/Friends-Sasquatch-Taking-Because-Millennium-ebook/dp/B00MG2JEKM
https://www.amazon.com/Raise-Your-Eating-Gifted-Children/dp/0595002366
https://www.amazon.co.uk/Sun-beams-extracted-cucumbers-pronounced-New-Haven/dp/1140714600
https://www.amazon.co.uk/Sun-beams-extracted-cucumbers-pronounced-New-Haven/dp/1140714600
https://www.amazon.co.uk/Sun-beams-extracted-cucumbers-pronounced-New-Haven/dp/1140714600
https://www.amazon.co.uk/Sun-beams-extracted-cucumbers-pronounced-New-Haven/dp/1140714600
https://etherport.org/publications/inc/expub_Expert_Session/labels/conditions-of-work.html
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her than books authored by chatGPT on Amazon. There are fasci‐
nating uncanny titles like THE AI COOKBOOK V: “MINDFUL MUNCHIES:
AI WELLNESS” by George R. Martin III, THE AI-EYE OF ARGON: OR, I
WROTE A NOVEL WITH A.I. ASSISTANCE, BUT YOU PROBABLY SHOULD NOT
by Martin Berman-Gorvine or CHAT GPT FOR BABIES by MR
Mikhail Zerafa.

But let's take it one step at a time. There are two milestones in the
development of shitpublishing: Print on Demand (POD) platforms
and ChatGPT. Desktop publishing on POD platforms, like lulu or
Amazon, expanded the limits of publishing, thereby approaching the
uncanny book valley. The automation and the speediness of the pub-
lishing process on these platforms is closing the gap between posting and
publishing. Publishing something on lulu only takes 15 minutes
longer than posting something on a blog. And even though for a
lot of internet goblins, 15 minutes is an eternity, for others, those
minutes are well spent turning internet rubbish into something
greater.

This was the case for many of the authors published on 
. The cover of Chris Sylvester’s STILL LIFE WITH THE POKÉ-
MON YELLOW VERSION TEXT DUMP IN 30 PT. MONACO FONT JUSTIFIED TO
MARGIN DISTRIBUTED AS A PDF OR A BOOK CONVERTED FROM A MI-
CROSOFT WORD DOCUMENT BY CHRIS SYLVESTER 2012/2013 depicts a
mail om Ashugi Kamaguchi that exemplifies the relevance of
trolling in shitpublishing. Trolling about authorship, originality,
authenticity, urgency, value, and hard work:

://..
/‑‑

‑‑
‑//041

://..
/‑‑‑‑‐

‑//0‐
91

://..
/‑‑‑
‑//0
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://.‐
./

://..
//_‐
__498090

.
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Shitpublishing is a performance that implies the gesture of
publishing. We should not interpret these creative acts by actually
reading the books, but through considering the act of publishing.
However, publishing creates things that remain. Shitpublishing
gestures produce ambivalent books that live on despite their
ephemeral nature, generating new temporalities. This is where
the uncanny character lies. These books are glitches in literary tech-
nology, mirroring the implicit decontextualization of the very act of
writing and publishing.

Similar to many performers, shitpublishers engaged in this
materialistic, appropriationist, and fast approach, challenge cul‐
tural valorization. They produce artifacts that question the notion of
the book as an instrument of knowledge. This is the case for
Holaquehase’s book ART GARFUNKEL HA LEÍDO MÁS LIBROS QUE TÚ

traditional publishing practices
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[Art Garfunkel has read more books than you have], which compiled
all the books read by the singer since 1960, POSTED BY HIM ON HIS
WEBSITE. Also, Gregor Weichbrodt published a brilliant comment
on hard work and artistic valorization in his DICTIONARY OF NON-
NOTABLE ARTISTS. After his Wikipedia page was nominated for deletion
from the German Wikipedia, Gregor wrote a Python script to down-
load the contents of every “article for deletion”-page from the past ten
years and filtered the results by artistic occupation, subsequently pub-
lishing a dictionary dedicated to these artists.

Among many shitpublishers, the performative trolling charac‐
ter of the books is related to hacking. Sometimes, Poetry or Art
functions as a hack to publicize things while avoiding legal issues.
Money by Maker, for example, is a book consisting of 740 pages of
scanned hundred dollar bills. When printed by someone, the publish-
er, TROLL THREAD PRESS, cannot be held legally responsible for
potential misuse, even though they don’t discourage it either. But be‐
sides the daring imagination of printing money, in 2018, Paul
Soulellis published STEVE, HARVEY AND MATT (2018), another 734
page artist book used to publicize sensitive political material.
Soulellis describes the book on his  as follows:

This project […] restores access to 1,964 climate change-related
URLs that were removed from www.EPA.gov on April 28, 2017.
The URLs point to web pages, documents, presentations, publica-
tions, and other files that were purged by the U.S. Environmental
Protection Agency under the direction of EPA Administrator Scott
Pruitt and the Trump administration. Some of the assets had been
accessible on the web since 1997. […] The 734-page printed book
contains EPA emails and spreadsheets that detail the purge, ob-
tained by Freedom of Information Act requests

Soulellis’ gesture of publicizing emails through the medium of a
book or installation is also reflected by Kenneth Goldsmith’s
book HILLARY: THE HILLARY CLINTON EMAILS, which compiled all
emails sent om the clintonemail.com domain between 2009 and
2013 as “an anti-monument to the folly of Trump’s heinous smear
campaign against Clinton”. Both Soulellis and Goldsmith instru‐
mentalized the literary format to publicize relevant political
information.

But for most shitpublishers, it is only about expanded shitpost-
ing; about spreading shit in different formats, embracing the mu‐
tability and the hybridness of the digital world. Like PRIMERA ANT‑

://..
//20150426140933
/://.‐
./

/33.

://00./‑‐
//2016/09

/__‑‐
_.
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OLOGÍA POÉTICA LOS SUBTITULOS DE LAS BATALLAS DE GALLOS [First po-
etry anthology The subtitles of the rap battles], a book made up of
YouTube automated subtitles of rap battles. This book begins
with the paradigmatic sentence: “to all those fans of rap battles, if
you truly like it, you like it anyway”. Or CEDEIRA MIOPE [Shortsight-
ed Cedeira] a book of low-definition 144p images of a Galician
town. Or SOCCER SMOKER, a zine composed exclusively of b/n pho‐
tographs of soccer players smoking. Or TUTORIAL DE PAELLA CLÁSICA
, a printed powerpoint presentation created by the author’s father
about how to cook a Paella.

With the advent of ChatGPT, StableDiffusion, and other broadly
used generative AI tools, shitpublishing created a deeper uncanny
book valley. The power of Large Language Models (LLMs) over‐
passed the gesture of publishing appropriated materials om the
internet, copypasted non-sensical rubbish, classified material, or
even entire websites. LLMs can produce realistic textual artifacts
that meet the expectations of what a book should look and feel
like. ChatGPT is capable of producing originality, legibility, and
common rhetorical and literary figures just as quickly as copypasting.
Now, lazy and fast books look more like actual books and, at the
same time, they have become much more unpleasant and uncanny
than copypasted books.

HTTPS://ARTEFACTOSNATIVOS
.COM/HIPERPUBLICACION
‑JULIO‑2021/INTERIOR

‑PRIMERA‑ANTOLOGIA‑POETI-
CA‑LOS‑SUBTITULOS‑DE‑LAS
‑BATALLAS‑DE‑GALLOS.PDF

HTTPS://ARTEFACTOSNATIVOS
.COM/HIPERPUBLICACION
‑JULIO‑2021/INTERIOR
‑CEDEIRA‑MIOPE.PDF

HTTPS://BRITNEYPRESS.COM
/SOCCER‑SMOKERS/

HTTPS://ARTEFACTOSNATIVOS
.COM/MEDIA‑MARAT%C3

%B3N‑ABRIL‑2022/INTERIOR
_TUTORIALDEPAELLACLASICA

.PDF
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The Uncanny Book Valley. 1) A notebook; 2) List of recurring The Simpsons characters (Am-
peramp Press, 2013); 3) Blank On Demand by Silvio Lorusso and Giulia Ciliberto; 4) The
Communist Manifesto (in Comic Sans) by Friedrich Engels and Karl Marx; 5) Los amigos

de la aventura by Dan Wislow; 6) “Lance and the Pawsitively Perfect Christmas” by
Charmaine Lewis; 7) Be bold with bananas by Fruit Distributors Ltd; 8) Don Quixote by

Miguel de Cervantes.

I have some paradigmatic examples of these AI generated shit‐
books in my virtual library. I found lots of children books, like
Mahlon Berv’s A JOURNEY THROUGH TIME – THE WORLD’S HISTORY FOR
KIDS, described as “The World’s History, as taught by famous per‐
sonalities such as Nelson Mandela, Bruce Lee, Marie Antoinette”;
or Cynthia Maitland’s 3-pages book BILLY THE BRAVE BULL TERRIER:
A TALE OF SELF-ACCEPTANCE AND KINDNESS. Other uncanny gems in‐
clude: Poet V: A Collection of AI-Generated POETRY ABOUT COM-
PASSION FOR ALL BEINGS, OPTIONS FOR THE END OF THE WORLD BY
CHATGPT: IN THIS BOOK, CHATGPT WILL CONSIDER THE MOST POPULAR
OPTIONS FOR THE END OF THE WORLD AND GIVE THEIR PREDICTION OF
PROBABILITY. And, of course, there are the missing links between
posting and publishing like Joshua Word’s books 300 LIST OF
MOVIES YOU CAN WATCH THIS HALLOWEEN: 1927 TO 2024 or 40 HINDI
MOVIES TO WATCH WITH FAMILY ON THIS DIWALI. All these books,
which were authored by chatGPT, inhabit the uncanny valley cre‐
ated by the collision of OpenAI’s and Amazon Books’ tectonic
faults.

://..
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‑‑‑
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‑‑‑
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//021
://..

/‑‑
‑‑

‑//0
://..
/‑‑‑
‑//0‐

5
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//‑‑
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LLMs not only accelerate the writing and publishing process, but
also the lifespan of books. The temporality of these publications is be-
yond fast reading or accelerated obsolescence. These books reconfig‐
ure conceptual writing and the attention economy in a wild way.
They are not meant to be read but to endlessly circulate on
Amazon. They are spectral images of books. Their life span is not
fast but immediate. The cover, the title, the description, and the
tags are the only content that matters. The content is relegated to
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the metadata. This idea is brilliantly represented in Chuck
Tingle’s book POUNDED IN THE BUTT BY MY BIZARRE ASSUMPTION THAT
CHUCK TINGLE BOOKS ARE JUST COVERS AND NOT ACTUAL BOOKS.

There are some outstanding moves in the milieu of shitpub‐
lishing. Gestures that blur the already blurry environment of fast
self-publishing. Chuck Tingle’s Amazon Books production em‐
ploys this accelerated and bizarre flow of shitpublishing and fast
self-publishing to create a collection of surreal gay erotica. Kindle
books like POUNDED IN THE BUTT BY MY HANDSOME SENTIENT LIBRARY
CARD WHO SEEMS OTHERWORLDLY BUT IN REALITY IS JUST A NATURAL
PART OF THE PRICELESS RESOURCES OUR LIBRARY SYSTEM PROVIDES,
POUNDED BY THE GAY UNICORN FOOTBALL SQUAD, ABSOLUTELY NO
THOUGHTS OF POUNDING DURING MY FUN DAY WITH THIS KIND T-REX
BECAUSE I’M AROMANTIC AND ASEXUAL AND THAT’S A WONDERFULLY VALID
WAY OF PROVING LOVE IS REAL, or POUNDED IN THE BUTT BY MY BOOK
“POUNDED IN THE BUTT BY MY OWN BUTT” twist the reality of Amazon
shitpublishing. Chuck Tingle creates a game of mirrors within a
game of mirrors, publishing slightly real books that look like fake
books and are in fact fake books whose fakeness makes them real
books.

Similarly to what happened to shitposting, in recent years shitpublish-
ing has become darker. Once upon a time, shitposting consisted of silly
playful gestures by a bunch of online nerds. Nowadays, due to infa-
mous characters like Steve Bannon, former adviser to Donald Trump,
shitposting is becoming synonymous with far-right, racist, anti-femi-
nist, and transphobic communicational strategies. Bannon’s quote ex-
emplifies this turn: “The Democrats don’t matter. The real opposition
is the media. And the way to deal with them is to flood the zone with
shit.” Many right-wing parties in the USA, Brazil, Argentina,
Germany, Spain or, Netherlands (among many others) have adopted
strategies linked to shitposting (from fake news to spam) to flood the
zone with hate speech, fear, and anger.

Related to publishing, chatGPT has changed the rules of shit‐
publishing. As McLuhan (1964) said:

The ‘message’ of any medium or technology is the change of scale or
pace or pattern that it introduces into human affairs. The railway

://..
/‑//‑‑

//089
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/‑‑‐
‑‑‐
‑//061‐


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/‑‑
‑‑‑

//00

://..
/‑
‑‑

‑‑/
/086

://..
/‑‑‑

‑‑//00‐
5

politics

https://www.amazon.com/-/es/Chuck-Tingle-ebook/dp/B08FMTT9TQ
https://www.amazon.com/-/es/Chuck-Tingle-ebook/dp/B08FMTT9TQ
https://www.amazon.com/Handsome-Sentient-Otherworldly-Priceless-Resources-ebook/dp/B0B61GRBNV
https://www.amazon.com/Handsome-Sentient-Otherworldly-Priceless-Resources-ebook/dp/B0B61GRBNV
https://www.amazon.com/Handsome-Sentient-Otherworldly-Priceless-Resources-ebook/dp/B0B61GRBNV
https://www.amazon.com/Pounded-Gay-Unicorn-Football-Squad-ebook/dp/B00SROVKXM
https://www.amazon.com/Absolutely-Thoughts-Pounding-Aromantic-Wonderfully-ebook/dp/B08WPQG6ZR
https://www.amazon.com/Absolutely-Thoughts-Pounding-Aromantic-Wonderfully-ebook/dp/B08WPQG6ZR
https://www.amazon.com/Absolutely-Thoughts-Pounding-Aromantic-Wonderfully-ebook/dp/B08WPQG6ZR
https://www.amazon.com/Absolutely-Thoughts-Pounding-Aromantic-Wonderfully-ebook/dp/B08WPQG6ZR
https://www.amazon.com/Pounded-Butt-My-Book-Own-ebook/dp/B00VDRUI5Q
https://www.amazon.com/Pounded-Butt-My-Book-Own-ebook/dp/B00VDRUI5Q
https://etherport.org/publications/inc/expub_Expert_Session/labels/politics.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/politics.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/politics.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/politics.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/politics.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/politics.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/politics.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/politics.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/politics.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/politics.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/politics.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/politics.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/politics.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/politics.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/politics.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/politics.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/politics.html


30 EZEQUIEL SORIANO

did not introduce movement or transportation or wheel or road
into human society, but it accelerated and enlarged the scale of pre-
vious human functions. *

Popular LLMs have changed the shitpublishing scale. There have
always been crappy children’s books, ideologically problematic
self-help guides or authors who make a career out of publishing
garbage. However, due to chatGPT, these phenomena have grown
exponentially.

A few years ago, I published two books that lowkey hacked the cul-
tural capital of authorship: UN LIBRO SEGÚN LA UNESCO [A Book
According to UNESCO] is a book that publishes the definition of
a book by the United Nations agency in 49 pages, the minimum
number of pages required by UNESCO for a publication to quali‐
 as a book. And UNA COSA HECHA [One less thing on my bucket list],
a book that repeated the sentence “Plant a Tree, Have a Son,
Write a Book” as many times as needed to fill 50 pages.

The goal with these books was to give them an ISBN and add them
to my CV in order to increase my publications section as a PhD stu-
dent. A few months later I came across this article: ‘ 
         
  ’. Apparently, “Thousands of scientists around the
world publish at least one study every five days”. It seems that my
naive act of hacking the curriculum is an act that is carried out
with worse intentions and better means by academics all over the
world.

This scenario should lead us to ask ourselves how to deal with
the new scale of “flooding the zone with shit” that LLMs facili‐
tate. The poetic gestures of shitpublishing (om Troll Thread to
Chuck Tingle) are exercises that radically mimic broader postdig‐
ital publishing dynamics. These artistic gestures emulate the gen‐
eral dynamics of shitpublishing, re-aming these publishing ges‐
tures to ambivalently portray the situation. The critical dimension
of these literary gestures lies in the fact that they unveil shitpub‐
lishing, reaming it as critical and meticulous observation.

Likewise, the artistic exercises of shitpublishing create a necessary
reflection on cultural valorization and our understanding of culture
or knowledge. They expose a sort of ideological consensus about
books being the guardians of knowledge. Instead of reproducing a
Fahrenheit 451-style critical discourse on censorship, they dis‐
mantle the technology of the book as inherently emancipatory.

*McLuhan, M. (1964)
Understanding Media: The
Extensions of Man. Gingko
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But these acts of radical mimesis of late-platform capitalism's ac-
celerated dynamics simultaneously reproduce these forms while criti-
cizing them. Shitpublishing is digital publishing accelerationism. And
we know that accelerationism is fine for aesthetics but that it is not a
wise political tactic. Maybe shitpublishing is as political and activist as
avant-garde literature could be. In this article, I have talked about
shitpublishing as closely related to hacking. But, considering it in
broader political terms, what is it hacking against? Perhaps the very
idea of the book, the value given to the written word, or literacy as a
technology. If it is those things, then it’s the same as in Pop Art,
Dadaism or Conceptual Writing. Maybe the political potential is not
in the “genre” or the “tool”, but in the contexts you flood with shit.

Shitpublishing, of course, pertains to speed and irrelevancy. It
is fast publishing but, of course, it is not urgent publishing. IN
HERE AND NOW? EXPLORATIONS IN URGENT PUBLISHING, the INC re‐
flects on the fact that ‘Despite the promises of the desktop publishing
revolution and the immediacy of publishing on the web, acceleration
and optimization did not speed up the publishing process as much as
hoped for’. * Well, maybe it did speed up the publishing process to‐
wards weird places that are still unexplored. Towards practices and
ways that we must try to understand in order to deal with the un‐
determined consequences they may bring. Maybe it will cause the
fall (or bigger success) of platforms like Amazon Books, or it will
challenge the classist approaches to books as cultural goods, and
therefore, books will no longer be seen as something inherently
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positive. Perhaps reading will no longer be synonymous with crit‐
ical thinking, and that’s something I still don’t know how to take.

Special thanks to Diego Asterio for her sharp comments on this text.
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Affordances and limitations of POD platform publishing: Findings from the library of artistic print

on demand1

It was not the perfection of digital printing technology that made
print on demand (POD) a success, but a radical rethinking of the
printing business and a complete reorganization of all related
workflows. Aer all, it was no longer a matter of printing a single
title in a large print run and then delivering the product on pallets
to a single customer address, but of printing and shipping a large
number of different titles, with only one copy of each title in ex‐
treme cases (which were to become the rule). This “profoundly
disruptive” change has been compared to the transition om
Fordism to Toyotism in the post-war period.2 But it was not until
around 2005 that the POD model gained truly revolutionary mo‐
mentum with the establishment of POD service providers such as
Blurb and Lulu, which focused primarily on the mass market and
the end consumer, especially first-time authors. As a result, ordi-
nary people with no knowledge of design, printing, or bookselling can
now create, publish, print, promote, and distribute their works — not
only in the POD provider’s own online store, but also, if they
want and once they acquire an ISBN, worldwide in brick-and-
mortar and online bookstores to which such POD service
providers are connected via Ingram and Amazon.
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POD: Publishing Made for Everyone

What Clay Shirky provocatively postulated for digital publishing
has since become true for the world of printed books as well:
“That’s not a job anymore. That’s a button. There’s a button that
says ‘publish,’ and when you press it, it’s done.”3 Shirky was refer‐
ring here primarily to the world of the Internet. But this button
also exists in the world of POD providers. In the case of Lulu, for
example, it literally says “Confirm and Publish” (see fig. 1).

Fig. 1: Button “Confirm and Publish” on Lulu. Screenshot.

By reducing the once mighty publishing apparatus to a single button
and making it available to all, independent of purse and gatekeepers,
bookmaking became child’s play. This is also reflected in the names
the platforms have given their offerings, such as “BoD Fun” for
BoD’s basic product. And unlike the typewriter, mimeograph,
copy machine, and home printer, that were once the first choice of
self-publishers, POD publications are industrially produced, mak‐
ing them look like “normal” books and giving the impression (at
least to the lay person) that they are on a par with regular book‐
store products. All of this together has caused book production to
virtually explode, and self-publishing has, as Timothy Laquintano
states, “move[d] om the inge of the publishing industry to be‐
come a small and fluid part of its core.”4

Platformization of Publishing: Providing Infrastructure for “the Whole Thing”

But there was another decisive factor in POD’s road to success:
POD service providers do more than just print. They also equip
their stores with “accessible and trusted payment systems” and
handle shipping and logistics, finally solving the persistent prob‐
lem of distribution, “that had made self-publishing and finding an
audience untenable in all but the most extraordinary cases in the
twentieth century.”5 Because these POD service providers offer
everything in one place — om finalizing a print template and
digitally listing a book to producing and shipping the first copy
through to handling the global logistics of book sales, payments,
taxes, custom duties, and royalties — the term “print-on-demand
provider” does not adequately describe them. Rather, they provide
an inastructure in the form of a platform via which these serv‑
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ices can be combined, coordinated, and offered as a package. POD
is therefore, as Silvio Lorusso states, “not a new technology in it‐
self, but a uitful combination of existing ones”6 and their inte‐
gration into a complex post-digital ecosystem of book market, e-
commerce, and logistics inastructures. It was this dovetailing
that allowed Eileen Gittins, Blurb’s founder, to say, “We’ve de‐
constructed publishing.” Aer all, Blurb has succeeded in

not only disrupt[ing] the business from a “who gets to make a
book,” but also the distribution model for how books are sold and
discovered. […] So what we are now is a technology-enabled pub-
lishing platform, so that people can self-publish, soup-to-nuts from
creation through marketing, distribution, fulfillment, e-commerce,
the whole thing.7

Standardization: Enabling and Restricting

Unlike the production and distribution process, POD does not
revolutionize or expand the book itself. Quite the opposite. The
quality standards for production and the choice of materials and
design features have decreased, especially in the low-cost segment
for everyone. For example, Lulu currently offers just four types of
paper and sixteen book formats (see fig. 2). Silvio Lorusso identi‐
fied this dilemma early on: “[I]n order to produce unique copies,
paradoxically, they [POD systems] enforce the limitations of mass
production by applying stricter standards.”8 It is this standardiza-
tion that enables automated and cost-effective production, as well en-
suring the print job is executed as consistently as possible across a global
network of partners.9
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Fig. 2: Lulu’s custom book sizes. Screenshot.

But that says nothing about the actual latitude that POD leaves
for the development of one’s own expanded publishing strategy.
Oulipo is probably the clearest proof that compelling artistic so‐
lutions can be derived om a constraint. The history of printing
has also shown time and again that it is less the companies and
their inventions themselves that break new ground, than their
users. This was already true for the Xerox machine: “[D]espite its
banal original as a time- and moneysaving office technology, the
history of the copy machine has been deeply shaped by its users’
imaginations.” This is related to the fact that copiers were very
soon liberated om these contexts of use and “quickly adopted
and adapted by workers as a tool of subversion — a form of perr‑
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uque for the information age,” as Kate Eichhorn explains.10This
sort of emancipation and détournement of technologies and infra-
structures for one’s own artistic or political agenda can also be observed
in the field of POD platforms.

Participation and Access

For example, POD plays a key role in participatory contexts be‐
cause of its low-threshold nature. Formats such as book sprints,
which are aimed at the general public and are oen used in muse‐
um education, art communication, and literature education, are
benefitted rather than hindered by being restricted to a few book
formats and materials. This is demonstrated by their huge output,
such as the Book Machine at the Centre Pompidou Paris in 2013,
organized by Onestar Press, which produced over 350 titles in
three weeks.

In addition, the POD platforms naturally attract particular in‐
terest in the sub-field of restricted production, to use Bourdieu’s
term. In contrast to the sub-field of large-scale production,
recognition and success here are not measured in terms of sales
figures or money. Instead, it is characterized by “an anti-economic
economy based on the refusal of commerce and ‘the commercial’
[…] and on recognition solely of symbolic, long-term profits.”11

In the field staked out by the Library of Artistic Print on
Demand, it was artists’ initiatives like AND Publishing and ABC,
as well as publishing collectives such as Troll Thread, Gauss PDF,
and TraumaWien that independently, but at around the same
time (2010), recognized the potential of POD to “sustain an ad‐
venturous and inquiring creative practice without having to con‐
form to the mass market.”12 In this spirit, Troll Thread was
founded primarily as a “place to put our poems that no one else
wants.” As member Holly Melgard explains:

Why wait to be asked before speaking? What, should I not speak
unless spoken to? Why wait for an established person to solicit, wel-
come, and/or legitimate this work prior to permitting it to occupy
public space-time? Self-publishing these books via Troll Thread all‑
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owed me to immediately distribute my work to a larger public
without predicating what I make on anyone else’s desire or agency
besides my own.13

Scale and Scope

For Troll Thread member Joey Yearous-Algozin, POD has yet an‐
other unparalleled advantage: “More than simply providing new
channels through which to disseminate texts, this shi in plat‐
form has allowed for a simultaneous shi in scale. […] [D]igital
publishing allows for experiments in volume, with poets literally
testing the physical limits of what we call the book.”14 There are
several projects that exploit the new digital possibilities for gener‐
ating texts and produce vast quantities of text. Stephen
McLaughlin’s Puniverse (2014), whose subtitle (being the ingenu-
ous crossing of an idiom set and a rhyming dictionary) reveals its un‐
derlying principle, comprises fi-seven volumes filled with hack‐
neyed jokes. That it is possible to order these volumes as physical
books that can be held in the hand clearly shows the excessive na‐
ture of digital production, with its tendency toward over-
production.

Michael Mandiberg’s Print Wikipedia (2015), which squeezed
the entire English Wikipedia into the medium of print, also plays
with the shi of scale introduced by digitization. The over six mil‐
lion English-language articles on Wikipedia fill more than 7,500
volumes. Just by converting Wikipedia into the familiar book for‐
mat, the project helps us comprehend the dimensions of the col‐
lective writing experiment and the scope of the knowledge that it
has assembled. In just a few years, Print Wikipedia will be an in‐
valuable historical document — a snapshot of the state of knowl‐
edge at a precise point in time.

Archiving and Urgency

Print Wikipedia also clearly demonstrates that the fast, straight‐
forward POD process is an ideal medium for documenting and ar‐
chiving ephemeral artifacts and content, especially those om the
digital world and Internet culture. When it comes to this kind of
fixing of the digital in print, there may well be no medium more
appropriate than POD, the epitome of post-digital hybridity. Paul
Soulellis, founder of the Library of the Printed Web (2013–2017),
was one of the first to identi this artistic web-to-print practice,
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at the interface between screen and printed page, as a phe‐
nomenon of our time. It is intended to suspend the digital condi‐
tion that is slipping out of our grasp: “The physicalization […]
brings focus. […] It slows me down, it helps me to pause and re‐
flect,”15 Rafael Rozendaal reports in his series Abstract Browsing
(2016). Soulellis’s own publications are also a good example of
this approach, which, in light of political events in the US, he lat‐
er called “urgent publishing.”

To publish is, fundamentally, a political act.
In moments of crisis, as we’ve experienced so deeply in the last

year, we see not only artists, but community organizers, scholars,
poets, and activists collectively engaging with different modes of
publishing to urgently document and communicate what’s happen-
ing, in real time.16

Following this credo, Soullelis’s zine Thank you for your interest in
this subject (2017) documents the systematic deletion of countless
web pages on whitehouse.gov immediately aer Donald Trump’s
inauguration on January 20, 2017, at around 17:00. Of course,
much of this material, which is documented here in printed form,
is now outdated and historical. But this is precisely what makes
POD a powerful tool for historiography, as James Bridle notes in
reference to his twelve-volume series The Iraq War (2010), which
recorded all 12,000 changes made in the edit wars over the
Wikipedia article of the same name.17

Teaching and Research

However, as Manon Bruet observes, the POD model “first man‐
aged to establish itself in the field of teaching.”18 And indeed,
POD has opened the door for books to be used in new ways in re‐
search and education, as the apod.li collection demonstrates.
Initially, the focus was on basic testing of this new production
process, the potential and limitations of which were explored in
art schools by emerging designers and typographers. Possibly
POD’s greatest impact on teaching has been the extension of the
classroom into the book market and the public sphere: POD not
only enabled the production, but also the publication of universi‐
ty assignments, seminar papers, and theses, which were otherwise

politics

https://etherport.org/publications/inc/expub_Expert_Session/labels/politics.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/politics.html


40 ANNETTE GILBERT

only produced for use in the classroom, and not generally
circulated.

The seminars have generated also more extensive artistic (re‐
search) projects, and even publishing houses and dissertations,
which are now considered as valid contributions to the post-digi‐
tal publishing scene. Examples are Olivier Bertrand’s Surfaces
Utiles publishing house, a “spin off ” om his master’s thesis, or
Luca Messarra’s Undocumented Press, which emerged om one
of Danny Snelson’s seminars. Snelson’s Eclipse Printing Service
was, in turn, a subproject of his dissertation Variable Format.19

Some projects, such as Stéphanie Vilayphious’ Blind Carbon Copy
series (2009), on experimental ways to circumvent intellectual
property restrictions, or Jasper Otto Eisenecker’s Camouflaged
Books (2014–16), were not just born in the classroom as master’s
theses, but also see themselves explicitly as teaching materials.
Eisenecker’s manual How to Camouflage Books in Times of Internet
Censorship, also published on the platform he was researching,
aims to communicate and enable the deployment of his camou‐
flage publishing strategies for a wider public.

Both Analog and Digital

Jasper Eisenecker’s project also represents an attempt to expand the
medium of the book by strategically exploiting the fundamentally
hybrid nature of POD publications, where the printed book is al‐
ways based on a digital master. His Camouflaged Books are inten‐
tionally configured as a double pack, comprising both a digital file
and a printed copy. They make use of special visual camouflage
strategies designed to distort the content of each publication in
such a way that the PDF file would outwit the POD platform’s
automated checking and control mechanisms, while ensuring the
printed books would remain legible and present no difficulties for
human readers.

The printed book is not conceived here as a countermodel to
the digital, but as a complementary addition. In other words, the
two publication formats are not to be understood as an “either–
or,” where the reader can choose the preferred format. Instead,
these works are conceptualized as a “both-this-and-that.” This
dual publication strategy also applies to Holly Melgard’s MONEY
(2012), which depicts the ont and back of 368 full-size hundred-
dollar bills, “inviting the reader to either call cops or cut on the
dotted line and use the bills IRL [in real life].”20 In this way,
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MONEY reveals the anachronism in current law: While the PDF
file is unproblematic, executing a print job would amount to the
illegal reproduction of banknotes, where it is not clear who could
be held legally accountable. This is not a purely abstract question,
as the printer’s refusal to print Melgard’s latest book with excerpts
om MONEY shows (see fig. 3).

Fig. 3: Message from the printers refusing to print Holly Melgard‘s poetry collection Read Me
(New York: Ugly Duckling Presse, 2023). Screenshot.

Publishing through Metadata

One could, however, argue that MONEY does not actually need
to be materialized in print to be effective. The idea of the book is
already realized in the fact that it could be printed. Sophie Seita
describes this aptly as “imagined printedness”: “These are works
that cannot or should not be printed but insist on printedness—
even if only imagined — all the same.”21 This is a feature of POD
in general — aer all, every uploaded book must wait to be or‐
dered and printed. But it is especially significant for cases where
the high price or sheer scale of the complete work makes it highly
unlikely to be ever printed (see Print Wikipedia), or for cases de‐
signed to test the limits of platform production (see MONEY).

In such instances of deliberate “imagined printedness,” it
might make sense to recognize even the mere uploading of a file
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to the POD platform, along with the entry of the necessary meta‐
data and the subsequent public display in the store, as a valid act
of constituting and publishing a work. Even without having been
printed or indeed ever being printed, the mere potential material
existence of these books, constituted by their metadata and their
embeddedness in the POD ecosystem, creates a fact that allows
them to be addressed as full-fledged works, to be attributed to an
author’s oeuvre, to be discussed and interpreted, and to be in‐
scribed in the history of art or literature.

Paratext Poetics and Envelope Strategies

Closely linked to this metadata are the innumerable upload and
activation processes that need to be gone through to publish a
book on a POD platform. They offer another target for interven‐
tion. They are controlled through a special interface with manda‐
tory fields for title, author⒮, keywords, description, etc. that fol‐
low a strict protocol. On Lulu, for example, at least one “contrib‐
utor” must be entered, and a name alone does not suffice — a role
also has to be selected om a drop-down menu with no fewer
than thirty choices om co-author, illustrator, editor-in-chief,
and thesis advisor to cover designer, annotator, and translator (see
fig. 4).

Fig. 4: Lulu’s interface, detail. Screenshot.

This list provides insight into the platforms’ concept of author‐
ship and their attempt to mediate between the highly regulated
book trade, with its coarse-grained and oen abbreviated entries
for names, titles, subject classifications, and other paratexts, and
the comparatively unregulated digital world, where, for example,
the names of all contributors to a publication can be entered, with
no limit on available space. This more accurately reflects the actu‐
al collaborative nature of book creation. It also increases reach and
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findability in digital databases and so the amount of attention
books receive — an effect that can be observed, for example, in
Mathew Timmons’ Credit (2011), which documents the strained
financial situation of the author during the financial crisis. All
thirty authors who contributed blurbs to the book are mentioned
by name in the online store, demonstrating the significance of
symbolic capital in this niche sector of restricted production,
whose actors, like Timmons himself, oen have limited financial
resources and creditworthiness.

Furthermore, these blurbs show the amazing creativity and
humor associated with this genre of text, which oen extends to
other entries in Lulu’s upload forms. This is encouraged by the
fact that although most of the fields are mandatory, you can write
whatever you want in them. This includes the author’s name,
which does not need to be based on a username or a real name. It
is thus possible to enter pseudonyms, collective names, or anony‐
mous. In addition, these fields are not exclusive — unlike the lo‐
gin name, an author name can be used multiple times, in different
publications, by different users. Moreover, the digital metadata
and paratexts can be different om the information given on the
cover, fly-title, spine, or title page of the printed book. This ex‐
pands the artistic options enormously; and several artists thus see
it as part of their work and play around with it.

What is particularly appealing here is that these simple re‐
quirements for accessing POD platforms also permit entry to the
more regulated and change-resistant book trade. For this reason,
the POD sector is the arena for a particularly dynamic negotiation
and expansion of these paratextual practices. Consequently, these
data and paratexts om POD platforms are just as important as
those in the printed book and should be recorded in the same way,
as integral parts of the work — which is why the apod.li web ar‐
chive includes a screenshot of each title whenever possible.

Détournement and Hĳacking

There have been other attempts to develop subversive or antago‐
nistic ways of using the platforms, confirming the rule that “In‐
stitutions cannot prevent what they cannot imagine.”22 The first
to be mentioned here is Troll Thread’s publishing model, which
subverts the very meaning and purpose of a POD platform. It is
based on a simple, extremely minimalist Tumblr page linked to
the Lulu online store: “Basically, we use Lulu as a means to host
the PDFs, something Tumblr’s platform doesn’t accommodate,
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without having to pay for our own domain.”23 They thus misuse
Lulu as a ee storage and virtual gallery space for the presentation
of their own publishing program. In his manifesto how to stop
worrying abt the state of publishing (2016), Joey Yearous-Algozin
openly promotes this strategy, detailing the steps to find the
“backdoor way of viewing yr file that lulu is now hosting for you
for ee.”24

It is precisely this ee-rider effect that Olivier Bertrand makes
the defining principle of his publishing house Surfaces Utiles. He
refers to his publishing practice with the French expression “faire
la perruque,” a term used by Michel de Certeau to describe a
“practice of economic diversion” whereby employees take advan‐
tage of their working time and the working means, resources, or
tools of their employer for their own benefit, or to the employer’s
disadvantage, whether it is copying on the company’s copy ma‐
chine, planning the next vacation trip on the office computer, or
stealing pencils and envelopes for one’s own correspondence.25

Applied to Bertrand‘s own practice, this means:

It is not necessary to recreate new structures each time, but it is
quite possible to rely on those that already exist, even if it means hi-
jacking them. Rather than denying them, we can imagine, for ex-
ample, taking advantage of the strength of the institutional or in-
dustrial structures already in place to transform them according to
our needs (and not those of the market). In terms of resources, it is
a question of working as much as possible with the materials that
are already around us […].26

With this in mind, Bertrand has developed strategies for reusing
leovers and hacking industrial structures. In the case of Blurb,
where none of the standard formats met his requirements, he
chose the most economical format in terms of its cost-benefit ra‐
tio and offered the offcuts, i.e., the unused spaces on each page, to
another artist for their own book project. As a form of “perruque”
for his own advantage, Bertrand thus implements the same princi‐
ples for economical and ecological optimizing the print sheet as
the POD printers, which enable them to offer their products so
cheaply, as one of these printers explains: „One of the most essen‐
tial reasons for our low prices is the combined printing of different
orders during one print run.“27
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However, this strategy does not really pay off in the long run.
It saves paper and money, but not time. The production of the digi‐
tal template for merging and superimposing different works is too
labor-intensive, especially since it is not transferable to other pub‐
lications, which all require individual solutions. Nonetheless,
Bertrand values the process that allows him an economy of com‐
plicity and an upside-down approach: “For me, it was critical to
consider design in this way. I think about it om the material to
the publishing project, rather than om the publishing project to
the material.”28

Outwitting and Hacking

Even more complex was the search for a way to exploit a hidden
potential of POD that the platforms did not provide for: combin‐
ing the production of printed one-offs with generative methods.
Despite their boast of offering a micro print run of a single copy,
the POD platforms and their APIs do not support the automated
upload of print templates with subsequent triggering of a print
order that would allow the reader to create and order their own
version — perhaps to prevent spam or excessive uploads, or be‐
cause of the complexity of such a service. This means that in spite
of all the automatization and digitization, individual copies still
have to be generated and saved singly, with each one manually up‐
loaded and released as a new title. Only aer several attempts did
Andy Simionato and Karen ann Donnachie succeed in staying
true to the name of their project, The Library of Nonhuman Books
(2019–), and implementing a fully automated book ordering
process, where new book iterations are first generated and up‐
loaded to the platform at the click of a button, and then copies are
ordered, paid for, printed, and shipped — all without any human
intervention.

New Intermediaries instead of Self-Publishing

It is important to them that orders are placed through their own
publishing website and not Blurb’s or Lulu’s online store, because
they wish to remain platform-agnostic and to reserve the option
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to change platforms if necessary. They have learned the lesson
that although POD expands the “horizons of the publishable,”29 it
also entails new limitations and dependencies. The emancipation
om the traditional publishing industry and its gatekeeping
mechanisms is only one side of the coin. Aer all, the system of
mediation does not simply disappear. Instead, new intermediaries
emerge in the form of POD platforms and a self-publishing in‐
dustry that are nothing more than “refashioned gatekeeping.”
Strictly speaking, therefore, it is misleading to speak of “disinter‐
mediation” or “self ”-publishing: “the word self masks the exten‐
sively collaborative process of self-publishing” and its inevitable
interconnectedness with providers and inastructures under plat‐
form capitalism.30

At the Risk of Deplatforming

It is also well known by now that platforms are not neutral service
providers, but are themselves political actors that create realities.
They use their terms and conditions and their absolute authority with-
in their own domain to dictate what users can do and the rules they
must follow. These terms and conditions have been cited in several
cases as the basis for blocking or deleting books or accounts (see
fig. 5).31

Fig. 5 : Notification from Lulu’s Questionable Content Team, March 24, 2014.

What makes the situation even more complicated and opaque is
the fact that the platform’s partner printers also have the right to
refuse to execute certain orders.32 The worst-case scenario is when
a user’s entire account is blocked because of a single book as happ‑
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ened to Danny Snelson. With this deplatforming, all the books
that students have created in his seminars over ten years have been
lost. Artists have rarely succeeded in convincing the Questionable
Content Team that the allegation was baseless and reinstating
their account, as in the case documented here (fig. 6).

Fig. 6: Email correspondence between Lulu’s Questionable Content Team and an artist rep-
resented in apod.li from August 2021 (personal details redacted).

Volatility and Vulnerability

Users are also completely at the mercy of sometimes drastic
changes to the platform structures and features. In 2009, paula
roush experienced how users can lose control of their carefully
maintained profiles when Lulu suddenly removed the
Community Blogs feature, which was originally intended to sup‐
port social networking by users and the formation of a Lulu com‐
munity (see fig. 7). All the material posted there was ruthlessly
deleted with only a few days’ notice (see fig. 8). roush, a pioneer in
the use of POD for teaching, lost two years of coursework pro‐
duced with her students using Lulu blogs.
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Fig.7: Lulu’s former community features. Screenshot.

Fig. 8: Lulu’s notification about the removal of community blogs, January 27, 2009 [personal
details redacted].

Troll Thread also faced a rude awakening when they were taken
unawares by an extensive relaunch of the Lulu online store in
2020 that defeated their sophisticated parasitic strategy at one
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stroke. Not only were all publications given new links, with nu‐
merous publications and accounts deactivated, but the preview
function was also deleted — and with it the basis of Troll Thread’s
hack, once again revealing the POD platforms as an embattled
territory, where artistic imagination and use push up against tech‐
no-economic optimization and regulation.

Sustainability and Resilience

In the end, POD has proved to be an astonishingly precarious genre,
despite unlimited print runs and enduring availability being tout‐
ed as selling points of the POD publishing model. A considerable
number of titles (not limited to the apod.li collection) are now no
longer accessible, whether due to acts of censorship, alleged copy‐
right iningement, economic considerations, changes in formats,
materials, or design features, price increases, or even the closure
of POD platforms. With this in mind, one has to agree with
Silvio Lorusso, who identifies volatility as a pressing issue for ex‐
panded publishing and concludes: “So the point is, how to make a
long lasting publication? […] the question of sustainability […] is
the part where that requires more experimentation, more than
coming up with a new file format.”33 But perhaps its temporary
nature is the very essence of experimental publishing?
Institutionalizing and perpetuating the experiment is, aer all,
ruled out by definition. From the artist’s point of view, then, what
is needed above all is a certain tenacity and versatility, as practiced
by Joey Yearous-Algozin: “to put it bluntly: these things work for
now and once they stop working, we’ll find something else.”34

The Library of Artistic Print on Demand (hereaer apod.li) contains a selection of 244 ۺ
outstanding POD publications, representing a vibrant experimental field of post-digi‐
tal book culture that emerged with the establishment of POD platforms around 200۾
The collection is held by the Bavarian State Library Munich and documented in a web
archive: ://.. A comprehensive catalogue, edited by Annette Gilbert and
Andreas Bülhoff, will be published by Spector Books. This text is based on the intro‐
duction there. 

-Emilie Mathieu and Juliette Patissier, Eǌeux & développements de l’impression à la de ۻ
mande (Paris: Editions du Cercle de la Librairie, 2016), 21 and 2ۻ 
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By Jordi Viader Guerrero

We started   * in early 2022 when the Netherlands was
still under partial lockdowns. A time when we were subjected to an
acceleration and intensification of the ongoing platformization of so-
cial relations. Closed off in our private spaces, we collectively
reached out to the cameras and screens attached to our devices for
years already to do all sorts of things online: teaching, learning,
chatting, drinking, partying, gaming, or simply hanging out. It is
interesting to see this moment in retrospect as an intensification
rather than the so-called “revolution” of social media and the
smartphone om a decade earlier. The visible banners of this mo-
ment were not shiny and new hardware and software that would up-
end all social relations as we know them. Instead, they were the admit-
tedly boring and serious Zoom, Google Meet, Microsoft Teams,
Discord, and Jitsi that didn’t promise us a new world but simply to
continue with our everyday and boring lives and be able to see each
other while avoiding physical proximity.

By the time the lockdowns were enforced, we had already been
putting ourselves in ont of cameras to upload images to the in‐
ternet for years (selfie stick fever had come and gone), but they
managed to rearrange so many different social contexts, om aca‐
demic and cultural to business and entrainment, as this specific
screen-camera-networked inastructure setup. Suddenly, the
platformized internet was not a place where we would deliberately
post stuff on (like Luther on the church’s door or an influencer

://
./

*THE VOID is a research
project on tactical video and
an audiovisual publishing

venue for practice-based re‐
search at the Institute of

Network Cultures. This arti‐
cle was written specifically for

this publication by Jordi
Viader Guerrero, researcher
and member of THE VOID.
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on Instagram’s algorithmic feed) but a collection of channels
where we had to stream our lives away just to participate in
society.

Three years later, while we might not be confined to our
homes anymore, video streaming practices have successfully infiltrated
academic and artistic research publishing. This mostly happens in
unassuming ways — yet another online speaker series, another
webinar, a publication launch, a lecture performance, or just a
regular internal meeting — hybrid setups have become an expect‐
ed, although downplayed, element of the publishing workflow.
On one hand, this entails the repurposing of devices and practices of
video production, once relegated to the highly professionalized indus-
tries of film and TV, later amateurishly adopted by video game
streaming, video blogging, and video essay online niches, for the broad-
er culture and educational sector. On the other hand, creates the ex-
pectation for both “creative”, “immaterial” workers and traditional
publishers to become a new sort of (un)professional AV technicians and
producers.

This uncomfortable expectations shi is more oen than not
manifested in the seemingly compulsory yet awkward trou‐
bleshooting minutes preambling cultural and academic events
(how come the projector never works?), our over-reliance on big
tech’s software and hosting solutions (the other virus was Microsoft
Teams), and the unappealing look and sound, to say the least, of hy-
brid events as aesthetic products (so much money was poured in the
pre-2008 EU and elsewhere for building astonishing white cubes
to end up “housing” culture on the Zoom interface).

Moreover, the video-fication of academic and artistic research
has effectively multiplied the moments of contact with the public
while simultaneously decreasing their finality and their stakes.
Making and publishing a video does not necessarily culminate a
process, but every part of the process, no matter how inconse‐
quential, is now potentially subject to becoming video and, there‐
fore, public. A gesture that, let’s not forget, is that of early post-inter-
net artists on YouTube (think Petra Cortright) as well as vloggers,
video game streamers on Twitch (our unsung inspiration), sex cam-
mers, religious mass broadcasting, and, of course, reality TV. Online
video is everywhere yet remains invisible as a transparent, priva‐
tized inastructure-as-a-service we see through, rather than a
technical medium we work with to develop and publish our re‐
search practice.

alternative publishing practices

traditional publishing practices

conditions of work

digital objects

social media
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A great deal of the research we do at THE VOID is about em-
bracing our newfound roles as AV technicians. This has allowed us to
learn that working with “content”, with “ideas” or “theories” en‐
tails working with moving images–at the very least with images of
ourselves or of a guest speaking, but most probably also with
memes, all sort of internet found footage, soware interfaces, and
produced video content such as video essays or performances.
Crucially, working with images also means working with hard‐
ware: with cables, monitors, cameras, video switchers, green
screens, routers, lights, cloud storage, mixers, and a long etc. If
moving the conversation away om content towards publishing is
an acknowledgment of the material and social conditions of the
production and distribution of the former, what THE VOID is
then trying to advocate for is an expansion of the tools and social dy-
namics of print and online publishing to include those of video
production.

The practices and tools we utilize to engage with video pro‐
duction have gradually changed in the past three years. The first
episodes of THE VOID are   where the speakers
are overlaid on top of a keyed background, mostly showing con‐
tent addressed during the conversation, along with popping visu‐
als. A useful format for long-form conversations that was already
prevalent on YouTube and has become increasingly important on
the current political media landscape. At the time, our interest
was simply to produce a video analogue of the mostly written con‐
tent on our research blog (INC) by adding visual depth and inter‐
est to podcast production. An INC TV that would produce out‐
comes somewhere in between video podcasts and video essays.

Fig. 1: THE VOID 04 | Memorable Websites

However, aer our participation in the   
     in July 2023, we started to
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shi our focus towards streaming hybrid events. This event
marked the realization of several key aspects that would determine
our practice going forward. To begin with, it became clear to us
that figuring out how to make the green screen studio setup mo‐
bile and adaptable to different spaces was a fundamental part of
what we are doing. The studio was not a backdrop to take for
granted, but something akin to an installation piece. The equip-
ment — cameras, monitors, switcher, mixer, cables — but also our-
selves, were not to be hidden but part of this installation at the center of
a live event.

Fig. 2/3: Internet Cafe Exhibition organized by the Salwa Foundation

Liveness was also a fundamental shi: the video podcast workflow
followed the clear production division between pre-production,
production, post-production, and distribution. * Video and netw‑

alternative publishing practices

*It’s interesting to think
about how podcasts were

originally Apple’s solution to
the iPod’s lack of AM/FM re‐

ceiver. A device that con‐
ceived audio as question of
storage and compression

rather than one of broadcast‐
ing and reception changed

the production and distribu‐
tion practices of spoken pub‐
lications and, therefore, the
way they engage with their

audiences.
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ork technologies, that is, cameras, video editing software, and online
distribution platforms, were deployed to create a boundary between
a production moment, which could be controlled and curated, and
a distribution one to an unseen and mostly anonymous audience.
The video camera, a recording device, was used to unbind perfor‐
mance om reception to produce a standardized finished product:
a publication. To put it differently, the camera, or more broadly,
the video-making apparatus, was used as a technique to avoid live‐
ness or the temporal coincidence between performance and recep‐
tion. This also implies that the studio, the space of shooting, is
fixed and most probably closed off to external influence. So, when
THE VOID went live, it entailed a reconsideration of the studio,
but also cameras, cables, and mixers. Broadly speaking, it trig‐
gered a rearrangement of our production workflows and our rela‐
tionship to our audience.

Notably, editing and distribution collapsed onto a single pro‐
duction moment: we don’t have to edit/process the camera’s out‐
put and then upload it to a server anymore, but the camera, like
those integrated in our many portable devices, is always already
connected to the internet streaming whatever images come out
om it. This not only reduces overall production time, but embeds
post-production — cutting and assembling footage as well as keying
the green screen — into the live performance. This requires our live
events to be conceived and organized in such a way as to create the
type of multi-layered images we were producing for the podcast-
like episodes. These are thus comprised of different short presen‐
tations, music or art performances, dialogues, or screenings, in
which the activities of searching for, selecting, and displaying on‐
line images on the green screen become central. What our guests
are prompted to do is to use the tools and visual language of desk-
top web-surfing and gameplay commentary streaming in ont of a
live audience, producing a hybrid outcome, both a performance
and a video.

At the hardware level, going live de-centers the camera as a
recording device, in favor of the video switcher (a Blackmagic
ATEM Mini Pro/Extreme) as a compositional one. With this de‐
vice, it is possible to live edit, that is, to select and switch images,
or a combination of images, to display both to the in-person and
online audience. A shi that is reflected in our operational dia‐
grams and that fundamentally reames our practice less as the
capturing of footage and more as the visual reorganizing and live
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publishing of existing research, where the camera is just another
source of visual input at the same level as the laptop.

Fig. 4: Operational diagram of the VOID setup

This change became evident to us only recently when producing
two live video essays with    and 
 for Aksioma’s     in
February 202۾ While we had been hosting live events already for
a year and a half, the workflow for these two productions was fo‐
cused on tightly collaborating with the researchers before the
event to search, select, and think through the connections be‐
tween their theoretical positions and specific online images. Both
Lesia and Donatella had published texts with INC before on on‐
line visual cultures and warfare, the production of these video es‐
says was then an opportunity to expand on their written work
through a process of visual research and produce an equally visual
outcome. Although, in contrast to a regular video essay, this out‐
come is meant to be performed in ont of a live audience, which
requires the development of visual narrative techniques with com‐
puter interfaces that can be reproduced live, but also enables the
production of a curated moment of collective reception similar to
a film screening or a theater play.

HTTPS://NETWORKCULTURES
.ORG/VOID/2025/04/10/ASK
‑ME‑FOR‑THOSE‑UNBORN

‑PROMISES‑THAT‑MAY‑SEEM
‑UNLIKELY‑TO‑HAPPEN‑IN
‑THE‑NATURAL‑LIVE‑VIDEO

‑ESSAY/

HTTPS://NETWORKCULTURES
.ORG/VOID/2025/04/04/THE

‑LURE‑OF‑WAR‑LESIA
‑KULCHYNSKA‑LIVE‑VIDEO
‑ESSAY‑EXPANDED‑TEXT/

HTTPS://AKSIOMA.ORG/AYASU/

https://networkcultures.org/void/2025/04/10/ask-me-for-those-unborn-promises-that-may-seem-unlikely-to-happen-in-the-natural-live-video-essay/
https://networkcultures.org/void/2025/04/04/the-lure-of-war-lesia-kulchynska-live-video-essay-expanded-text/
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Fig. 5: Lesia Kulchynska’s live video essay at Aksioma’s Tactics and Practice conference “Are
you a Software Update?”

On another note, going through the visual research process made us
keenly aware of the contexts of circulation (closed Telegram chan‐
nels, YouTube and Twitch feeds, questionable institutional web‐
sites, etc.) in which these images operate. These contexts are pub‐
lishing practices not that different om ours, congregating com‐
munities around visual distribution and, relevantly, inducing be‐
haviors and expectations with political implications. Producing
visual outcomes om visual research is therefore not an innocent
act of distant observation, but a tactical recirculation of visual pro-
duction. To put it differently, it is the re-embedding of images im‐
plicated in operations of violence into cultural production.

The simultaneous production of an online video and a live
event brings to the foreont the issue of space: public events can‐
not be held at small, windowless studios. In a city like
Amsterdam, where real estate is a luxury we can barely afford, we
can only produce events in either borrowed spaces, such as the
Amsterdam University of Applied Science’s student recording
studio, or cheaply rented ones, like the Ventilator Cinema in the
formerly squatted, self-managed social center 301. Once again,
this requires a mobile setup adaptable to the circumstances of
each space and the energy and labor time to build and unbuild a
fairly complex technical arrangement, but it has the benefit of al‐
lowing us to harness a space’s community, networks, and
facilities.
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Fig. 6: THE VOID at Expanded Publishing Fest in January 2024 in OT301’s Ventilator
Cinema

For example, in the context of this book’s research project, .expub,
we produced three events at the Ventilator Cinema, a small-sized
screening room with a capacity of about 50 people in what used to
be the Netherlands Film Academy. This space not only allows us
to produce mid-sized events, but it is an interesting case of repur‐
posing old cinematic inastructure for new media practices.
Additionally, OT301 is a formerly squatted social center with a
well-known history and community in the Amsterdam alternative
scene. This summoning power, plus the simultaneous organizing
of micro-book fairs in the bar next to the screening room, and
club nights in a large area downstairs once the stream was over,
were fundamental for the events’ attendance success. Experiencing
the screening room packed to the brim also gives these events a
sense of purpose: producing and publishing audiovisual research is a
way of partaking and reshaping an already existing community with
cultural and political objectives. We had similar experiences dur‐
ing our collaborations with Nero Editions and Aksioma while
producing events addressed to Rome’s and ǈubǉana’s alternative
scenes.

community
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Fig.7: THE VOID at Ammasso event in Rome organized by Nero Editions.

Perhaps what is suggested by the expansion of publishing prac‐
tices, to include online video production and distribution, is to
start considering oen behind-the-scenes engagements with me‐
dia as opportunities for community making and engagement. In
short, making public the production process. But if we take this
mantra seriously, it creates several unresolved challenges for THE
VOID. The most relevant for us at the moment is that of online
hosting and distribution inastructure. We have slowly migrated
om Twitch to  as our primary streaming platform, most‐
ly thanks to our collaboration with  , a member of the
  (SAN) we are also part of, and who had an
instance running on university servers. SAN is a collective strategy
to distribute know-how, labor, and infrastructure, hopefully to be
able to sustain these sorts of streaming/video publishing practices
in the long term and position them as an alternative governance
and ownership logic for online publishing, opposed to that of cor‐
porate social media.

Even though we recently started experimenting on our own
 , yet, we still rely on Vimeo and SoundCloud
when it comes to long-term audio and video archiving. So, 
   -   ‐
 , if we also consider hosting and digital infrastruc-
tures in general a moment of community organizing rather than
merely commoditized services, we need to    ‐
       . Scale is
understood in two senses: the number of people our events can
reach at a distance and the technical inastructure needed to do
that, as well as the scale in terms of the amount of information
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(bytes and pixels) to be stored somewhere and managed by some‐
one. Online video is second only to AI when it comes to informa‐
tional intensity. So, to have a minimum of control over the in‐
astructure to store so much information, we either need to start
questioning video as our main medium or collaborate with trusted
partners who already have the hardware and expertise to host this
kind of production. Most probably, we should do both. That is,
we need to think tactically and critically about our tools (radio is
never out of the question) and our content. What we stream, what
we store, and what we publish are strictly connected to our ina‐
structural dependencies. Therefore, it is crucial to consider these
dependencies in the same way we consider our audiences, namely
as a form of community organizing.
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Ulisse Aldrovandi, Chimera, Monstrorum Historia (Bologna, 1642).

In 2022, I coedited the book Chimeras: Inventory of Synthetic
Cognition, an AI glossary for which 150 international contributors
were asked to provide a short article or an artwork. * In Greek
mythology, among the female deities embodying terriing pow‐
ers such as Eris, Hecate, Scylla, Medusa, the Erinyes, and Lamia,
is Chimera, a demigoddess associated with fear. Chimeras are of‐
ten depicted as composite creatures made up of different animal
parts, such as a lion’s head that breathes fire, a tail that ends in a
serpent’s head, or a goat’s body with dragon wings. A chimera is

traditional publishing practices
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the prototypical synthetic being created by combining different
parts, each maintaining some degree of autonomy. The term
“chimera” is also used metaphorically to describe anything that is
made up of diverse elements, or that is viewed as unconventional,
fantastical, implausible, or strikingly imaginative. In genetics,
“chimerism” refers to an organism that is a hybrid, composed of
cells with different genotypes, occurring, for instance, when two
distinct embryos merge, each contributing its own set of DNA to
form a single entity.

The purpose of the Chimeras book was to shi the conversa‐
tion about AI away om a purely technical narrative to a broader
discussion about the technology’s impact and potential. It aimed
to foster an environment where alternative viewpoints could
thrive, challenging the notion that computer science holds all the
answers regarding AI’s influence and possibilities. The figure of
the chimera was particularly evocative in that context; chimeras
have oen been used to address cultural anxieties or to symbolize
the integration (or lack thereof ) of cultural and natural elements,
reflecting how societies understand complex interdependencies.
By employing various partial approaches and divergent disciplinary
perspectives, the aim of Chimeras was to approach its subject indirectly
— not to reduce it to its most essential, familiar, or structural compo-
nents, but instead to complexify it. The interdependencies in that con-
text were reflected in the interdisciplinary nature of the book, which
embodied a diverse range of epistemic perspectives that are less repre-
sented in the general discourse about AI, including interspecies, crip,
monstrous, distributed, and decolonial approaches, among others.

Chimeras was a statement, and an experiment in distributed cog-
nition. Cognition is a networked activity, referring to the extensive ca-
pacity of living organisms to control and organize their internal struc-
ture while establishing their limits. Chimeric cognition, as the book
imagined it, is accomplished through a sophisticated interaction
of semi-independent parts — the chimera’s limbs and heads —
that function beyond the usual ameworks of traditional ad‐
vanced thought processes, without aiming for complete integra‐
tion in a cohesive whole. The composite nature of chimeras and
their capacity to navigate between different realms and symbolic
domains, such as life and death, earth and sky, of the familiar and
the monstrous, did not merely provide a convenient metaphor,
but also a model for hybridity reflecting the distributed qualities
and the amalgamation of various independent traits. Chimeras ac-
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lex topic. As one of the book’s contributors, the philosopher Anne-
Françoise Schmid suggested that a model of collaborative in-
terdisciplinary research is particularly fitting in the context of complex
systems where multiple prismatic perspectives are needed to account for
a research object composed of different models, incompatible scales, and
heterogeneous objects. Chimeras didn’t attempt to foster a common
language in order to bridge the gap between different regimes of knowl-
edge production, but aimed instead to make of this gap the very same
condition of working across disciplines.The book was shaped sponta-
neously from multiple short-form contributions and artworks — the
independent but interrelated components and processes—in a relative-
ly asynchronous and decentralized way, which in other media expres-
sions would have made the process either too expensive, too slow, or ex-
tremely dependent on institutional support to initiate.

While the content and ideas presented in the book were signifi‐
cant, Chimeras was also a reflection on its context, understood both as
an epistemic concept — it created a space for an imaginary, decentral-
ized community through the coalescing of independent contributions in
a larger project — and a commercial reality — the book’s radical ab-
sence from the market and the difficulty of placing it properly within
existing publishing and distribution channels. Chimeras transcended
its role as a mere vessel of knowledge, morphing into an operational
model for working together. Herein lies the radical, transformative
power of books — not in the words inscribed and the physical forms
and materials of the book, and certainly not in the failing fragile mar-
kets they so strongly rely on, but in the relationships and context that
books deftly orchestrate.

The same year as the publication of Chimeras, a Creative
Europe consortium — consisting of the contemporary art center
 in ǈubǉana, the     in
Amsterdam, the publisher  in Rome, and  , a
Brussels-based media research think tank—initiated a project on
expanded publishing and alternative models for publishing. 
  research project aimed to reflect on the
main challenges that are prominent in the multilingual European
publishing world. Primarily, conventional publishing seemed to
us increasingly limited in accommodating new forms of knowl‐
edge; collaborative works such as Aksioma’s *(),
time-based participatory practices, or long-term and durational
creative projects cannot easily be contained in rigid traditional
formats. Moreover, the timescale of conventional publishing is
misaligned with the demands of projects that necessitate faster

sustainability of workflows

conditions of work

alternative publishing practices

business models

://./
://

./

://.‐
./

://.‐
.///

://
.//

*://./‐
//

https://etherport.org/publications/inc/expub_Expert_Session/labels/community.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/community.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/community.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/community.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/community.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/community.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/community.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/community.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/sustainability-of-workflows.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/sustainability-of-workflows.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/sustainability-of-workflows.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/sustainability-of-workflows.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/sustainability-of-workflows.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/sustainability-of-workflows.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/conditions-of-work.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/conditions-of-work.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/conditions-of-work.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/conditions-of-work.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/conditions-of-work.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/conditions-of-work.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/conditions-of-work.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/conditions-of-work.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/conditions-of-work.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/conditions-of-work.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/alternative-publishing-practices.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/alternative-publishing-practices.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/alternative-publishing-practices.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/alternative-publishing-practices.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/alternative-publishing-practices.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/alternative-publishing-practices.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/alternative-publishing-practices.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/alternative-publishing-practices.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/alternative-publishing-practices.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/alternative-publishing-practices.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/alternative-publishing-practices.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/business-models.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/business-models.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/business-models.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/business-models.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/business-models.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/business-models.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/business-models.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/business-models.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/business-models.html
https://aksioma.org/
https://networkcultures.org/
https://www.neroeditions.com/
https://www.echochamber.be/en/about/
https://networkcultures.org/expub/
https://networkcultures.org/expub/
https://etherport.org/publications/inc/expub_Expert_Session/*https://aksioma.org/reprogramming/about/


66 ILAN MANOUACH

production pipelines — an urgency vividly examined in INC’s
HERE AND NOW? EXPLORATIONS IN URGENT PUBLISHING. Additionally,
small, specialized publishers in Europe, which are also the most im-
pactful, face difficulties in sustainably engaging and reaching their au-
diences; their current experimental approaches are isolated, and the
often innovative technological tools and distribution methods publish-
ers implement are neither shared nor replicated by their peers, prevent-
ing them from having broader, lasting impact.

Throughout its two years of existence, the Expanded Publishing
Consortium has proposed to explore a few key actions to address these
challenges. The project explored the development of different publishing
formats that can be carefully designed to complement and expand a
book’s thematic focus, incorporating feedback from audiences and peers
to enhance and sustain its impact. The project aimed to build context
around individual publications, organizing, for example, DJ parties,
live streams, and interview sessions with publishing experts and invited
guests — as done by NERO for its multi-format  events,
and by INC for its   experimental broadcasts — as way to
provide an additional layer to a book’s content. Additionally, the
consortium has been working towards establishing an expanded pub-
lishing toolkit that offers a scalable, adaptable, and replicable opera-
tional model across the publishing industry. The toolkit seeks to pro-
mote more inclusive knowledge-sharing within the publishing commu-
nity, focusing on tools and practices that can continuously scale
through a larger consortium. The toolkit is produced using alternative
tools such as Reduct, a video-editing tool that allows collaborative
work with AI-powered transcription, and Etherpad, an open-source
tool that enables real-time collaborative text editing with version con-
trol, similar to GitHub, and supports multi-output functionalities
from the same initial document, both materializing as a website and a
ready-to-print PDF. The toolkit is published with versioning in
mind; instead of culminating in a single publication moment at
the end of the process, Etherpad allows multiple publication mo-
ments throughout the process (e.g., raw transcription, commented ver-
sion, responses, etc.), accommodating different temporal scales in the
publication pipeline.

And yet, open-source tools address only part of the problem.
The Expanded Publishing Consortium project aspires to explore
how books can also reshape the ways cultural stakeholders can
work together. What was in Chimeras an experiment in dis‐
tributed cognition can, in the context of Expanded Publishing, be
scaled one level up. Unlike a network consisting only of artists and
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authors from different areas of research and expertise, the Expanded
Publishing project involves federated stakeholders with different profes-
sional capacities in book publishing: small presses, reading communi-
ties, and self-publishing initiatives, but also contemporary art centers,
nonprofit organizations, research institutes, and university depart-
ments that use the book format to disseminate their work, consolidate
their audiences, and maintain an institutional memory of their
activities.

According to Florian Cramer and Roscam Abbing’s discussion
on the federated social media platform Mastodon, a federation,
much like a chimera, “allows diverse entities to preserve some in‐
ternal rules while still being able to communicate with each
other.” * With Laurent de Sutter, writer and editor at Presses
Universitaires de France, we had the opportunity to work together
on a confederation plan for European cultural operators that
could address the acute asymmetry in cultural funding across
European countries and the agmentation of different language
markets and audiences. In Belgium, for instance, publishers and oth-
er book professionals are often subsidized as part of a cultural policy
that supports the ongoing professionalization of cultural workers.
However, this is not the case in Italy or Greece. For smaller presses,
whose business model typically involves print runs of only a few hun-
dred copies, offset printing — a technology reliant on economies of
scale — makes the production of books prohibitively expensive. This of-
ten results in small print runs with low profit margins and high break-
even points, making them either outright unaffordable or forcing the
publisher to rely on print-on-demand services, staple-bound Xerox
zines, or risograph printing. These alternatives, however, come with
their own challenges, such as restricted print quantities and difficulties
in securing widespread distribution. All of this makes it a challenge for
small presses and young publishing workers (such as comics artists) to
professionalize. A model of federalized publishing would allow smaller
presses to collaborate and produce books that may be financially unvi-
able to produce alone.

Considering book production in a federated mode is an ap‐
proach that writers such as Geert Lovink, Florian Cramer, and
Silvio Lorusso, among many others, have been exploring for some
time. In comics, federalized publishing is a concrete reality. Many
of my own conceptual comic books, as well as  ’
work and that of others, are published simultaneously by several pub-
lishers across Europe. This allows publishing shareholders to benefit
from government support from countries they don’t have access to it,
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such as Belgium’s FWB or France’s CNL. When publishing my
comic books, each publisher functions like a shareholder.
Publishers pre-purchase only the number of copies they can distribute
within their respective territories. This model presents the advantage of
sharing investment and risk among stakeholders with different budgets
and audience sizes. By pooling resources, every publisher invests based
on its capacity, its risk tolerance, and its expected return, not because
of economic demands that are hardwired into the technical processes of
offset reproduction.

A federated model of publishing also has the benefit of es‐
chewing the myth of a mandatory, yet oen rare, alignment
among the network’s various stakeholders. The federation’s stake-
holders do not have to strive at all costs to align with one another or to
transfer expertise from one domain to another. Instead, as Schmid
suggests in her discussion on interdisciplinarity, they should focus on
building iterations. Referring to complex modelization processes and
the expansion and development of computer technologies and simula-
tion programs, the term “iteration” refers to the repeated application of
a process or procedure to achieve a desired outcome or refinement over
time. Each iteration represents a cycle of development, learning, and
adjustment, contributing to ongoing improvement or the realization of
a goal, emphasizing the idea of persistence through continuous effort,
revision, and adaptation. Following Schmid’s epistemology of mod-
elization, models have the capacity to mediate between different on-
tologies and are necessary buffer zones between theory and experience,
or between experience and fact. A federation of publishers operating on
different scales and with different capacities would allow for new car-
tographies of knowledge where non-overlapping disciplinary frag-
ments, hypotheses, and other research ingredients from different disci-
plines could be put into play in a rich cognitive setting. By establishing
a relative disciplinary cohabitation, a federation of publishers would be
positioned to address fragments and bodies of knowledge in a horizon-
tal fashion, while remaining totally independent from the formation
and the institution of these very same disciplines.

For publishing projects where publishers want to keep a rela‐
tive independence in the production process, i.e., maintain their
own design and reproduction pipeline, a federated network can be
operational at a higher level in the conceptualization of a publish‐
ing project. Federated publishing, involving stakeholders from various
countries and languages, could address a significant shift in the trans-
lation market; in the humanities, the emerging value of having one’s
book translated into multiple languages represents a notable change in
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market dynamics. For many acclaimed writers and authors, reach‐
ing broad, multilingual audiences increasingly offers more cultur‐
al significance and prestige than simply releasing another book on
a university press, and in English. With the saturation of English-
language publications, the true scarcity now lies in the ability to
connect with diverse linguistic communities globally. This new
emphasis on multilingual reach highlights the importance of cul‐
tural resonance. Embracing a federalized model consisting of cul‐
tural operators situated in different language markets allows pub‐
lishers greater leverage to collectively access writers they would
hardly be able to approach alone. It also allows them to dissemi‐
nate their work across different regions, reinforcing the demand
for unique, localized content that resonates deeply with readers in
a multitude of cultural settings.

Two years later, the book Chimeras, much like the genetic out‐
lier of its title, never quite saw the light of day in the usual sense.
It never hit bookstores; it certainly skipped the fanfare of a grand
launch and dodged any hint of the promotion so necessary for the
life of a book. Chimeras wasn’t even granted a lowly mention in the
newsletter of its supporting organization (the Onassis Foundation),
despite having a corporate media powerhouse supposedly at its beck
and call. Instead, the book found its true calling as a corporate gift,
quietly nestled away like a tiny embarrassing secret, never quite escap-
ing the cozy confines of the organization’s storage facility. While it did
wonders for tarnishing the editors’ reputations and casting doubt
on how seriously a large organization regards the community of
artists and researchers who contribute to it, the book stood as a
bold — albeit flawed — experiment in alternative publishing.
Books like Chimeras — and there are many such examples —
showcase the benefits of collaborative publishing but also provide
a practical template for a federalized model in a highly asymmetri‐
cal landscape of national contexts and cultural policies. As the
publishing landscape continues to shi, these collaborative, feder‐
alized practices offer a promising path for innovative, scalable, and
community-driven publishing.

See also Laurent de Sutter and Ilan Manouach’s FEDERATED PUBLISHING PROPOSAL

This article was originally published on e-flux Notes, February 7, 2025: HTTPS://WWW.E-
FLUX.COM/NOTES/653923/FEDERATING-PUBLISHERS-FROM-CONCEPTUAL-COMICS-TO-A-CREATIVE-
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Originally published as a standalone publication, this section fea‐
tures a series of interviews conducted by the .xpub consortium
(Lorenzo Micheli Gigotti, Marcela Okretič, Janez Fakin Janša,
Ilan Manouach, Tommaso Campagna, Marta Ceccarelli, and
Carolina Valente Pinto) at Nero Editions in Rome between July
‐It now serves as an archive and repository of these col ۽202 ,4–2
lective reflections.

Conversations on Expanded Publishing brings together a se‐
lection of practitioners we relate to, align with, and admire:
Clusterduck, Lorusso, Thomas Spies, Irene de Craen, Geoff Cox,
Gĳs de Heĳ, Yancey Strickler, Kenneth Goldsmith, and Dušan
Barok.

The conversations are structured around four key concepts:
Why: Politics of Publishing.

Here we explored some theoretical underpinnings of publishing
practices, exploring the values, missions, and motivations that
drive participants’ work.

How: Infrastructures of Publishing.

We discussed the practical aspects of publishing, om the tools
and workflows used in content creation to the revenue models
supporting sustainable practices, highlighting the importance of
innovation in editorial processes and distribution channels, as well
as the challenges of funding both print and digital publishing
ventures.
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Who: Community of Publishing.

The focus here was on the role of community, exploring how
publishers engage with their readers and collaborators, and how
building strong communities can create social capital.

What: Future of Publishing.

The final discussion centered on the trajectory of publishing, ad‐
dressing urgent issues such as the need for more inclusive and in‐
novative models, speculating on how publishing might evolve in
the coming years, including the possibilities for new tools, medi‐
ums, and audience engagement strategies.

What is the future of writing, reading, and publishing? What
lies ahead for expanded publishing as a practice?

Certain key issues emerged with dual perspectives, the binary that
is oen maintained between “alternative” and “traditional” pub‐
lishing practices, which runs parallel to the dichotomous distinc‐
tion between printed and digital objects. Despite technological
promises of a richer hybrid mediaverse, the book as a stable con‐
tainer for knowledge shows no signs of becoming obsolete. How
should we reinvent this container along the ridgelines of techno‐
logical innovations in publishing? The question of dissemination
also surfaced equently, examining what shapes publishing can
take when pushed through the limited communication pathways
offered by social media platforms. How can co-publishing, co-re‐
leasing, and other community-first approaches be refitted to the
current landscape of writing, distributing and promoting expand‐
ed publishing objects?

What appeared to concern experts across the spectrum of pub‐
lishing were its politics, particularly the role of emotional labor in
a field which is underpinned by independent and passion-led
projects. Current business models may negatively impact working
conditions within an industry that, discursively, oen positions
itself as ethically conscious. How can governance and ownership
structures be reimagined to ensure more sustainable publishing
workflows?

The conversations served not as answers, but as a way to un‐
derstand the questions which continue to shape the discourse:
What is the future of writing, reading, publishing? What lies
ahead for expanded publishing as a practice?
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2 July 2024, 10:30 AM

SILVIA 00:56 Hello, we are Clusterduck. Actually, here we are with
the three of us, while usually there are five co-founding members.
I’m Silvia del Dosso. Then there is Aria Mag and Noel David
Nicolaus. While Franziska Von Guten and Tommaso Cappelletti
unfortunately, couldn’t be here with us. Clusterduck is a collective
founded in 2016 with the aim to unravel the mess of the social
media and the internet. The goal was to do that together. What
we did in the past year has been to connect our knowledge in
terms of design, transmedia, new media studies and all the re‐
search that we do in the many bubbles of the social web to create
installations, curate exhibitions or create participative operations.
In a sense, we are experimenting with many mediums in the at‐
tempt to create something which is participative and which can
help the discourse go on and maybe clari something more about
the cluster fuck which we are in.

ARIA 03:02 We mainly focus on URL processes, and on the gap
that characterizes different communities that are online and off‐
line. We perform cross-media research and practices through par‐
ticipative experiments.
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CAROLINA 04:17 To start, we wanted to first go into what we call
the Politics of Publishing, or the missions and goals that motivat‐
ed you to start Clusterduck. Could you elaborate on why do you
operate in the way you operate? How is the collective shaped? Do
you have a core mission, and goals that guide you through the dif‐
ferent work across all the mediums that you just explained?

NOEL 05:08 One of our main topics is memes, and memetics in
general. This also points to the red thread that goes through our
work in other topics that we have been investigating, how narra‐
tives impact our reality. When we started getting into memes,
around 2016, we realized that these complex narratives that devel‐
op on the internet might seem innocent at first sight, or even iv‐
olous, or superficial, actually have a deep impact on our reality on
a political level, and on the way people perceive reality, the way
they interact with reality. Our work aims to raise awareness about
this.

06:23 Back in 2016 when we started, the priority was to show
that memes mattered. It was not just something ivolous that
you would share with your co-workers that wouldn’t have any
consequences. Nowadays, in 2024, it’s not necessary to explain
this as it was eight years ago. The awareness about this has risen
significantly. But what still lacks is the awareness that all the
problems we are facing as a society can be solved on a practical
level. Why are we not able to solve them? That’s because the over-
arching stories that shape our societies are much more difficult to
adapt than laws or politics. And that’s what gives the whole situa‐
tion in which we are this inertia. That’s why it’s so difficult to
steer away om the catastrophe that we see unfolding around us.
When it comes to the collective narratives that give meaning to
our lives, most people are not aware that they can be changed.
They are seen as facts.
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07:48 They are seen as things that cannot be changed. They are
just there, like laws of nature. I don’t know if I steered away om
the original question, but that’s an important part of our work.
And one part that drives us to try to interact with different medi‐
ums. Whether it’s real-life situations, on-the-street demonstra‐
tions or traditional media like printed media or digital media, they
all have a role in defining these narratives. That’s why we try not
to concentrate just on one strategy because we think that’s not
enough. What’s needed is a broad approach.

CAROLINA 08:40 Everything that you described, om raising
awareness to putting things out there in the public space can be
understood as publishing practices, or gestures of making things
public. What are some of the references, people that inspire you?

ARIA 09:14 We all come om different backgrounds and com‐
munities on the internet. During the late 90s and early 2000s we
were all doing different things, on different platforms, navigating
different communities.

09:56 I feel a strong bond with the NetArt community, so all the
work that was in the scene of the early 2000s in Italy (where we
are based). Clusterduck is a transnational collective, as the five co-
founders are based in Germany and Italy. We collaborate with a
broader community of creators all around Europe and in some
cases also outside.

10:40 My main reference before starting working with
Clusterduck were of course Salvatore Iaconesi and Oriana Persico
and   , all the kinds of cross-mailing list, cross-
platform communities in Italy at the time, but through
Clusterduck we collaborated with Franco and Eva Mattes, a lot of
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other artists that were part of a common network when we start‐
ed, but I’m sure any one of us had different connections to other
scenes of the Internet. One of the things that brought us together
was the wish to research and look at clusters of the web how they
connected and overlapped and in which spaces they were taking
place. The matter of publishing or ‘going public’ and the connec‐
tion that this creates was a big part of our references at the
beginning.

NOEL 12:06 An important reference are the communities and
bubbles that we were part of when we started as a collective. For
example, in the early 2010s this would have been the “Weird
Facebook” community. What we found interesting about them was
that those people (and us too) were using those platforms in a way
that was completely the opposite of what Zuckerberg and the oth‐
er founders were hoping you to do with it. For example, anonymi‐
ty, posting content that would go against the guidelines, and re‐
peatedly opening up new profiles all the time. Trying to go around
this very stark surveillance and rules that were put in place on
those platforms. Somehow these communities were able to create
something very meaningful and precious to us and to many peo‐
ple that lived through it at the time. And I think if one traces this
back to the topic of publishing, maybe one could even go as far as
to say that this goes back to certain communitarian practices, like
self-published zines in the punk communities or political commu‐
nities. This DIY ethos of doing your own thing and not caring
about what the rules and consequences are.

CAROLINA 14:01 You also touched on something that perhaps
can go into our next theme, Inastructures of Publishing, and
you were already tapping into those DIY, self-organized ina‐
structures. Do you have a workflow or structure within your col‐
lective? You were already talking about multiplicity, you are indi‐
viduals, and you work across different geographies… I imagine
that you also have your way of working together?

SILVIA 14:53 When we started it was similar to the situation in
which we live now. We are exposed to a lot of communication and
a lot of content, including a lot of images. When we started, publ‑
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ications, posting, and shit posting, were the things that we want‐
ed to analyse. We somehow felt that we were receiving a lot and
we were publishing nothing. The first thing that we wanted to do
was a documentary that in the end never saw the light of day. We
are trying to absorb, curate and understand all the information
that we are exposed, which is a hard thing to do.

15:55 Discussing together about what was going on, especially in
the first three years aer we started, was the main thing that we
did. We are realising this just now. We were starting to do things,
such as curating the   and so we were publishing
something. We were doing an exhibition at  and creating a
digital gallery that somehow told us about our topics. What we
were doing was trying to understand what was going on. And this
is something interesting about how we started. We had the im‐
pression that all that we were going to post online was to nourish
a future neural network that we were calling AAN, the Aritificial
Neural Network. We had the feeling that posting on Facebook or
Instagram had a responsibility attached to it.

17:30 It was a dream to have a saviour, a very intelligent being
that somehow would come and save us om this mess and kind of
organise this mess. But now we are realising that this has already
happened in the case of Stable Diffusion and that’s a lot messier…
the results that Stable Diffusion brings back to us implies that
they are scraping and stealing our work. It’s a six-year parabola be‐
cause now we understand that all the published things that we
have already, and that we want to analyse, are not going to stop.
We have to find a way to absorb it without being destroyed by the
amount of things. We need to think about the methods to save our-
selves from this mess.

NOEL 19:03 One of the main tools we have been using over the
past years is Telegram and Telegram chats. Then all the usual
tools, also those that we use in our corporate jobs. We try to bring
them back into our creative practice if it seems meaningful to do
so. One thing that we started noticing early on when we started to
work together as a collective and the events that we were attend‐
ing, like Transmediale in Berlin, was this difference between the
older generation of net artists and activists and what our genera‐
tion was doing online. The older activist generation didn’t trust
what we were doing.

20:20 They were trying to warn us, “You have to own the plat‐
form, you have to own the tools that you use because otherwise,
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they are going to own you.” Oen we would feel judged because
we were using a lot of Instagram and Facebook and all those tools
and not worrying enough about the consequences. Of course we
were aware that those were proprietary platforms with very strong
surveillance.

20:52 But as I was saying before, with this Weird Facebook
thing, we thought that we could somehow find our way around it
and trick those platforms into something else. And I think nowa‐
days probably we would see what those older activists were warn‐
ing us about and they had good reasons to do so. At a certain
time, there was this big debate about leaving Facebook. I mean,
this has come up time and time again over the past years. Now it’s
been quiet for a while, but there were some attempts to migrate to
other platforms, Mastodon and whatnot. And also the promises
of Web 0ۼ and how everything will be decentralized and democ‐
ratized and so on. We have seen that these promises have not been
fulfilled. Because of the way that platforms work, I still think that
exiting those platforms is not the solution because you lose a huge
audience and you miss out on the opportunity to enter into a dia‐
logue with this audience. However controlled and censored this
might be, I still think that it is a loss, if you look at it as a whole.

CAROLINA 22:21 You were just talking about how you com‐
bine your other work with the collective work and how you also
bring your individual experiences into Clusterduck as a collective.
When preparing this, I saw in another interview that you gave
that you define yourself as employed in the creative gig economy by
day and meeting online at night. I’m curious if you can expand on
that, how you work towards sustainability of your collective and
how you operate in this way.

ARIA 23:26 We are all employed in the creative industry and
mainly work for digital communication agencies. The theme of
sustainability and to use a term that I don’t like, “work-life bal‐
ance”, has been present in our discussions, both in recent and past
times. What we try to do is to extract information om our cor‐
porate experience and bring that into the collective to maximise
the efficiency of the process while trying to not burn out.

24:19 We all have different roles. And that we try to combine our
professional life and professional needs with the collective’s, trying to
apply for residencies, for example, to share as much time as possible, or
visiting venues around Europe to connect and be physically together to
avoid an excess of online communication. It does not always work
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because managing these kinds of balances can be quite tricky and
difficult. But we try to focus on our well-being and the pleasant‐
ness of our experience. We try to not lose focus and to send our
presence online through that, and we also have learned over time
to keep ee spaces and out-of-office time in which we don’t re‐
spond or take in more work, as it can be challenging to have a
whole round through the year of continuous work, both in our
corporate employments and in our collective activity. That’s
mainly it: trying to focus and keep track of your well-being and
being present when possible.

SILVIA 26:09 When we did that interview, something changed,
COVID happened, and aer that, we realized that working 17 hours
per day was not very healthy. When you start and you love what you
do, you don’t realize that working so much can be bad for your health.
Now we changed throughout this process a lot, we understood what
was best and fortunately, the work that we did brought us on.

27:00 We haven’t talked yet about one of our main works. Our
research brings us to build huge walls of memes, called the ‐
 , which is a spin-off of another project of ours called
 , and this says a lot about the tools that we use
and also about publishing. We mapped the internet on a 20-meter
wall, and we did that by using the tools that we are using already,
for example, Noel mentioned Telegram, we use it to gather
memes. Some of us (especially Francesca) have a passion for ar‐
chiving and so we were scraping Reddit and 4chan and a lot of dif-
ferent social media. In the end, we were publishing something,
even in a very weird way, and the work was transmedia because we
had many media in which we wanted to post it.

sustainability of workflows

://
./‑
://

./﹟‑

tools

https://etherport.org/publications/inc/expub_Expert_Session/labels/sustainability-of-workflows.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/sustainability-of-workflows.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/sustainability-of-workflows.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/sustainability-of-workflows.html
https://mememanifesto.space/detective-wall
https://mememanifesto.space/detective-wall
https://mememanifesto.space/detective-wall
https://mememanifesto.space/#!about-top
https://etherport.org/publications/inc/expub_Expert_Session/labels/tools.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/tools.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/tools.html


80 CLUSTERDUCK

28:39 We published the    , as a cata‐
logue to explain the work, and there is a website supporting it.
This is something that we learned, as Aria was saying, om our
corporate jobs, because usually, web campaigns must have a land‐
ing page. These are the basic “rules” of marketing. But later on, as
marketing was evolving, we also understood that the transmedia
landscape was changing. The Meme Manifesto work can be an
example of an experiment we wanted to make in publishing, but
while doing Meme Manifesto we were in COVID lockdown. We
did many workshops where we were trying to talk with people about
what was going on in their personal and very alone lives on the web.
We understood that even talking about that was useful for people,
talking out loud about what is happening online to you and just
you is something very useful. We started a therapeutical healing
process. We need that because, you know, the internet is very ad‐
dicting. And work is also very addicting. And we were addicted to
it.

30:54 It’s about finding a method to survive all this content, sur‐
vive all this rhythm that somehow we are imposing onto us. The
people that work in culture are doing it a lot. You are self-exploit‐
ing the enthusiasm that you and your peers have, while we should
find a way to protect ourselves om these so that we don’t exhaust
all the energies that we have. Our last work, which is called 
  and that we haven’t presented, is also about our feel‐
ings and how the media and communications together are kind of
destructive.

HTTPS://AKSIOMA.ORG/THE
‑DETECTIVE‑WALL‑GUIDE
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NOEL 32:43 The relationship between the corporate jobs that
we have, which have a lot of limitations and issues that we face is
self-evident. On the other side, the deal is very clear, and some‐
times it’s more honest than what you have in the cultural industry
because the cultural industry thrives on grey zones of informal work.
It’s much more apt at colonizing your free time and your passions,
while at the same time criticizing exactly those kinds of things, and
that’s what makes it feel weird, to say the least.

33:50 We also noticed the difference in what it means to have a
sustainable work-life balance in Northern and Southern Europe,
which is very different and creates imbalances in our collective,
which is something that is not addressed enough in the creative
industries. This all goes under the label of “we are all Europeans”,
we all have eedom of movement. We are all the same. This is not
true because someone who lives in Greece, Italy or Bulgaria will
have other possibilities than those living in Denmark or
Germany. This is quite obvious, so I don’t need to dig deeper into
that. Regarding the work that Sylvia was introducing, it has a lot
to do with empathy and emotions and how those things travel in
digital media. If we want to bring it back to the topic of publish‐
ing, when you publish something, when you publish content, you
are expressing ideas, a story, but oen we are also trying to convey
emotions. And digital media has a very specific way of doing so.
For example, the way that we are talking now gives us somehow
the illusion that we are in a conversation that is comparable to an
interaction in real life. But aer six years of working online — we
started realizing this during the pandemic — something funda‐
mental was missing. And this was creating problems between us.
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That unease was the starting point for this work: reflecting on
emotions and how emotions are conveyed on digital media.

CAROLINA 36:02 IReflecting on what “Europe” means is very rel‐
evant to this project. And I specifically like the mention of the
meme as a healing agent. In the beginning, you also highlighted
how you’re part of an online community and are doing things not
only with your collective but then using Telegram channels as
well. How do you create a community around your work? Who is
your audience? And how do you see your role within that bigger
online community as a publisher of that community itself, like
you described?

SILVIA 37:34 The easiest way to understand who our audience
is wherever we give talks. It’s very beautiful because there you see,
“OK, so they were listening to us”. This is very important. And
that is what we missed during Covid. In situations like festivals or
gatherings — for example, there was one very nice symposium
called “Organized by None”, or when we go to Aksioma or the
Institute of Network Cultures — we have this feeling that we are part
of a greater community that is discussing the same topics as we are. But
also all of us developed a community on the web. As everybody’s
doing what you like, you become part of a discussion. Just like
when Noel was talking about Weird Facebook, it was when we
were a lot into Facebook groups and we were discussing a lot
about virtual reality, technology, post-Internet, and memes. I re‐
member that Zuckerberg had to make the Facebook group func‐
tional because of the filter bubble problem, he wanted Facebook
to be more local, so we exploited that feature in the platform.

39:55 The community is diverse. Every time we go places, we in‐
vite people as a follow-up to join our Telegram chats. And then
there is a network of people who we collaborate with in our jobs. And so
during the years, every time that we wanted to do something, and we
wanted to collaborate, for example, with a developer or with a design-
er, people were adding up to the cluster family. For example, the col‐
laboration with Jules Durand, an interesting (type) designer, was vi-
tal while working on the Meme Manifesto. There are others, develope‑
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rs like Pietro Ariel Parisi (aka superinternet), and Gregorio Magini,
that are helping us with the development of websites we did.

41:28 Speaking of tools, it’s not easy at all to understand how to
share our work in a correct way. In the beginning, we were dis‐
cussing everything on chats and for example, Aria who comes
om a background in activism, was very good at teaching us how
you can make horizontal decisions. Now we understand that even if
we have many tools, decisions have to be made in a video call. Via
emails is impossible to have a smooth dialogue and understand each
other. We have a lot of suggestions now, if you want to start a col‐
lective, write to us at hello@clusterduck.space because we are
starting to be really good at it!

MARTA 43:17 That’s great. You could have a manual on how to
collectivise.

CAROLINA 43:25 I think now would be a nice time to open the
discussion for the rest of our room, which we will see in a second.
I’m going to pass on this microphone…

NOEL 43:40 The Institute for Network Cultures published a
book which addresses the topic quite well,    .
(Marta: Actually, that’s my book!) We love it, it’s a very great con‐
cept to describe what online communities can be like in a positive
sense. You know very well how much work it is to manage a com‐
munity. And to be honest, we sometimes feel that we have to put so
much work into making things work between us as a collective that we
would love to put more work into community management, growing
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communities and addressing communities. You know how much
work that is. So we don’t always have enough time to do that as
we would like. But we have a lot of love and respect for anyone
who does so, and there are some great people out there who are
great at doing this.

LORENZO 45:27 Ciao! We talked about tools and you somehow
experimented with a decentralized network with the super inter‐
net. I’m curious to know more about your experience with
blockchains and this kind of technique or technology to under‐
stand if you find something interesting in terms of tools, in terms
of technological dynamics that we can adopt in the future, even in
publishing or in the art sphere.

SILVIA 46:24 The   is a multiplayer room
in which everybody can draw, this was the start of it. Clusterduck
organized things in this space in 2018 as part of “﹟‐
”, which was maybe our first participative operation. And it was
an operation that Noel was talking about when we started to un‐
derstand what memes can be, that memes can be used for propa‐
ganda. But later on, the Super Internet Space developed into
something which is a kind of satellite of Clusterduck with other
collaborators.

47:30 The position of Clusterduck towards cryptocurrencies is
very attentive and critical, because we saw what happened during
COVID with the NFT craze in relationship to our network of digital
artists, and it was very ambiguous. So we were watching it happening,
and it was destroying the vision that people have about digital art be-
cause, for us, digital art is much more than a JPEG sold on a digital
Metaverse or whatever platform/museum.  
 Experience has something in common with Clusterduck
and also with an interesting work om Silvio Lorusso, “  
 ”. It was a project that we really liked. They were using a
cake and everybody could try to join in the building just by post‐
ing their art on this cake. And what was happening is that if you
managed to post on the cake, you could write on your CV that you
exhibited at Kunsthalle, we love that. Super Internet Space does

HTTPS://SUPERINTERNET.SPACE
/

HTTPS://MEMEPROPAGANDA
.CLUSTERDUCK.SPACE/INDEX

.HTML

financial streams

HTTPS://SUPERINTERNET
.WORLD/?X=0&Z=0

HTTPS://SILVIOLORUSSO.COM
/WORK/A‑SLICE‑OF‑THE‑PIE/

https://etherport.org/publications/inc/expub_Expert_Session/labels/community.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/community.html
https://superinternet.space/
https://memepropaganda.clusterduck.space/index.html
https://memepropaganda.clusterduck.space/index.html
https://memepropaganda.clusterduck.space/index.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/financial-streams.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/financial-streams.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/financial-streams.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/financial-streams.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/financial-streams.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/financial-streams.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/financial-streams.html
https://superinternet.world/?x=0&z=0
https://superinternet.world/?x=0&z=0
https://silviolorusso.com/work/a-slice-of-the-pie/
https://silviolorusso.com/work/a-slice-of-the-pie/


CLUSTERDUCK 85

gy makes it easier to assign a room to the artist that joins the
project. And so to answer your question, Lorenzo, maybe it is
useful to make the process easier. About the CV, we particularly
loved that thing and we use that in the Meme Manifesto project
as well. This year we were exhibiting at KW Institute in Berlin, and
we asked the curator to write a very huge colophon of 300 names so
that all the people who joined the project could write on their CV that
they were exhibiting at the KW Institute of Contemporary Art, which
is the “higher” place in we got in. If we can use any tool, script, we
try to give back something to the community that we are interact‐
ing with.

ARIA 51:32 Another part of our reflection towards blockchain
and AI, the two major technological themes in the last years is the
environmental impact of mining and the database production that
involves both of these technologies. We try to be as careful as pos‐
sible regarding this theme because we all do feel a deep attach‐
ment to it. In 2019/2020, we developed a branch of Meme
Propaganda that involved memes, the climate crisis and the
protests of Fridays for Future, the use of memes during the
protests. We tend to have an approach that is as practical as possible
to this kind of technologies. We’re glad to use them for what they repre-
sent and how they can help to build online communities and share the
visibility and the rewards that come from collaborative practices, but
we also try not to idolize technologies and see them in the wholeness of
the picture, considering their environmental impact.

NOEL 53:29 One has to be careful about technological deter‐
minism. This utopian idea that we all inherited om the 90s, is
that somehow the internet is inherently ee and uncontrollable.
That maybe some new magical technology will come across which
will emancipate us, be it blockchain or whatever. What we have
seen over the past year is that the big promises that were made a
few years ago about Web 0ۼ, that it would solve the problems of
Web 0ۻ, these promises still need to materialize. And this was to
be expected.

54:23 The most powerful technology is collective narratives. And as
long as we don’t change the collective narrative in which we are, and at
the moment this is the dominating collective narrative, still that of late
capitalism, whatever emancipatory or liberatory potential those tech-
nologies have, will not be able to fully manifest in this society we have
at the moment. On the contrary, it will be used to enhance control and
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the extraction of value and so on. That’s what we are seeing with arti-
ficial intelligence and all the other technologies that were named.

SILVIA 55:12 But we are also trying to use these tools as we are
using social media: we are not just critical, but we understand the
grassroot dream. We are using tools, because we also want to try
them, we are very weak, unfortunately. We are also trying to find
other solutions.

ILAN 55:53 I want to ask about the limits of criticality because
this is also an automatic thing in our small milieu, that everybody
is critical about the technologies and the tools. But we also see
that criticality has diminishing returns. We can be as critical as we
want but criticality does not change reality. I’m wondering if we
can imagine a post-critical way to address technology.

SILVIA 56:24 One month ago I was at CERN in Geneva. I was
there because of a film festival that they’re organizing. I noticed
how beautiful it is to have technology by your side when you want
to use it. People stay there on a very beautiful campus and they
just think all day about what they want to do. And of course, it
would be a dream to have the same for artists, a beautiful space
where you can go, where you have your very nice breakfast and you
talk all day about memes and art. I feel that sometimes we are crit‐
ical because we are excluded by the power of using technology in
the way we would like to use it. But no, we need to be critical be‐
cause no one is doing that. We are doing this in Europe a lot. For
example, in the U.S. it’s very difficult to even find artists that are
critical about technology, it’s kind of a taboo.

58:02 It would be beautiful to foster collaboration between engi‐
neers and people. I think that art, humanities and culture should
happen before designing that technology. But this is not happening.
And we see it, you see at Google all the people that were fired.
They tried to integrate academies with the construction of neural
networks, but they had to fire them in the end because they were
not optimal for the market. It’s a very complex situation and we
need to map it to understand what we can do, and maybe we are
critical because it’s the only thing that we can do. I would like to
be an artist who collaborates with a physicist, and with a lot of
funding to understand, for example, memes through big data. But
that’s not happening. I don’t know, maybe I would not be critical
of technology if I had a place like CERN for artists.
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TOMMASO 1:00:04 I have a question. At the moment, we are a
group that is discussing a lot about publishing and new forms of
publishing. What are the main constraints that you have found in
publishing? Because you have a very multidisciplinary but lso
multimedia approach. You are in this interesting position of being
both an author and a publisher, as you said before. And I know
that you have collaborated with some of the people around this ta‐
ble. And this is om my experience: sometimes we are talking
about AI, we are talking about blockchain, but then here we are
also talking a lot about books, paper books. What do you think
are the constraints of this medium? What are the things that it
can add to the Internet? And maybe to even make it broader, if it’s
something that you ever had as an issue: have you ever felt con‐
strained by this medium?

ARIA 1:01:49 To do traditional publishing has been a nice expe‐
rience for us. It’s not the medium we’re most familiar with, but
this is another aspect that makes it interesting to work with trans‐
media projects and different kinds of outputs, one big recurring
theme through all the different publishing platforms is diffusion.
We worked on a video documentary which was published because
of distribution issues and it needs to be distributed to meet the
public. This is not something that we experienced in our editorial
projects. It’s not our main medium, so we work with publishers
that share common goals and ideas with us when working on
printed books, such as “   ” that was
mentioned, or the most recent publications that we’re working
with Nero Editions. So I would say that it’s a very particular way
of publishing. Another recurring theme in all our publications is
accessibility, so another thing that we try to keep in mind when
working on printed books is how accessible they can be, and
which is the target they refer to, to make it as accessible and un‐
derstandable as possible.

1:04:23 We try to go for more recent technologies rather than books,
to evaluate which are the benefits and which are the possibilities of each
medium we cross. For sure, books do have the possibility of reaching a
very broad audience and a more unlimited target, in comparison with
our web projects. For example, people who don’t understand how
web projects can work can benefit om the existence of a book
like “The Detective Wall Guide” to understand Meme Manifesto
as a project.

://./
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NOEL 1:05:23 Yes,, constraints are a way to push the boundaries
of creativity. We know this om classical art. If we think about
religious art, artists have always found ways to circumvent censor‐
ship in creative ways. This is also something that relates to our
work “  ”, because that’s referencing deep ied
memes, which is a treatment of memes that has been also used to
circumvent censorship on digital platforms because it makes im‐
ages difficult to recognize for artificial intelligence and for those
scraping mechanisms that try to censor images. I’m not trying to
encourage censorship here, but I’m trying to say that limits and
constraints can sometimes have a positive effect.

SILVIA 1:06:44 I remember I was impressed by  ’
. I remember I was at Eyebeam in New York and
there was this girl, Nora, she showed me a book where Paul
Soulellis had printed all the Twitter bots in a book. It was called
“  5:  ”. Printing a very selected archive
of what is happening on the internet on paper impressed me.
Then you can put it into question, as Noel would say. How can
you contextualize something that is happening on a very broad,
very strange and diffused medium like the internet? If you want to
put it on print, what is happening?

1:07:55 When we were building the Detective Wall Guide, we
tried to understand in which way we could record — because
when you print, you have to record it — what is a collective per‐
formance because memes are a collective performance in a way.
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And they exist in a context, in a time, in a public situation, with
participants. But when you print it, it’s not like that anymore, you
are fixing it. It can be helpful to print the internet.

NOEL 1:09:01 It relates to the two biggest constraints of all, the
unrepresentability of reality as a whole, and of complex discourses
and the limitations of our senses. And one way to go around that
is, as Silvia was saying with printing, concentrating on something
very narrow and very specific. Think of Anna Tsing’s book “
      ”, in which she tells the sto‐
ry of something as complex as the Anthropocene by concentrat‐
ing it into something as tiny as a mushroom.

CAROLINA 1:10:14 What do you think are the most urgent as‐
pects that need to be addressed in the future of publishing, how‐
ever you understand publishing within your practice? How do you
see this progressing in the next years?

SILVIA 1:11:11 (laughs) You know, we did a workshop about
how we cannot imagine the future anymore! That’s why nobody
of us is answering…

NOEL 1:11:38 All the digital tools we have at our disposal today
make it so easy to publish something. What is more difficult is the
distribution and making it visible. We have a tsunami of images
and content that leads to this paradox of making content invisible.
There are so many things that people don’t it see anymore be‐
cause there is simply too much out there. And they’re over‐
whelmed by it.

1:12:29 This is the main challenge for the future of publishing.
We all have this experience that we find something that is some‐
how relevant to us or to the research that we are doing. And
maybe it’s not even something new, it’s something that has exist‐
ed for years. And we ask ourselves, how is it possible that I discov‐
ered it just now? So how can we find a way of finding relevant
content? But then that, of course, leads to a whole other discus‐
sion: what is relevant and what is relevant to whom? How do we
find a good way of bringing content that is relevant to the right
public? And then there is, of course, the role of what is generally
called “the algorithm” in bringing certain content to certain peop‑

://.
.//
/9780691220550/

‑‑‑‑
‑‑‑
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le. TikTok is a good example. One of the reasons for TikTok’s
success is that, compared to other platforms, it had a different way
of bringing content to people. Many individuals felt that TikTok
was very good at bringing them relevant content but that was un‐
expected and positive for them. But this, of course, has a whole
set of implications that are very political and problematic. And
which we probably don’t have the space to address here.

ARIA 1:14:24 The only thing that I would add would be the role
of cross-media and trans-media experiences. I do agree with Silvia
about bringing the internet on a printed page. On the other hand,
there are a lot of interesting and compelling projects about bring‐
ing paper to the Internet,]] so archiving and documenting all the
different publications which may have not been accessible to
everybody if they weren’t distributed online.

1:15:21 Fanzines are an imaginary we refer a lot to. Many times
they are in their printed shape and they are very local, very specific
projects that do not tend to cross borders and arrive at very different
places and times in the world. With the internet, you can bridge this
gap and make ends meet. So, I would say to think about the node
of diffusion and distribution also in a cross-media environment
such as the one that we live in.

LORENZO 1:16:12 One of the urgencies is defining a commu‐
nity. You have mentioned you move in both online and offline,
real-life communities. I’m curious to know om you if, for exam‐
ple, the resilience of traditional publishing is based on the fact
that offline and real-life communities are more defined than on‐
line communities, which are undefined or agmented. I’m curious
to know your opinion about that.

SILVIA 1:17:16 It’s true that online communities form very
quickly. For example, the TikTok algorithm is very specialised.
So, what is happening is that cores are becoming something very
specific and sometimes communities start om how much you
love a chair or how much you love peeling an iguana. And this is
very strange because then it can be very fast and when you just
stop to love peeling an iguana, your community is not there any‐
more. I’m joking, but what Nero did, and what the Institute of
Network Cultures and Aksioma are doing is very similar. I love
that you three are together because you are building a community
behind publishing, which is very, very hard to do. But you’re also
publishing in a very fast way and your covers are very
Instagrammable. You are also trying to explore the communities
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that are forming in different social media. I see that you’re doing
that. I think this is a very good strategy because it’s very similar to
what we are doing when we create loops between the “real life”
world and the URL world.

1:19:17 What I wanted to add is that in the past, with books like
“  ” or I remember a project by  ,
which was about electronic literature… There were many at‐
tempts of making a book something which is not only a book. I
remember Geert Lovink telling me that publishing should be fast so
that you can be in the conversation while the conversation is happen-
ing. You are already doing this. You’re exploring the power of the
book as a printed medium, but doing it in a fast way and using the
feedback that you can create with social media communities. I
think this is working somehow.

://.‐
./

/36526/‑‑
‑‑‑‑/

://
../

.
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2 July 2024, 3:30 PM

SILVIO 02:06 My name is Silvio Lorusso, I’m a designer by train‐
ing, an artist, and more and more, an author. My involvement in
publishing and experimental publishing has several branches, I
started at the INC (Institute of Network Cultures) with an inter‐
est in researching print-on-demand, which at the time was a new
thing — you can imagine how many years ago we are speaking of.
This led to a certain interest in the platformization of publishing,
such as Amazon, Kindle, and systems of rights management.
Then I did my PhD thesis in Venice on experimental publishing,
which was focused on the artistic experiments around plat‐
formization and enclosure.

03:40 The main byproduct of that is still online, called “-
  ”. I recently changed the code, so it
doesn’t look like a shady website. I was also involved for a couple
of years in an initiative called the  , which was a se‐
ries of collaborations with real-world partners in terms of creating
publishing outputs.
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CAROLINA 04:19 It’s nice that you’ve mentioned your PhD
project because our first question relates to that. In thinking of
how you archive these post-digital publishing practices, looking
back on it, what would you change now, what was missing, and
what didn’t materialize in this archive, or in the way you built it?

SILVIO 04:43 That’s a really interesting question. It’s a very
material question in the sense that it’s a question of time, because
when you are doing a PhD, if you’re lucky, you have all the time in
the world, meaning that you can dedicate a lot of time to the
metadata. The part which I find very precious about the archive is the
fact that it has a lot of detail in every project. This is something that re-
quired a lot of time, a time that after the PhD, I couldn’t afford any-
more. This is something that in experimental publishing, in new modes
of publishing, is always forgotten. You have to, somehow, bounce
against a reality that is made of scarcity, scarcity of resources. *

05:49 One mistake that is often made — I experienced it myself
with other projects — is to reinvent the wheel, in imagining giant sys-
tems that would last forever. You can make a comparison with an‐
other archive that, om this point of view, was way more lean and
in this sense, successful, which was the “   
”, Paul Soullelis’ work. You would buy the publication, since it
was print-on-demand, take a couple of pictures and write just a
little description. The archive was physical, and there were financ‑
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ial resources there, it was way easier to give a sense of coherence.
Another thing I would have done is connect it to a platform or a
stable service, that exists beyond yourself. The perfect example
would have been the  , and some archives are
taking that strategy, for example, an Italian archive of radical
publishing, which is called the  9. The work is to upload
it to a collection in the Internet Archive because, you know, that it
will be safe, even if you don’t have the time or the resources to pay
for the domain and so on.

CAROLINA 07:32 Speaking of scarcity of resources: ahead of
this conversation, we were also talking about the “‐
” book. We noticed how perhaps the scene, the labour and plat‐
forms have also changed since then. How do you see the role of
small publishers like some of us here within this landscape?

SILVIO 08:07 I see it as crucial. The point in which “Entreprecari-
at” and small independent publishing intersect is in the fact that mak-
ing a book, in the traditional sense (in a way that lasts, is distributed,
has an ISBN, et cetera) is very difficult. The actors that are active in
making this happen are very minimal. Especially for the kind of
literature that I’m interested in both reading and writing, the op‐
tions are small and they are becoming smaller. Currently, that’s
my primary concern. I’m sorry if I take too long, but I think it’s a
crucial point to articulate my understanding of expanded publish‐
ing. In the past I’ve been mostly interested in the weird experimental
EPUBs or booking a JPEG, book as floppy disk, a super long form

://./
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ent that many of these experiments, after about 10 years, are com-
pletely forgotten unless there is someone who, again, converts them into
the traditional book — by the way, that’s what happening, for ex‐
ample, with the book by Annette Gilbert and Andreas Bülhoff
that is coming out now for Spector Books, “  
  : -     ‐
 ”.

So, that kind of publishing has a value, of course, - it’s beauti‐
ful, it’s interesting and it shapes things — but at the same time, it
has a degree of volatility, that is still a problem. So the point is,
how to make a long lasting publication? When I say lasting, I
don’t mean necessarily something printed and solid, but unfortu‐
nately, it seems to me that that kind of authoritativeness that the
printed distributed book, meaning the book that you find in a shop
with an ISBN, is still something that people take seriously, more seri-
ously than the long-form. I know it by experience. I wrote many
long-form essays and blog posts that were mostly ignored and
now, that they are bound in a printed book, they are taken seri‐
ously. So the experimental part nowadays for me, om my point
of view as an author and someone who wants to read good stuff
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and write good stuff, is the question of sustainability. That is the
part where that requires more experimentation, more than com‐
ing up with a new file format. In a way, I think the file format de‐
rives more om the sustainability issue.

CAROLINA 12:15 Do you mean financial sustainability in this
case?

SILVIO 12:21 Yes, and more. I mean, the way I see writing hap‐
pening — writing, publishing, solidiing, crystallizing a series of
ideas — is not just a matter of money. It’s a matter of other re‐
sources as well. I mean, at the end of the day, it’s all about money,
but you have to consider the aspect of creating time. Resources of
time and access to books are always in negotiation with bigger in‐
stitutions. The triangle I see is: the author/practitioner/cultural pro-
ducer; the small publisher/small institution, and then the big institu-
tion that somehow explicitly or implicitly, creates the space, even when
it doesn’t want to make the writing, the publishing, the magic happen.

CAROLINA 13:38 You’re already kind of answering other ques‐
tions that I had prepared, so you’re doing everything yourself,
great! (laughs). Do you see yourself operating within this triangle?
And if so, do you have a specific workflow where you use the space
of the blog to have that testing ground, let’s put it like that, to
then go into the more “legitimizing” spaces?

SILVIO 14:14 It’s a matter of opportunities, in the sense that
sometimes you think you need the timeliness of publishing it to‐
morrow. And of course, if you want that, you have to have this in‐
termediation process where you publish on the blog. My work-
flow, in a way, is based on this idea, a programming concept which is
“release early, release often”. My idea of publishing as an author is
never based on the final, definitive, monumental publication. I see
everything as a sort of Polaroid of a publication to come, so there
are various iterations of the same text, as a blog, as a journal paper,
as a zine, as a book. And even as a book, it’s just a single artefact,
just a snapshot in time of a constant thinking and researching
process.

CAROLINA 15:52 Just going back a little bit to the
Inastructures of publishing that you find yourself in, how do you
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ensure or work towards a sustainable practice, whatever that
might mean?

SILVIO 16:17 That’s the hard part. Broadly speaking, I think
that event engagements are better paid than writing engagements.
If everything is good, you are paid 500 euros for a 45-minute talk,
and if it all goes well, you are paid the same amount to write an es‐
say of many pages. So this doesn’t make any sense, right? This
means that if you care about something other than the event, as a
cultural organizer, as someone who has the chance to invite other
people, you have to see that event, that thing that you organize,
not just as a service that the speaker does, it’s not about the person
coming to the stage. You’re sustaining the practitioner’s writing for
other days. So how, as a cultural organizer, how can you facilitate
this? Not creating burdens for the author, in the sense that you don’t
ask necessarily something new. You don’t insist too much on the format
of the slides. You don’t ask too many meetings in advance. I have a
text about this. I can send it to you. I have like a list with this.

CAROLINA 19:41 We were talking about how, within this
project, we’re also dealing with different realities, even being a
European Union Funded project, Creative Europe, but we don’t
experience a uniform Europe in the sense of the realities of small
publishers and experimental publishing. You see a different reality
in the Netherlands than you see in Italy or Greece, and I’m just
pointing out the countries of this consortium. How have you ex‐
perienced this as someone who has worked across these countries?

SILVIO 20:25 I’ve been involved mostly in the Netherlands, in
Italy and now in Portugal. I have to say I’m concerned because I
think that somehow, even though I’m a bit critical of the way the fund-
ing structure is dealt with (especially when it comes to publishing in the
Netherlands), the new political climate is not good. We have seen
what’s happening to BAK and other institutions in the
Netherlands, that’s not a good sign. That kind of limitation of
funding will have repercussions throughout the continent.
Nowadays I think that sustainability should be a sort of “in‐
ternational coming together” to defend the funding of the centre,
of the core, because the core also affects, somehow and in a small
way, the margin and the periphery. And this is interesting because
in the past years, “the periphery”, so to speak, the margins, have
rightly so developed a sort of pride in saying “we are autonomous,
in terms of language, we don’t want to depend on and replicate
the agendas of the rich European countries”. While this makes
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sense, there is a worrying situation that is not just about single
countries, but about Europe.

CAROLINA 22:49 Thank you. We’ve covered a little bit of the why
you do what you do; how, within inastructures of publishing,
and just touching a bit more on the who, so the community or
networks that you surround yourself with. I think Marta had a
good example question: do you want to elaborate?

MARTA 23:18 Sure! It’s about the way one operates within a
network of other publishers, authors, and designers, and if you see
yourself being part of “a scene”, and if you participate in that, how
that influences you or how you are critical of it. There’s an idea of
the “post-individual” that’s developed by one of the speakers we’ll
be talking to later, Yancey Strickler, and about moving away om
the “genius” into the “scenius” and the value of community which
can, on one side, influence the work positively, but sometimes it
might be constricting. What’s your experience with this?

SILVIO 24:17 I have some ideas. I’m not sure I’m gonna be able
to express them in the way I would like, but I will try. I will try to
put it as bluntly as I can. Scenes exist, groups exist, conformation
and other-than-individuals exist, but, at the end of the day, who
is the actor that pays rent, that has to pay the bills, is an individ‐
ual. In most cases, especially when it comes to writing, most peo‐
ple write as individuals. We shouldn’t forget the individual om a
practical existence point of view. I’m all for the idea of nourishing
communities, but this shouldn’t become a sort of romantic veil in front
that hides the fact that, after all, this sustainability question is about
individuals. This is even more clear nowadays if you consider that
many of the association forms of the so-called “scene” — I would
say that I belong to various groups of people — are very weak.
Collectives are formed and destroyed in a couple of years. So, what is
more substantial? I think that the individual wins, not because I
like individuals or “the genius” idea, but simply because of a realist
understanding of how practices work in this sense.
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ILAN 26:56 Hi Silvio, thank you for joining us. I think that the
question of struggling comes at the same time with considera‐
tions of abandoning and exiting both the creative world, the pub‐
lishing industries, and all these ideas about communities. And I’m
wondering if you see this abandonment as a form of resistance, as
it has sometimes been amed in contemporary art. We know
many examples of artists that decided to leave the art world and
they are known as artists and their “finale furioso” somehow was
abandoning the art world. I’m wondering if we could imagine a
future like that, as a form of expanded publishing, a form of exit‐
ing the publishing world.

SILVIO 27:45 Wonderful reflection. I’m very much in this line
of thought in the sense that I appreciate a lot of people who have
taken on this kind of idea of abandonment, jumping ship not only
om the art world but also om academia. One positive side of this
is that many people have lost reverence towards institutions. They real-
ize that in most ways they don’t work. They don’t work for them.
Academia, for example, and I speak again om my experience, if
you want to put down ideas, is the worst place. I’m not the first to
say it. Susan Sontag already said back in the day that the best writers
of her generation were destroyed by academia. What’s the concrete
reality of abandonment?

The people I’ve seen manage to cut ties with traditional insti‐
tutions, when they manage, it’s an exceptional and somewhat un‐
certain path. I’m talking about people starting Patreon. But if you
want to have a sustainable life with Patreon, you need to have an
extremely huge user and fan base. And that also limits your out‐
put in the sense that the fan base, the people that will pay the five
dollars every month, expect om you the same thing that you did
the month before. So I think the most convincing negotiation be‐
tween abandonment and staying, I found it in a book, which
probably you all know, called “ ”. This idea
that you stay in the institution because, to a certain extent, you
cannot escape it completely, unless you are a superstar. And you
steal from the institution: you steal the tape, for instance. Of course,
it’s metaphorical, but you create spaces within the institution without
reverence to the institution to pursue your goal. And why don’t you feel
guilty? You don’t feel guilty because, after all, what you are doing is
what you are paid for, to do research, to write, not to not to embark on
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managerial jobs. These are necessary things, but if they take 100%
of your time, then better go to corporate, no?

MARTA 30:59 I had a question relating to what you mentioned
earlier, about this sort of list of things not to burden the author.
You were saying it’s a fictional piece? Can you tell us just a bit
more about that? What we’re trying to learn about om the peo‐
ple we’re talking to are tools — as a very general term, not only
soware but also good practices in the world of publishing. So
maybe seeing that as a tool, if you want to talk just a bit more
about it?

SILVIO 32:18 It was a commission to do a book of fictional
memos, the ones you have internally in a company. For example,
Zuckerberg sending them to Meta. And my idea was to imagine a
giant company that was called Culture Industry. I wanted to say,
“Okay, om now on, we behave like this when we invite a guest”.
So, for example, the first thing that I say is: “Let’s begin with the
basics. From now on, you will relinquish the nasty habit of with‐
holding the fee amount in the very first interaction with guests.
Especially when the fee is symbolic. You won’t make them feel
uncomfortable by asking at the bottom of the reply.” It’s not
something that changes the world, this series of guidelines. But in
the micro-economy of small gigs, this changes a lot. For example, when
you have to chase payments, that takes hours in most of the production
of what is published. And all that time, it’s time stolen from content,
from research, from ideas, from works. I hope this helps explain it
better.

ILAN 34:23 I think that’s a great practice. Fine-tuning the sys‐
tem so that you cut the corners of transactional iction by trying
to reduce the moments where you have to respond to track paym‑

emotional labour

https://etherport.org/publications/inc/expub_Expert_Session/labels/conditions-of-work.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/conditions-of-work.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/emotional-labour.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/emotional-labour.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/emotional-labour.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/emotional-labour.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/emotional-labour.html


102 SILVIO LORUSSO

ents, as you said. But I’m wondering, can we imagine something
like really large strokes that would have an effect, a considerable
impact for most cultural workers? I was wondering with your
book, “Entreprecariat”, we feel that we are not only victims but
also responsible for expanding and entertaining an abusive and ex‐
ploitative system. Everybody probably has inflicted other people
with abusive labor through assistance, through interns. So I’m
wondering, is criticality enough? Being critical, is it enough? Or
do we need a large stroke change in the way we relate with each
other?

SILVIO 35:34 First of all, I thank you for having this reading of
the book, which is not a common reading. What you say is true,
it’s in the book. And what I say in the book is that we are not just vic-
tims, we didn’t just internalize the toxic activity. We need to consider
ourselves partly responsible, otherwise, we don’t believe in any kind of
free will, in any kind of autonomy. This kind of take also derives
om a consideration, based on direct and semi-direct experience,
that small and medium artists/designers are worse actors than
companies in terms of bad practices, and exploitation, and that’s
scary. Criticality is not enough because criticality is not a tool of
change. This is also explained in the book “The Undercommons”,
criticality is a form of professionalization of institutional critique.
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Institutional critique, to a certain extent, is paying homage to the
institution, believing in its power and its value. And we go back to
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the fact that people don’t even take the time to write the institu‐
tional critique, because they don’t believe in its relevance any‐
more. I’m going to say something a bit controversial: I think that,
to a certain extent, things that change, that have an effect, are
based on something that traditionally has always been powerful
— and that’s culpability. Generally, when you make the critical
statement, you don’t mention names, you speak of the institution,
you speak of the system, while a lot of examples of what you
would call “call-out culture” ostracize the toxic actor. I can give
you examples, such as the Excel sheets with terrible internship sit‐
uations within the design world. And then the studio, even if it’s
small, has to take action and say, “Hey, I’m going to change this
and that”. Shame is a powerful source of change, it acknowledges the
partial autonomy of one of the actors. It’s a dangerous path, but I
think it could be useful in certain instances.

CAROLINA 38:56 Thank you for that. I was hoping you would
bring up some of those controversial statements you make. We are
compiling these conversations as research into what experimental
expanded publishing is now and what it can be in the future. We
ask ourselves, can we ask about the future? What is the future?
Can we imagine one or not? And some guests can answer it or
not. But if you could define or expand on expanded publishing,
what are the main urgencies that you see within publishing as an
industry and its future?

SILVIO 40:21 I’m gonna try to say a few disclaimers which I
think are important to point out. What I call publishing is not an
industry, it’s a set of people who do other jobs for a living, put in a
lot of effort and end up in a lucky position and manage to publish
things. I need to define what I’m talking about when I’m talking
about publishing. You cannot call that an industry, you call it some
like-minded, willing people. My clear concern is to have these people
keep doing what they do without burning out. So that’s the mission
for you, that’s very practical for me. For example, I read a paper or
even an Instagram post by someone who I consider says some‐
thing original that deserves development: how can I make that
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post happen in terms of budget, in terms of putting this person in
contact with someone who has the structure to publish?

Not even to suggest the very idea of saying “This is more than
a blog post, this is more than an Instagram post”. Facilitating,
supporting. The problem is that language is consumed, and ex‐
hausted. The language that we have at our disposal to express this
all goes under the umbrella of “care”. Care was like a tragic disease
for the art world in the sense that it removed all the power om
the notions of “helping out”. Just helping out, for example, is way
better than caring for at this point given that the language has lost that
power. The mission becomes helping out, helping yourself, being helped
out and helping out. Now, the future. As I did with the industry, I
need to make like a little parenthesis on the word future. The fu‐
ture is like care, it’s been manipulated too much. My view of the
future is this: somehow, what we call the future futures, prefer‐
able futures, in our design field is a bit of an obsession. It’s a trap
because it’s yet another way of calling the present. So, I wouldn’t
spend too much time defining the future. I think that this ur‐
gency to think of the future is fabricated by extrinsic needs. It’s
not our urgency to think of the future. Everywhere we look
around, we are pushed to think of the future, we go to the cinema
and we think of the future. You can call it future, helping out,
wanting to call, wanting to have that small post into at least an es‐
say, into something published. I don’t know. Call it the future.
Call it present. I don’t care. Nowadays, future-orientedness wastes
energy.

CAROLINA 45:19 We’re trying to relate the idea of the future
with urgency, while thinking of the future pushes away the actual
urgency perhaps, or the needs that we have right now — for in‐
stance about people being able to do what they’re doing without
burning out is something that we need right now. And it’s hap‐
pening as we speak. Thank you for that.

LORENZO 45:54 I was intrigued by your observation about in‐
dividuals and communities. And I somehow interpret my work (as
a publisher) as a constant effort to build up a community. And of
course, I agree with you when you say that a community is built
up of several individuals. But I think at the end of the day, pub‐
lishing is community-based, especially right now. Even the re‐
silience of the traditional book is based on that. When you talk
about the triangle of negotiations between the author or cultural
producer, small institution, or big institution, is also based on
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that. So big institutions guarantee a community somehow. It’s
not a question, it’s more about understanding if small institutions
are independent, in the way they’re able to produce their own
communities without negotiating with a bigger institution. I
think that is crucial for creating a consensus, but also to creating a
sort of sustainability around the project. So I don’t know if you
have something to add to that.

SILVIO 47:46 It’s really good that you say that, interviews scare
and worry me because to pass a message, sometimes I sharpen it a
bit too much, I make it too pointy. In writing, it wouldn’t be like
this. Of course, I believe in the strength of these ties. It’s interest‐
ing to define what the publisher is because I consider myself a
small publisher, a bit active in publishing in the sense that I have a
little journal in the University where I teach, nothing that re‐
quires as many resources as what you all do. But it means trying to
bring these people together, text editing, publishing, posting…
you know it all.

The thing I appreciate of independent publishing (without going
too much into this) is that kind of selfless, thankless job of putting the
community in the front without that ego reward that the author gets. I
think that an author, at one point, should also be active on that
other side and it would be nice if every author would dedicate part of
their time to do the less visible job of bringing to the front the work of
the community, the intelligence of the community. Another point
that comes to mind is that very oen the publisher is an individ‐
ual, literally an individual. For example, the publisher of my last
book is an individual who has boxes in his house, so I think some‐
thing is fascinating about the fact that it’s hard to imagine that
behind the publisher, very oen, there is just a very generous,
very committed individual.

And for the occasion, I made a meme, “All modern digital in‐
astructure”. And then you see: “a project some random person
in Nebraska has been thanklessly maintaining since 2003”. So I
think there is a really strong analogy between the state of the in‐
ternet, of the web, where a small library of NPCs crumbles down
and all the websites shut down. And the cultural inastructure,
which is full of “the random person in Nebraska”, in Eindhoven,
in Bari, thanklessly publishing. For me, reformulating the mis‐
sion based on this is about how to take care, helping out this part,
this little piece, and if you take this piece out, everything
crumbles.
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ILAN 53:02 We were able to define the publisher. Let’s try to
define community because it’s a word we use a lot. As a publisher,
I try to understand who is buying the books and the image gets
very complex. Because we see people buying books but they are
not reading them. So what kind of community is this? It’s not a
community of text, it’s a community probably… the support be‐
comes something very abstract or very immaterial. I’ve been
spamming everyone about this article that came out two months
ago called “   ”. Silvio, you probably read it and
it’s a beauty. We’re making all this effort, we are discussing for
hours, about print-on-demand, great paper or what the state of
the image is printed with this kind of premium tier against the
ee version, etc. But then, in the end, you publish a thousand
copies and you sell 200 and 20 people read the book.

://..
//‑‑‑
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54:15 My question is, if the community is based on something
so immaterial, is publishing such an important part of the consol‐
idating factor to continue to sustain? I understand Nero or
Topovoros or whoever is this person in Nebraska, we understood
the metaphor — every one of us is a person in Nebraska some‐
how. And I’m wondering if it stands on so little, then we need to
understand better who are we addressing and if the means we are
using to address them are sufficient and enough. That’s why
projects such as this one have to do with the future of publishing,
with the expanded use of publishing, because we are all in a panic
attack somehow.

SILVIO 55:07 It’s a fantastic question. Do you want me to ad‐
dress it? It’s a question I have myself, I can say something about it.

ILAN 55:19 Please improvise, we are sharing thoughts, it’s more
of a brainstorming.

SILVIO 55:20 I don’t want to over-speak, but the way I see it,
the problem with the word “community” I have is that it pushes a
perspective of indistinction. A community is like this node, this
big network of identical nodes, the community is like a graph —
it looks like a graph when I imagine it and this is the marketing
use of the term community. That’s why I would start by bringing
forward other ways of conceptualizing this group of people. For
example, om my point of view as an author, editor, very micro-
publisher, the individual nodes are countable. The people I refer
to as graphic designers, as authors, I could read their texts and
they could read mine or publish them, you count them in two
hands, maybe in four hands. They are both passive and active to a
certain extent. My metaphor to imagine this group of people, first
of all, comes om my point of view because it’s not replicable for
any other actor, each one has their own. So words that I would
use are, for instance, co-conspirators, as to avoid this relationship
to the big institution; Or allies or even — this is a bit of a danger‐
ous reference so take it with a grain of salt — individual anar‐
chism, things like Stirner, the idea of a community of egoists in
which the individual prevails, but is not alone because it has to
find these like-minded people. Again, with a grain of salt, it’s not
Ayn Rand I’m talking about.

But some ways allow the node of the community to be conceptual-
ized both as a passive receiver of the publication (a buyer in the mar-
keting sense, who cares if they read the book or not), but also as some-
one active in reproducing the scene. To me, it’s a nice exercise to sit
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down as an author and say “Who is this group of like-minded
people that I interact with?” Many are in this room, so I’m happy
to participate exactly for this reason. It gets very simple when we
get rid of certain mystical terms. And I think a lot is about getting
rid of certain mysticism in order to understand the urgency. But I
know that in consortia, you have this problem of having to come
to an agreement and that takes a lot of time, right?

LORENZO 59:09 This morning we were talking with
Clusterduck and they came out with an interesting thought that
may be related to this theme: that the impact that collective
imagination has on our reality is much stronger than any kind of
technological device or disruptive device, so maybe we can define
community in this sense. I mean, it’s a sort of collective power
that can impact reality much more than any technology, any
tools, any device. Even if I understand what you’re talking about,
we refer to super small communities and I still believe in the pow‐
er of this collective imagination. And somehow I think we are fac‐
ing a moment in which we should help ourselves, but also defend
ourselves om super powerful platforms or technologies that are
impacting our reality, producing all sorts of weird visions or weird
habits or behaviors. So I think the function of these small com‐
munities is also based on that.

MARTA 1:01:00 A way to maybe think of this concept of the
squads or squad wealth om what I’ve personally seen, I think I
may be part of communities, but when it comes to the practicali‐
ties, it’s the small group chat that gets stuff done, or it’s like two
or three people. And while there might be a narrative of commu‐
nity, when it’s operationalized it’s a few people sitting at a table or
a few people speaking in a group chat. In a sense, that similar un‐
derstanding of the bigger narrative of what a community is and
then the practice of it, that’s much more peer-to-peer individual
allies or co-conspirators, which is quite interesting. Maybe we
want to move towards a conclusion. I don’t know if you still want
to reply to this last intervention, Silvio, before we wrap up.

SILVIO 1:02:16 Of course, I was following the development of
those concepts such as squad wealth. I think some things upset
me about that formulation, while others were saying something
similar to this idea of the individual still being part of the commu‐
nity. What annoyed me there was the depiction of the institu‐
tionalized person. In the text, if I remember well, there was a
meme depicting the person who works for the institution as a
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“wage cuck”. You know, like a cuckold. That annoyed me. First of
all, because I am a person that works for an institution, and also it
doesn’t acknowledge this dynamic of being inside, which to a certain
extent, is going to be true. If it’s not true, it’s very hard to survive
without that “wage cuckness” sort of thing. I would be very curious to
see what’s the state of this squad now, in terms of who got the professor-
ship, who started this and that, without any envy or jealousy, but just
to check the validity of the theory, because after all, they were like insti-
tutionalizing themselves by that.

But the part that I liked was exactly this kind of sort of tactical
carelessness and not reverence, to use what’s out there, this full
bricoleur attitude, by any means necessary, that part was nice. So I
think it’s a good reference to at least try to go out of the term of
the more classical terms like scene or community. In the
Netherlands, a good work in this sense has been done by Pascal
Gielen, a sociologist who wrote an article on what “scene” means
or the visibility issue of that part, which I think could be interest‐
ing om the publishing point of view. The book is called “
    ”.

CAROLINA 1:05:04 Good reference, thank you. We’re also
writing all of this and working on our forms of expanded publish‐
ing om these conversations and reports. We’ll also be able to up‐
date you on that. I think we’ll wrap up for now, this was a great
conversation so thank you again for joining and offering your
points of view and new words, we’ll keep in touch with you.

SILVIO 1:05:45 Thanks so much. It was really nice to discuss
this and I’m looking forward to seeing what kind of new
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ion you develop. Keep me posted!
Note: Silvio wrote about this conversation from his own perspective, read it here: ONE FINDS

COMRADES TO PUBLISH.://
.//

‑‑‑
‑/
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2 July 2024, 5:30 PM

THOMAS 03:59 My name is Thomas. I’m living in Cologne now
and working om here. I am a lecturer, a publisher and I’m a re‐
searcher. My specialty is game studies. So this is like my focus in
media studies, but I did my PhD in this area at the University of
Cologne about the representation of trauma. I’m also working on
these panels which are dealing with video games om a critical
perspective. I’m inviting experts om different fields to play live
in ont of an audience. To try to get some different angles on the
medium. Because of that, I was also publishing an anthology to‐
gether with Holger Pötzsch om the University of Tromsø and
Şeyda Kurt. She is an author, who wrote two bestsellers and also is
a journalist and moderator of different panels. She is an activist,
and we together created or hosted this idea for an anthology and
gathered different contributors for that. The anthology is called
*, which translates to game critique, you could say. We
focus on different perspectives on video games and capitalism.

MARTA 05:59 If you could get a bit into the why’s behind your
work or your politics of publishing in a sense. If you have theories,
references that you work with that inspire your work. Could you

://.
.///10
.1515/9783839467978

/=

https://www.degruyter.com/document/doi/10.1515/9783839467978/html?lang=de
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put together a sort of syllabus on publishing practices that inform
your own?

THOMAS 06:26 I could start with the theories which are sharp‐
ening our understanding of dealing with video games and then see
how they translate into our practice, because they are intertwined
in many ways. For our anthology, we relied on a range of critical the-
ories, beginning with the Frankfurt School, and also drawing on
Michel Foucault’s ideas about power, knowledge, resistance, and gov-
ernment, of course. We incorporated Edward Said’s postcolonial the-
ories, highlighting how knowledge production can reinforce colonial
power structures and perpetuate stereotypes. We had Judith Butler,
her insights into subjectivity and resistance. And this is maybe where
this connection I already mentioned comes in. We tried to have a
connection between acting and thinking. Oen in universities,
you’re only thinking about some topics that the world does not
deal with. So we tried to close this gap and think about things we
can actually put into practice. What can this be and how can it be
translated? We thought we can’t do this by ourselves, so we invited
not only academics, but also people om the arts or om journal‐
ism to gather and think about how we can translate these theories
into something practical. Which also then can be positive for our
world or understanding of the world and of media and video
games.

MARTA 08:47 Gaming has become part of our understanding
of publishing, or maybe more as a competitor of the traditional
publishing field. So how would you place gaming in this media
and publishing environment?

THOMAS 09:18 I would say video games are a very special
medium because they need an active player or a person being ac‐
tive. If you have a movie, you can watch it passively, but of course,
it can still activate you in some ways. However, when you play
video games, you have to be part of the experience, you have to be
part of playing. Playing itself for us is like a social experience, also
a very historical one. So there were always people playing games
and now of course we have these digital games in the capitalist en‐
vironment. So play is not for itself anymore. So of course it can
have rules, but you create the rules by yourself or they’re created
by the playing participants. Now we have rules om a capitalist
system intervening in what a game can or should be. So we have a
very different product now and this is important to research be‐
cause it is the biggest entertainment industry at the moment. It

references

https://etherport.org/publications/inc/expub_Expert_Session/labels/references.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/references.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/references.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/references.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/references.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/references.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/references.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/references.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/references.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/references.html


THOMAS SPIES 115

has more income than film and music combined. Even sports, I
think. So it’s very big industrial complex and this is why we have
or thought we have to look closer at it.

MARTA 11:05 If you could speak a bit about your personal work‐
flow when it comes to producing knowledge, the tools, operations
and models that are at play here. The neoliberal model of game
production probably influences it a lot. Also the distribution and
promotion and how those operate.

THOMAS 11:53 It was clear to us that we needed to reflect on
the diversity of content at the editorial level. So the three of us
connected, coming om three different generations and three
different fields of work. Holger Pötzsch is working in Norway and
is the oldest among us, he also has numerous publications in me‐
dia studies. Şeyda Kurt is the author of the two books I men‐
tioned, so she was coming in as someone writing in a very differ‐
ent style. I myself sit somewhere between writing academically
and also organizing those panels – the let’s play critical panels. So
we regularly exchanged ideas, via Zoom, due to Holger being in
Norway. We also met in person several times. For us, it was very im-
portant to give the authors a sense of working together on a project,
which is why we set up a joint meeting before everyone started writing.
For this, we specifically asked experts to cover various areas. And fortu-
nately, no one declined. We granted them relative freedom, including
in formatting the text, resulting in both classic academic and essayistic
texts in the final volume. Then we found a publisher, Transcript, a
German publisher om Bielefeld, willing to support and finance
the entire project. This is not common as publishers usually are
not prepared for such volumes. As you know, they either focus on
academic publications or non-academic literature. So, normally
academic volumes are funded by universities, but we were not
based on any university for this volume, even if we worked on
them or at universities. So we had to find a way to finance the
whole project. As I said, Transcript has this funding from, I think,
different universities from Germany. They have a pool of money and
they can split it into different projects. So this was very good for us,
and they also funded Open Access, which was also great.

sustainability of workflows

business models

https://etherport.org/publications/inc/expub_Expert_Session/labels/sustainability-of-workflows.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/sustainability-of-workflows.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/sustainability-of-workflows.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/sustainability-of-workflows.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/sustainability-of-workflows.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/sustainability-of-workflows.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/sustainability-of-workflows.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/sustainability-of-workflows.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/sustainability-of-workflows.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/sustainability-of-workflows.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/sustainability-of-workflows.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/business-models.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/business-models.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/business-models.html


116 THOMAS SPIES

Besides that, we have also changed how our anthology is pro‐
duced and thought about the authors that are eelancers. In acad‐
emic works or volumes for them, you don’t get paid. So we had
the problem there. We somehow had to get money to fund them and
this was also not part of Transcript's funding, because they never
thought about paying the authors. So we had crowdfunding, we ran a
campaign, had a video for that, we put it on social media and it came
to be very successful. In this way we could really pay all the people in-
volved. Now, aer the volume was published, we sent out some
copies and are promoting it through classic channels.

MARTA 15:42 Have you ever been more closely involved with
game studios, game publishers, people who produce games? Do
you interact with them? Have they ever been interested in your
work and maybe financing research relating to their games?

THOMAS 16:07 So I tried to reach out to them and wrote to a
few game companies, especially some in Cologne and Berlin, be‐
cause I live there. I thought that this could work. Some of them
responded. I think one paid us 400 euros. But also we had to
think about this so that this doesn’t look like we get financed by
the industry we are critiquing. So this was very important, but it
was a small indie company. It’s not Electronic Arts, one of the
biggest ones or Activision, which are highly problematic when it
comes to production structures. So we were okay with it. Many of
them didn’t respond, because I think it didn’t fit into their ame‐
work of things they should be financing. So we didn’t rely very
much on them. And also there’s a big gap between production
and researching or working on a theoretical level with games.
This gap is closed somehow in some areas where game design and
game studies connect. But usually they go separate ways. So there
was no big cooperation or anything like that.

MARTA 17:33 On these more problematic aspects of produc‐
tion, how can you ensure that your work practice is financially
sustainable? We’ve been talking to other people about the person‐
al toll or personal involvement, ideas of caring for each other or
helping each other. How does that play into your work?

THOMAS 18:05 Especially with the freelancers, we had a few prob-
lems to work out, because they are often underpaid or overworked. So
we couldn’t make the deadlines or there were problems on the way to
the final text. It is very important not to see them as production values,
but as people, and also see that you have to do care-work if you are
publishing. This is very important, because you are dealing with indiv‑
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iduals and you have to find individual ways to make it work. This
also included talking on Zoom for hours about different things in
the text. This is what we think is important as a practice, along
with paying them and not having crunch time, a term coined by
the game industry, where people are stuck in a room for weeks,
programming before a big deadline. We try to avoid that by hav‐
ing reasonable deadlines, by having some spielraum. So we could
give them more time by not having a fixed date.

MARTA 19:48 In terms of collaborations and the professional net‐
work. The community and industry of gaming is quite different
om that of traditional publishing, both in terms of audience and
producers. So how does your work fit into that network and how
do you create and maintain collaborators, allies?

THOMAS 20:24 I think this also applies to other areas. If you’re
like a biologist of course you have an interest in biology and are
talking to other people interested in that topic. This is also true
for games, I’m a gamer myself and I hesitate to call myself that be-
cause it can be a very toxic term. So on the one hand I’m part of it and
on the other I’m critical of it, but this gives me a room to really see ten-
dencies and to explore the direction of the community. So I have talked
to gamers and I reached out to them for panels, for example, to a store
owner who sells these classic game consoles, and if they don't see me as
some academic person trying to research the next hot topic then they’re
much more likely to open up to me. Of course, it’s important for me
to think about them when I publish something. I do not want to
only write for an academic bubble. Community work was present
on the panels but they are, as I tried to explain, part of our pub‐
lishing practice. So this is like practicing what we are writing
about. I would say this was the one community I was part of. For
us it’s not only researchers, it’s also other people writing text. So
people who produce text in some way, we are the other communi‐
ty and we were also of course dealing with them, reaching out to
them. A special thing for our anthology was that we were hand‐
picking them: we had some topics we thought were important
and reached out to experts to write about them, something they
responded positively to.
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MARTA 23:02 I guess the gaming community is not necessarily
well seen. I mean, there’s a lot of negative connotations, rightfully
so, with some of its aspects. But the sort of collective experience
of gaming and of becoming or being part of that is very interest‐
ing. I guess quite different om the more traditional formats of
publishing. So how do you see it bringing a vantage point? Or do
you also see more positive aspects of speaking to that audience or
working with that audience? Or what can that level of connection
bring to your work?

THOMAS 23:58 I think there’s a very big transformational po‐
tential in it, because I can always see, and maybe you heard om
  in ǈubǉana how people react to other people
playing games in ont of them. It’s very nice to see that it works
every time. They’re very interested and can’t get enough of it. You
can use this format to communcate something or leave an impres‐
sion. Maybe it’s like this cathartic thing where you watch some‐
thing and realize something else about how society works or how
society is structured. I think there’s a big potential in that. So you
rely on experiences nearly everyone has because we all play games
in some way, even if it’s not digital, but also many people do play
digitally nowadays. So there’s a big potential to gather an audience
om very different backgrounds. There are also some games that
are diverse or dealing with topics om a different angle. You can
spot them and of course show them to people who didn’t know
about them before that. So I think there’s a potential to see what
the medium can also be besides the mainstream titles and games
you already know.

MARTA 25:41 What do you make of this obsession with watch‐
ing other people play? Does it bring entertainment value or a
community connection? Are there any critical aspects in that?
Because of course, gaming is big, but what seems to be even big‐
ger is streaming. That’s evident and it’s one of the newest forms of
publishing in a sense of knowledge and entertainment
production.

THOMAS 26:34 It’s cool to think about this, really. It’s like an
interactive publishing somehow because you get instant feedback and
you can also integrate this feedback in a live play. So I think Twitch is
a very interesting format now because you are very close to the commu-
nity and the community aspects are central to the experience on
Twitch. So if you play a game and say something critical, another per-
son can respond instantly in the chat and you can have a discussion on
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that topic. But also it’s not just because there’s a community, it
doesn’t have to be progressive. Of course, there are also right-
wing or other communities as well. Although, there’s a chance to
use that as a publisher. With streaming, you can reach a different
audience or bigger audience. I think what’s interesting for people
is to maybe be a part of it, but also why is it interesting to watch?
Maybe because it somehow works when you watch someone do‐
ing something social. Maybe this is another medium, it could be
like a reality soap or something like that. So you have the feeling
something real is going on and something which is authentic and
also reliable. So you are having a close connection to the person
doing something, in this case, playing a game. Maybe you also
know the game, so it’s like you are thinking about what would I
do or what would I say? And you ask about the critical aspects
when doing this. I think there are two opportunities. You can play
critical games and look at what they bring up, or you can play a
mainstream game and criticize it, but you have to make this your
focus. I think this focus is not oen present in the moment when
you look at what kind of people play Fortnite or something like
that for fun, which is also fine, but if you’re asking about critical
aspects, you have to bring those into your stream.

LORENZO 29:30 I’m Lorenzo om Nero. I’m really intrigued by
play critical. I participated in Total Refusal performance in
ǈubǉana and I was really astonished by that practice. I’m curious
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to know more about it, more about this practice, when did you
start? Did the community exist already? How did you encounter
this practice? Is it more like a theory that then transforms into a
practice? I’m curious to understand the genealogy of it.

THOMAS 31:26 There are so many layers to it. I was also always
interested in playing games and just playing for fun. At some time
I discovered, I can also apply film study critique on the games I
was playing. Of course, there were critical games I was playing too.
So maybe it was my first epiphany when I saw that I can now dive
into a realm where not many people were working.

Then I discovered a small community gathering around game
studies and doing practical or theoretical things in this area. It all
started with my PhD where I discovered there are some institutes
which now accomodate people working with or researching
games. Especially in Cologne, there’s a big bubble of researchers. I
think I wrote an introduction and also a paper for Beǌamin Beil,
and he’s one of the professors here at University of Cologne. I was
looking at trauma representation, as I said. Yet now I would say
that one has to go beyond that.

This also reflected how I saw games in a capitalist context. For
me, it was important to see what other people are thinking about
video games in that way. Soon I discovered it’s not only re‐
searchers, but also artists. There are many artists doing short
movies and video games, the Machinimas. Maybe this was the
next step, to discover Machinimas and their community.

Because I’m used to taking photographs, I then dove into vir‐
tual photography and photographing in-game. There’s also a big
community for that, especially in Italy. It’s very interesting. I met
Matteo Bittanti a few weeks ago in Lenzburg in Switzerland. He
was doing an  . On the way, I discovered Total
Refusal. They were there for a short film festival. And we instant‐
ly connected. And this was the step to do something more practi‐
cal. They were part of the first two panels. I organized them with
some other people, of course. This synergy was the starting point
for many projects since then. So maybe it was really discovering
people, areas, and possibilities which are somehow not present in
the mainstream until now.

LORENZO 35:03 I was curious about Total Refusal, to under‐
stand this new way of playing a game: looking for glitches, look‐
ing for alternative options and beyond the mainstream scope that
a video game proposes to you. I’m asking this because I was trying
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to see if this kind of practice is somehow the mainstream narrative
part in a critical way, together with other people as we experienced
with the Total Refusal performance.

THOMAS 36:11 So, in classical publishing areas, where can you
add the element of play? Can you have room for playful ideas? I
know there’s always this capitalist structure, and it’s very hard to
do that. But can you somehow create a space where everyone can
be creative. You can’t be creative if you are forced to have a text
ready in two weeks, or if you’re underpaid for it. So we have to see
where there could be a room for the people you’re working with.
This would be one thing I would translate to other publishing
methods or areas. I think sometimes we fall into the trap of writ‐
ing something about people, but not working with them.

MARTA 37:35 Building on this idea of gaming and streaming as
forms of instant interactive publishing, are there people, writers,
artists, editors that you see using this more playful and participa‐
tory aspect of gaming in their practice? Or do you see that being a
possible horizon of the “future” of publishing? Or is there some‐
thing already happening in this direction? Of course, your work is
in between and this more playful, critical aspect.

THOMAS 38:29 It’s hard to say, because of my particular place
in this whole structure. I’m not very experienced in dealing with
other publishers, for example. So I was in contact with a few other
publishers besides Transcript last time. What I always liked was
when we met in person and or we came together for events. We
had this event in Vienna. There was the network of critical com‐
munication science. This was coming together not only because of
the things we talked about, but also because of shared ideologies
or views on the world. I think this is also important to maybe have
a focus on the things which are important to you, and then to
translate them into a product and not just come up with an ab‐
stract idea. I share ideas with a community and then see how this
community can work together. I know this is not very broad. I
don’t have specific names I can mention, but oen I discovered
that there was not enough space to do the kinds of projects that
we did. So oen you just have typical ways of doing an anthology
or something like that.

MARTA 40:46 That’s interesting in itself, that there’s this sort
of gap, because we’ve been seeing the expansion of the gaming
ind‑
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ustry for the last 10–15 years. So it’s interesting maybe that that
space is not fully yet occupied by projects.

JANEZ 42:47 The Let’s Play in ǈubǉana was the format which
emerged om Total Refusal and  , where
Valentina took the chance to present her book, or at least some of
the topics, and the aesthetics that she’s discussing in her book
that we did in collaboration with Aksioma and Nero. And we
used that opportunity to kind of experiment with a new format of
delivering in ont of an audience in a performative way, a book
presentation, so to say. Now we are in the final phase of editing
this material to will launch it again online, where people can really
consume it as a Let’s Play, in the sense of watching the game
while the protagonist is featured talking in the bottom right cor‐
ner. So I have two questions: how would you define that format
that you saw live? How would you define the objects in terms of
publishing that we are going to upload on YouTube or whatever
online?

LORENZO 44:08 And if you can imagine this material online –
you, as a gamer, perhaps consume some Let’s Play’s or similar
content – who could the audience be that can consume a talk be‐
tween Valentina Tanni about her book and Total Refusal on their
big screen in their living room?

THOMAS 44:38 Even if you are trying to find the term fitting
for what Total Refusal is doing there, we oen discuss that it’s not
that easy, because there is no term yet. So we thought about dif‐
ferent expressions, ‘public gaming’ being one of them. I’m not a
fan of that. ‘Public gaming’ also reminds me of a football stadium.
It’s not fitting for what we are doing there. We also called it ‘live
playing’ at some point. But again, live playing could also mean
that you’re just playing Mario Kart. And it’s lacks this critical per‐
spective, or even this Let’s Play aspect of it.

And this is why my panels are called ’  . This
is what we are doing. But I don’t know if this term is good if its
used in a broader field for a longer period of time. I don’t know if
it’s fitting for all audiences.

LORENZO 46:24 But if we change the perspective, and we
look om the angle of a writer, or somebody who published a
book, and then did a presentation in that format, when you were
looking at it, what actually happened in your head? Did you just
perceive it as a promotional kind of thing? Or maybe as an at‐
tempt at using the game to vehiculate critical discourse? Did you
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perhaps perceive in this experiment an attempt of generating a
new discourse? Did you see an attempt to expand the practice of
publishing?

THOMAS 47:48 I interpreted it as an in-game presentation of a
book. And so I was watching it om that perspective. And also I
saw the similarities between what Valentina’s writing and Total
Refusal is doing. But I was interested in how they can bring these
two fields together. Of course, they are writing about video game
culture in the broadest sense of the term.

I think there’s a very good opportunity there to expand on the
book you are presenting in the video game. But you have to be
very specific about what you want to represent or present om the
book and if it fits in the game. So there was a small gap between
what Total Refusal was showing in the game and Valentina’s com‐
ments. Of course, they tried to find those similarities. But for me,
it was two worlds sometimes colliding, but not melting together
as a whole. This is maybe because you have to look at what the
ideological underpinnings of the book you are presenting are, as
well as the ideology of the people playing the games. I think there
were some similarities, but also some differences. So for Valentina,
it was to explain this nostalgic view on games and game culture,
both memes and other limited spaces and other internet phenom‐
enons. For Total Refusal, it’s always this political standpoint
where they try to have an anti-capitalist and even Marxist critique
of society. Of course, Valentina is a person, I think, who shares
this ideology, but not really in her book, which was about other
topics. So, for me, there maybe was a gap that emerged when pre‐
senting those two together. But as a format, there’s potential to
have your book presented in a video game.

LORENZO 50:22 But I’m thinking that video games, especially
multiplayer video games, could also be perceived as a new space for
traditional narratives or discourses produced in books. For exam‐
ple, in ǈubǉana, I really perceived that environment as a new
space to inhabit with certain discourses. Multiplayer games, espe-
cially multiplayer games, give you this common space to create new
narratives and even to challenge the rules of the video game itself. So,
I’m really intrigued by this aspect that is difficult to find in tradi-
tional publishing. When I mention traditional publishing, I refer to
printed books. Of course, you can have book clubs in which you find
other people, where you can read collectively. For video games, it
looks like an expanded version of that with a lot of people. Like

tools

traditional publishing practices

https://etherport.org/publications/inc/expub_Expert_Session/labels/tools.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/tools.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/tools.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/tools.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/traditional-publishing-practices.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/traditional-publishing-practices.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/traditional-publishing-practices.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/traditional-publishing-practices.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/traditional-publishing-practices.html


124 THOMAS SPIES

Travis Scott’s concert in Fortnite, all these kinds of experiences are
quite disruptive in a way.

THOMAS 51:49 Yeah, totally. I wanted to ask if you knew the
Fortnite concert, as there have also been many exhibitions in mul‐
tiplayer games recently, especially in Fallout, for example. In
Roblox, this kids game, there were also demonstrations for
Palestine and other topics which are suppressed in society. Here,
multiplayer games present a potential for political expression or
just reaching a wider audience. As for publishing books, it’s also
super interesting because, as I know, no one has used this format
yet. But if you can imagine having a reading event in the game. So
you have this area and maybe also advertise it in the game. You
could talk to other people in the game or just write a sign. In some
games, you can be very creative with the aesthetics or graphics. So
you could have an area where you point out that there will be an
event later, and then you can have the author or someone else sit‐
ting there and reading om the book. You could just use this as
another version of a book launch. But maybe some people would
randomly come in and gather around, allowing you to reach out to
people who don’t usually go to a library or other literary spaces.
So I think this is a good idea.
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TOMMASO 53:41 I think what we have been discussing at the
moment here with you, but also in general, is trying to understand
this concept of expanded publishing as coming om the tradi‐
tional publishing world, trying to understand that in all these
years, a lot of tools have been developed that change the way in
which books are produced, but that also change the ways in which
books are read and consumed. We said, okay, let’s stretch it the
old way and open up the possibility that a book is not only a paper
book. But when you have to deal with publishing, you deal with a
set of media that can be very broad. In that sense, we jumped to
Total Refusal as an example of this. There was a moment of writ‐
ing, there was a moment of publishing, and there was a moment
of reflection on the book.

But I’m thinking about examples that try to do the opposite,
or try to conceive, for example, gaming as a book or form of read‐
ing. I am not much into gaming, but I recently started playing
Kentucky Route Zero and it’s more like a book than a game. It’s
interactive, you cannot win or lose, and has a narrative that actual‐
ly has a very long history om the first DOS system, etc. My
question is, very sincerely, again, can a game be a form of publish‐
ing? Of course, I understand, that producing a game and produc‐
ing a book require completely different skills, but then how can
these two very different worlds be combined? Especially consider‐
ing that multidisciplinarity is something that we cannot avoid at
the moment?
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THOMAS 57:16 There’s a game called Citizen Sleeper. And it re-
sembles a book more than a game. It has very nice graphics, but not
moving graphics. It’s like standing still all the time. It’s perceived from
a single view, and you see the characters that are talking. Other games
did this as well, while thinking about how to present text in a
modern way. So maybe there’s a connection. I think there were
experiments in books, trying to look like Instagram or something
like that, which doesn’t work very well most of the time. Maybe
there’s formats which somehow copy back game text into a book,
or the book cover or the marketing of the book. You could also
produce a game which is related to your book, although this could
fail because people are used to good quality now. I’m also think‐
ing of graphic novels, which are classic books where you have
some level of interactiveness as a reader. If you want to publish in-
game or with games, you have to have people who really know
what the game is about or how games work. If you want to appeal
to the audience playing games, you have to have people experi‐
enced with games assisting you.

TOMMASO 59:32 But then, to be even more direct, do you
think it makes sense to open up publishing to this different con‐
text, or would it basically be defining everything as publishing?

THOMAS 59:53 I think the format of Total Refusal is very
promising in thinking about how we can present a book, and also
invite people to a cinema to watch a book premiere. It’s like a
transmedial presentation. Using already existing games is also
promising, finding games with an existing audience and develop‐
ing ways to integrate books into them, or at least ways of present‐
ing books in-game. These strategies are more promising than just
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developing new game, which is very difficult to do and it can’t be
the first step. But think about how you can be in games or present
games with your book. This is a good way to go.

MARTA 1:00:45 So if you have any sort of ideas on urgent aspects of
publishing, what are some things that already exist and that you
see developing further or that you would like to be developed fur‐
ther? Which should we reflect upon and abandon? And if you had
a five year vision of the future, ten year vision, what would you
see?

THOMAS 1:01:48 Maybe firstly, I would discover the value in
positions that are not present yet or marginalized. Seeing whether
there are new ways of thinking about things such as video games,
for example, and expanding on those areas. When it comes to the
publishing itself, find ways to get rid of the idea that there’s one expert
for an entire topic, try to have a broader pool of people working on
books, and to see if the books themselves can be made public for every-
one. To have them online and in some way digitize them is very im-
portant, but maybe there would be a way to have book presentations
you can record for YouTube or something similar. So people can have
a summary of it and maybe even something interactive. Or you can do
an event where you have a chat function and people can react to parts
of your books, this could be before it is published. If you look at video
game companies, they do this beta testing where they have al‐
most-finished version of the game. People can openly play it and
you can see how they react to it and what they think of it. In terms
of publishing, this could mean that the publisher isn’t the only
one who receives the dra before it’s edited, but that other people
can read it and provide their first impressions. But the most im‐
portant part is that it get’s published in some way and that it is ac‐
cessible for ee, although this is very difficult to do with the fi‐
nancing system nowadays.
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3 July 2024, 10:00 AM

IRENE 00:45 Before getting into more specific politics, I always
want to explain how and why I started Errant. I have a back‐
ground in visual art; I went to an art academy and studied art his‐
tory. I was the artistic director of an art space and was making ex‐
hibitions. However, this format of telling a story through an exhi‐
bition is unsatisfactory to me because I’ve always been interested
in combining different voices and non-art objects. The white cube
or art space diminishes this difference: when you enter an art
space, you look at everything the same way, when you put some‐
thing that is not an artwork in an art space, it becomes an artwork
(which is also thanks to Marcel Duchamp, of course). At the
time, I was reading Édouard Glissant, and he writes about same‐
ness and difference in multiple ways, about how our Western cul‐
ture can diminish difference and work towards sameness, which is
very destructive. So, I stopped working as an artistic director. I’ve
always liked publications. I also used to work as a journalist and
made publications to accompany exhibitions. For me, this format
is a way to combine more differences, and this is especially true
with language. We will get into specific things I do with publish‐
ing later.

In other words, I see   as an alternative to the
exhibition format. But this got me into trouble when a funding appli-
cation was rejected for this reason. I’ve been rejected for funding many,
many times, but one of them happened in the beginning when I said
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Errant Journal is like an exhibition. And they were like, no, it’s not.
So I thought about it and realized that for many people, an exhibition
is a collection of images — something that is visual. For me, an exhibi-
tion is something that tells a story and is able to do this from different
perspectives. So I thought that was a funny experience, sometimes you
learn from rejections.

CAROLINA 03:59 You already mentioned a few inspirations or ref‐
erences that guide your practice, namely Glissant and his “
 ” and the idea of opacity. What other references, ma‐
terials or theories inspire your publishing practice?

IRENE 04:24 Well, apart om Glissant, there are a lot of other,
mostly Latin American decolonial thinkers, as well as Ariella
Azoulay, who’s also very important, especially her book “‐
 ”. Her background is in photography, so she talks a
lot about images and archives, especially the violence behind
archives and structures. Of course, publishing, writing, and com‐
municating in the English language is not ideal, and I always say,
maybe at some point, I’ll be fed up with all the limitations of pub‐
lishing, and I’ll move on to another format. But I think there’s a lot
to be done within this format, a lot of opacity is important, a lot of re-
fusal, and a lot of subverting in how you put things together. I find it
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interesting because by doing that, you question how we think about
knowledge and how we think about what is important and what is not.

CAROLINA 05:53 Amazing, thank you for that. So, we are just
moving on to our other part, which goes through threads on the
“how” of the inastructures of publishing. How does that process
of seeing a publication as an exhibition space (and much more)
look like to you? Do you also take time to refuse certain
traditiona‑
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l workflows? And how is the idea for the themes born, developed
and then published?

IRENE 06:52 I think there’s a lot to your question. The way I
set up Errant, structurally and organizationally, is also very im‐
portant for the content. There is the editorial process and how I
approach each contribution, and then there is an umbrella over
the process of how I approach the object of the book and how I
subvert that. So, there are different layers to it. To start with orga‐
nizational aspects, I was the artistic director of a very large space
before I started Errant. In my experience, the bigger the space, the
more limiting it actually is. One of the things that constantly frustrat-
ed me was that when we didn’t have any budget, we still needed to fill
the space, which forced artists and others involved to practically work
for nothing. This is the kind of situation that is causing burnouts, and
I think it is ridiculous to have to perform for the funders in this way.

So one of the things I’m very happy about with a publication is
that it doesn’t have a space. Especially being an independent pub‐
lisher, there is no space to take care of. I also made sure that Errant
is not published periodically, I publish whenever the hell I am ready to
publish — and this is a structure that I’ve set up that funders find a lit-
tle bit hard to understand. When you are interested in including
certain voices, you should also give space to people to have those
voices. I always use the example of the  , which was
about the environment, and it was delayed because one of the con‐
tributors was in a court case against Shell. So this is a good reason
to extend the deadline, and because there is no space, you can cre‐
ate at your own pace. It is the same with Gaza: the last issue was
delayed a bit because someone was trying to get a iend out of
Gaza. I’m trying to set up an organization that can make space for
people’s lives, and the issues people are dealing with that are usually di-
rectly connected to (geopolitical) issues Errant aims to address. In this
way, the work is not removed or cut off from the actual lives and work
of people I work with. Do you want to know more about how I work
with the actual contributions or with editing?

CAROLINA 11:00 Yes, I think it’s nice to know a bit more about
the workflow that leads to the finished publication, but I think it’s
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also interesting to go into what kind of tools are important for
you, material or collaboration-wise. Is there a specific guide or
workflow structure that guides these collaborations, and how do
you find collaborators and build up this process?

IRENE 11:40 Having any tools or guidelines would be very
anti-Glissantian! Each process is individual, although, of course, I
learn certain things that work or do not work. I try to build very
personal relations with everyone I work with, especially to give
space to what I’ve just mentioned. For instance, there recently was
someone who told me that they would not be able to write, the
reason is a very private and personal story, which of course I will
not go into, but I’m very happy that people are coming forward so
it can be discussed and I can support a contributor in the best pos‐
sible way. We ended up with an amazing contribution!

It’s a very important and delicate relationship. I used to be an
editor for different magazines, and I’ve worked with people over
email without realizing that they were many years older than I
thought for example, or even that they were a different gender!
And I think in the work that I do, that’s just not right. Who some-
one is really informs the editing process, and every process is unique. So
I have conversations with people in real life, if possible, but mostly over
Zoom. This is still limited, of course, but at least I get a bit of an
idea of who someone is. It also makes the process much more fun
to be honest.

CAROLINA 14:56 I remember last time we had a conversation,
you talked a lot about the decolonial position that Errant Journal
takes and the way you provide a platform to people om the
Global South. How do you see those inastructures that we can
access in the Netherlands or Western Europe with building up
this anti- white-cube European-centric thinking within a publi‐
cation that is based in the Netherlands?

IRENE 15:34 I’m very much aware that my position is still that
of a Western white academic, and to me this means I have to con‐
stantly challenge the way I think. Glissant talks about how every ex-
change with another, changes the self. That is why it is important to
talk to people so that I practice listening, which is a decolonial practice.
You know, shut up for once and listen to what people have to say.
Currently, I’m working with Ghiwa Sayegh om  ,
which is a Lebanese open-access publication by anarchist femi‐
nists focused on the MENA region. It’s fantastic because I’m
learning a lot om how they are approaching the editing process.
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Yesterday, I was looking at another magazine that hadn’t heard
about yet. There are a lot of magazines out there that say that they’re
giving space to ‘other voices,’ but one of the problems that I see is that a
lot of these publications don’t pay people. They say they are open to
everyone, but by not paying people, you’re not open to everyone, you’re
open to people who can afford to work for free, which is a very small
segment of our society. It’s very important to me to pay people, and
that’s one of the main focuses when trying to reach ‘other voices.’
Although I don’t think I am able to pay people the actual worth of
their work, I try to do my best.

CAROLINA 18:21 You’re right. I think that always ends up be‐
ing omitted. As you said, it’s nice to say, “We open this space”, but
then how open is it if it’s not paid work? You also mentioned the
subscription model that you’re investigating to circumvent certain
funding structures of the Netherlands that divide publications,
art, and spaces in very tight borders. How do you keep the sus‐
tainability? How have you explored these different models to en‐
sure that Errant Journal can continue?

IRENE 19:01 That’s also funny — I find it strange that in the
funding system of the Netherlands, even the smallest cultural or‐
ganizations are supposed to have a business model. My business
model is not a very traditional one. I always take it slow, one or
two issues at a time, also depending on what else is going on in
my life. I do look ahead, of course, but I didn’t set it up to think
that things are going to be a certain way because it doesn’t work
like that. This has been a reason why I’ve been rejected by funders
as well, for not having the right business model. I find that very
funny because, again, the way we work and the way we live are be‐
ing pulled apart. I’ve been living like this (as a eelance cultural
worker) for over twenty years: I can look ahead for a few months,
but not more than that. So I started an organization, it has no
overhead, no buildings, and no staff, and yet I’m expected to make
a ten-year projection? I was told that Errant Journal wouldn’t last
because it doesn’t have a good business model. I found it very strange
because the only reason Errant Journal would stop is if I don’t feel like
doing it anymore. Financially, I can keep going, especially with this
model, because I haven’t set myself up to produce a certain amount. A
distinction is made between organizations and artistic practice, while
for me, this doesn’t exist. This is my artistic practice, it’s just that be-
cause of how things are structured, I am required to have a board and
a business plan etc.
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When I registered myself as an artist/eelancer back in 2001,
the guy at the tax office said artists are funny because they never
go bankrupt. As long as you’re alive, you can keep going. Of
course, you can file for bankruptcy as a eelancer as well, and
some people do in some situations. But he’s right: as long as you
are alive and you’re able to work, then you keep going.

CAROLINA 21:56 I imagine that you can find other ways to
sustain this practice by not having a very strict deadline.

IRENE 22:11 Yes. I don’t know if you’re also a eelancer, but in
my experience I could meet someone tomorrow who has an inter‐
esting idea for a collaboration for instance. This happens to me all
the time, and I’ve been doing it long enough to know that, al‐
though it’s not a business model, it is sustainable because it has
been sustaining me for twenty years!

CAROLINA 22:35 That’s interesting. I think you’ve mentioned
your collaborations, your community and this network that en‐
ables Errant Journal to continue and also shape itself in different
times and spaces. How has this sort of community of collabora‐
tors or readers been created? How do you relate to them?

IRENE 23:17 Sometimes I get questions such as “How did you
find this or that writer?” Well, there are several ways, but one of
them is that I will remember something that I read fieen years
ago, and I will just go look for a person who can write about it.
The example I oen use is also om the second issue. I was look‐
ing for a title for the Journal, and one of the names that I consid‐
ered was Tuvalu. Tuvalu is the second smallest island nation in the
world (I suggest to Google it and look at some images!). The
country consists of a group of atolls, and they are all sinking be‐
cause of the rise of sea level due to climate change. I believe the
total population of this country is around 11,000, and they’re on
tiny strips of sand in the middle of nowhere while sinking.
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Well, this just grabs my imagination: there is so much going
on in that situation. I wanted to find a person om there to write
about Tuvalu. You can imagine that when a country is that small,
it’s quite hard to find someone who is both willing to write and
has at least some experience doing so. Certain activist groups are
working in that part of the world on climate change, and I started
writing to all of them because I had one name at some point, and
he didn’t respond anymore. I also reached out to those organiza‐
tions via Facebook Messenger, and at some point, I got an email
om the same person who didn’t reply to me earlier. He said:
“You must really want me to write because you’ve now emailed me
through three different organizations” — it turned out he worked
for all of them, and these are all very small organizations, so he
was getting all the emails! So, I guess one method is spamming the
hell out of people (although it was completely unintentional to be this
annoying!). Nowadays though, since the network has grown, it’s also
through referrals. And there’s the open call, although open calls are also
very flawed, but I’m still using them.

CAROLINA 26:17 Can you expand on the flaws of the open
call?

IRENE 26:29 The space I ran before was also a residency, and
we had an open call. But when you’re looking for ‘other voices,’ an
open call is not necessarily the best way. In my experience with the resi-
dency, 99% of applicants will be white artists from northern/western
Europe, all making the same kind of art (and calling it experimental).
I also see other organizations doing open calls, and spreading the call
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widely and then using the amount of people that respond as a sort of
marketing tool or indicator of their popularity. “Look, we had 700
people reply.” But what’s the point of that? Again, why this perfor‐
mance for the funders? When Errant has an open call, I actually
don’t promote it that much because I don’t want quantity, I want
quality.

The process of open calls is also problematic because people
can spend a lot of time on a proposal, only to be rejected. With
Errant, I aimed to make the threshold very, very low: I just ask for
a proposal of 300 words. There’s no form or format is has to be in,
and I sometimes say it’s basically an email — which I actually also
accept. It’s all about the idea, and I don’t care about anything else.
I just need an email with your idea, that’s it. And a few references
and a bio so I understand where the idea is coming om, how it is
situated within someone’s practice and the world. For all the peo‐
ple who are constantly applying for things, the process is so tiring
to get rejection aer rejection, and I hope to make it honest in
that sense. There are many people I’ve started a working relation‐
ship with aer I’ve rejected them because then they come back for
collaborations, and I’m always open for it, or they ask me to look
at a text they wrote, so I try to do that.

CAROLINA 29:19 I always think it’s also about balancing be‐
tween the open calls and the invitations because inviting also
keeps you within your ames of reference.

IRENE 29:33 Well, I always also invite people directly. But I
still do the open call, because that’s how I get people that I would
otherwise never have found. It’s funny that you can also see how
the call spreads and develops — for the previous open call, we had
a very large amount of architects apply. There is a small fan base in
Cairo and the Philippines. So it’s quite interesting to learn a little
about how people find you.

CAROLINA 30:14 You mentioned this idea of the editor and
the traditional way of seeing it as someone who’s always right, but
you were also trying to de that. What are the ways that editors
can be creators of community and art? Can they be or not?

IRENE 30:50 Well, definitely, I think this is important. I’ve
been told that sometimes people can be intimidated by me, which
I find both sad and a bit funny because I don’t think I’m intimi‐
dating at all. I try to be very careful in creating a space where
peop‑
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le feel that they can contradict me. Please do! If you think that I’m
wrong, then for God’s sake, tell me!

As stated above, I’ve been working with Ghiwa om Kohl and
they organize what they call ‘writing circles’ through which they
make their journal collectively. I have always been a bit of a loner,
but working collectively is something that I am definitely consid‐
ering for Errant. I have to be honest, groups kind of eak me out.
I think making publications is the world of introverts, but I also talk to
people who do translations collectively and I think that is a very good
way to think about publishing. I think the outcomes of that could be
very valuable, so it’s worth a try.

CAROLINA 32:53 That’s interesting: the idea of the publica‐
tion, as you mentioned, is such a collective work, but then it’s also
the work of the introvert somehow.

IRENE 33:12 Before I started Errant, I realized I had to be part
of book fairs. I hate fairs, they are horror situations for me, but I
realized I needed to take part in them because they’re really im‐
portant to get your name out there. At the very first book fair, I
realized that book fairs are different om art fairs, because they’re
all introverts, and only very few are chatty.

CAROLINA 33:48 Folks just want to look at the publications,
right? Book fairs end up being important to reach your readers.
You talked about the way that you communicate with contributors
of the magazine. Who are the people who read Errant?

IRENE 33:50 That is nice about book fairs because although
I’m a loner, I do meet people who say they’ve been reading the
journal, and that is great, those are the kinds of conversations I’m
happy to have.

CAROLINA 33:52 Some positive reinforcement, too.
IRENE 33:52 I do need it! Because otherwise, you go mental.

My idea of the audience, om the start, was twofold, which is also
reflected in who I am. On the one hand, it’s artists, people inter‐
ested in the visuals and thoughts, and on the other, academics of
all sorts of disciplines and I found that it works exactly like that,
Errant Journal is very popular among art students and artists.
From the sales, I oen see orders om universities; then, occa‐
sionally, I look up to see who the person is and what their re‐
search is about. It’s fascinating because sometimes it’s the weird‐
est research! I’m very happy because it was exactly set up like that.
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CAROLINA 41:34 Thank you. I’m now just going to ask the rest of
the group to see if they want to say anything or have any
questions.

JANEZ 41:36 Hi, nice to meet you. I’m Janez om Aksioma in
Slovenia. I think it’s interesting that you said you were leading a
gallery as an artistic director, and the limitation that you saw in
such a format to create knowledge or to deliver it. In a way, it’s
similar to the path I’m going through. We have a gallery space,
but we do more and more publications so I totally understand
what you want to say here. As for the publication, I have to admit
that I did not know much about you, and I did some investigation
before this meeting. I see that you do podcasts too. I’m wondering
if, aer so many years of experience as a publisher, you have per‐
haps found other kinds of limitations. Did you, aer investigating
so much, find a limit? Do you ask yourself in what ways new tech‐
nologies can open different horizons and expand the concept of
publishing?

IRENE 41:56 Yeah, I totally get what you mean. I always say
that at some point, I will come across the same kind of wall, but
not yet. Obviously, there are some limitations that have been
there om the start. Language is the main one currently. We are
still communicating in English, which is a colonial language. Yet,
for me, there are so many ways to play with it: the ways with
which we can subvert this, do these things differently. There is
plenty of room for looking into things. Maybe if I do all of these
things in the next couple of years, I will be fed up with it. So, no, I
do not see this as a real limitation. We’ve been able to find satis‐
factory solutions or experiments for each thing so far.

As for the second part of your question: I am absolutely a book
fetishist. The material and the paper are important to me. And I al-
ways try to play with that. We are the only magazine or book in the
world that has a smell. Not all copies have a smell, and on some copies,
they disappeared, but two of them still have their smell. For this I
worked with Mediamatic in Amsterdam. To me, this is also about how
we communicate language and a story. I have not advertised the
smell because I kind of like how people get very confused. For ex‐
ample, the second issue smells of cucumber. It’s very light, but it’s
there — if you had a book in your bag for a while, and you open
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the bag, that’s when you smell it. I’ve told some people this, and
they said, “I was wondering where that salad smell came om all
the time!” So, if we are talking about expanded publishing, this is
a fun way for me.

LORENZO 44:12 Hi! I am thinking about what you said about
your business model being precarious. On one side, there is a lim‐
it, of course, because it’s a agile model that can probably not
guarantee continuity. On the other side, there are also characteris‐
tics of independent publishing, so I was asking myself if you were
fine with not being stuck in this situation that it can be a limit but
also an opportunity. If you are interested in broadening your audi‐
ence and communicating with the bigger community with your
message and content, how is this possible with this kind of
limitation?

IRENE 44:43 I really want to reject the notion of Errant having
a precarious or agile business model. In fact, I was saying the op‐
posite of this earlier. Sure, there’s not a ton of money, but this
does not mean it is a precarious model. It’s my life’s work, and I
will not stop unless I want to or unless I get hit by a bus. If you re‐
ally want to support Errant Journal, please subscribe. Errant only
has 44 subscribers so far, which is not much at all, but om that
small amount, there’s a monthly revenue that I can count on.

Of those 44 subscribers, 11 of them are universities, and they
pay a lot more. I’ve also been surprised, actually, at how much rev‐
enue I can get om advertising. And then as Errant grows there
are (big) organisations reaching out and saying they’d like to col‐
laborate. I have to see how to handle that, because I want to re‐
main independent. But I sometimes feel the ways of moving forward
are endless. So, I don’t think these models are fragile just because there’s
little money or its irregular. We have been taught to think like this be-
cause that’s the neoliberal, capitalist way; always more and bigger. As
you were talking, I was also thinking about how banks are not
considered precarious or agile at all, and yet governments have to
save them by billions every couple of years. So, who’s the agile
one? Obviously, there are differences, I’m not a bank, but you
know where I’m getting at: it is a perception of how you see pre‐
cariousness or agility in business structures. So I resist that, as I
do with many other things.

MARTA 47:27 The idea of precariousness is also about scale. I
think the biggest question when it comes to subscription models
or, I guess, alternative business models is to what extent they can
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be scaled when you start having more employees and more collab‐
orators. And how do you ensure that you can keep going, and
what about older people? Can they keep going? This is a conversa‐
tion that we’ve also been having with others about ideas of care
and self-care or the so-called exploitative cultural industry that
claims to be interested in the care but then expects their workers
to just keep going. Of course, it’s different if you’re working on
your own compared to working with others. So I guess when it
comes to scaling these things, how can you maintain or how do
you see this non-agility or resilience that you do see in these
smaller independent publishing? Can they be scaled? Should they
be scaled? Can you build om those more social and personal
connections in a wider network? This is also what we’re sort of
doing with the consortium, putting together resources and
knowledge. I guess this may move into the final question about
the future of publishing. What direction can these models take?

IRENE 49:28 Well, there’s growth of course, the sales of Errant
are going well. But I think we should be careful of using growth
as a goal or a measure of success. I think that’s the road to possible
exploitative structures. At the moment, it is just me and the de‐
signer and I will not hire anyone else until I know that I can offer
them fair pay. I had an editorial assistant for four issues because
we had a subsidy. So then, om the beginning, I just communi‐
cated that she was paid fully, she was paid more than I have ever
paid for that kind of job for those four issues. I will not work with
interns even though I’ve had a few interns who came to me by them-
selves and sort of begged me. I find it very problematic because, so far,
all interns and voluntary assistants who said they want to have experi-
ence in publishing have all been white. They’re all people who, for one
reason or another, can work for free. Sometimes I will agree to that,
because they want to gain experience too, but I still find it prob‐
lematic. I’d rather do all the work myself than exploit someone,
that’s just the basics of it. Unfortunately, I see how many other
organizations work with interns and it’s so exploitative. I come
om a working-class background, I was never able to do an in‐
ternship because I had to work to pay my rent. I always saw my
fellow students do internships, and they all have very good jobs
now at big museums. So, this is a very exploitative model that I
refuse to engage in. Unless people sort of throw themselves at me,
then it’s hard to say no, but still, I’m trying to be cautious.
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TOMMASO 52:38 Hi, I’m Tommaso om Network Cultures.
Firstly, thank you so much for all the very thoughtful insights. I
think the reason why we started thinking about expanded pub‐
lishing is not really because we felt limited but also because we felt
the need to expand through the authors who would come to us
saying they have some limitations, especially when we work with
artists or artistic research practitioners, paper publication some‐
times can be limiting. So my question is, have your authors ever
felt limited in terms of paper publishing? Also, let’s expand a bit
on “   .”

IRENE 54:08 As for your first question, I’m used to working
with artists because of my background. I’m trying to create a situ‐
ation where people feel very ee to just come with me with what‐
ever, including artists wanting to expand on the publishing plat‐
form. You can leave it up to artists to come up with ideas. I was
very happy that during the last issue, we published a  
om someone who responded to an open call with the idea of a
sound piece, which in a way is separate from the publication, but it’s
still part of the publication. So I thought that was nice and was hap‐
py to be able to give the space to this person to produce, and I was
able to pay them for that. So, you can let the artist or the contrib‐
utors lead. Sometimes, the limitation is cost. But overall, the peo‐
ple I work with are very happy to have their work appear in a
physical paper publication.

Thank you for mentioning  . That was a
commission om Framer Framed to me as a person, but all the
ideas in there come om Errant Journal. In it, I don’t talk of limi‐
tations, but rather of things that you come across when publish‐
ing that make you think about how to deal with them, especially
with the background of politics and decolonial ways of thinking.
For instance, when it comes to images I absolutely will refuse to
pay for certain colonial archives or museums, like the British
Museum. They steal artefacts om all over the world, and then
when you want to use an image, you have to pay for that. F* them,
no way. Redrawing an object or image is a very lovely way of cir‐
cumventing this particular limitation.

Another example is ‘citational rebellion,’ inspired by Sarah
Ahmed.           
      .
Then inspired by Zoe Todd, who wrote about Ahmed, I’ve come to
realize how citations work to legitimize the work of some, while ignori‑
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ng those of others. For this reason, Todd describes how she will only ref-
erence Indigenous thinkers. Her point is that the white men that are
always cited — she talks about Bruno Latour specifically — were not
the first to think of something. Nine out of ten times, they were not.
And you can find an equal source from someone else, someone of colour
or a woman for instance. I currently want to expand the Subversive
Publishing series. I’m going to apply for funding because I’m
working on open access, I want to make a collection of texts that
go into this a little bit further and are also an umbrella of how I
think about publishing and Errant. I hope to do that next year.

LORENZO 59:04 I read on Errant Journal that you’re building
some sort of ecosystem of different media, you’re using podcasts,
but also public events. Sometimes, public events are a way to sup‐
port the publication. I was curious to know and to understand
better the function of this ecosystem and how you build it, and
how all these things collaborate.

IRENE 1:03:11 Well, the podcast is very easy. I was working be‐
hind the scenes on Errant for over two years. I was due to publish
the first issue in April or May of 2020 and then the pandemic
happened. I had a complete meltdown because I had just quit my
job, because the idea was that I would be travelling to book fairs
and stuff like that, and then everything fell apart. That was also
funny because I was talking to other publishers, and someone
said, “Don’t worry, Irene, you don’t have a building to pay. You
don’t have any revenue om last year to compare this disastrous
year with.” So the podcast started because I felt I needed to have
online content. Now, I use the podcast to have very helpful con‐
versations, it’s great to talk to people. It’s more of a research
method, and how the other things come to be.

As for the public events, like I said, I don’t really like doing
public events. I just cancelled one actually. In my many years of
doing public events, I decided that I don’t want to talk if I don’t feel
I have something to say. Sure, these moments are important for
selling Errant and get more subscribers, but I didn’t feel I had
anything to say that relates in a meaningful way to the world right
now. The genocide in Gaza is the main thing that is on my mind
these days, so honestly it felt wrong to organize an event to sell my
magazine or talk about anything else, so I cancelled it.

CAROLINA 1:03:35 That’s really important. It also reminds me
of a quote om a Portuguese writer. He says, “I don’t want to
write if I don’t have anything to say”. So it’s the same.
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IRENE 1:03:36 I think we should all do that. Again, this comes
back to big burnouts when you’re planning an exhibition, and you
don’t get the money, but you still have to do it. Somehow, we have
to find ways to stop doing that and the same goes for publishing.
We all know we love it so much, but it’s incredibly polluting. So, if
you don’t have something good to say, please do not publish.
Please do not cut trees.

JANEZ 1:04:01 The more you talk, the more I relate to what you
are saying. I haven’t done a public presentation for over five years
now, I am detoxing. So, I also lost my status as an artist with the
Ministry of Culture in Slovenia and I’m happy I’m ee. I’m not an
artist anymore! We should meet.

There is one thing that actually struck me, a similarity be‐
tween your way of doing and mine. And it’s not necessarily posi‐
tive, at least om my own point of view and interpretation. When
you talk about the organization of your work, it sounds a bit self-
exploitative. In the sense that I will produce until I can, you do
your website on your own. You start the podcast… Believe me, I
did the same and I’m still doing the same. But yesterday evening,
we were discussing informally here, and we were asking ourselves
if when it comes the time, where do you see the border beyond
which you don’t want to go? Let’s say, perhaps during a collabora‐
tion, an author is too invasive or too controlling. How much are
you ready to let it go if, for example, the prooeading isn’t per‐
fect? So what is the mechanism of self-defence in order not to be
exploited by others besides the self-exploitation that you are ready
to deploy?
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IRENE 1:08:09 Thank you for recognising my self-exploitation!
This is also why, in the past, I’ve burned out many times, which is
why now I just cancel events if I don’t feel like it. In the Subversive
Publishing, the centrefold has twenty points to consider if you’re
publishing subversively. It’s meant as a manifesto of sorts. One of
the points is ‘consider not to publish,’ which we already discussed.
Another point in the manifesto is to make sure you’re having fun.
So, my main red line is that I have to eǌoy the process. It’s stress‐
ful, there comes a point when I’m completely eaking out, but
I’ve also learned to press pause now and then. My business structure
allows for that because there is no pressure of time. So if I’m not eǌoy-
ing myself anymore, I know I need to take a break. So this is the way I
do self-exploit, but as long as I’m eǌoying myself, as long as it’s enrich-
ing me, I’m allowed to self-exploit myself. That kind of self-exploita‐
tion will not lead to burnout, or at least that is what I think, be‐
cause I’m just a hypersensitive person. This is why I like to stay at
home and avoid public events, I get overwhelmed very quickly. I
thought when I was doing the interviews for the publication; it
was nice that came up om other people as well, the fact that we
have to eǌoy it. Otherwise, there’s no point. So, I keep that in
mind. I say no to things that other people would not say no to,
like money, for example. Sometimes, I really don’t like the person
or the organization, or sometimes, I think it’s going to give me a
lot of stress. I think they’re going to ask me things that I’m not
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comfortable with. So you know what? No. I’ll figure it out anoth‐
er way.

CAROLINA 1:09:12 Thank you. I think it’s great that you men‐
tioned this idea of tuning into our intuition when it comes to col‐
laborations. Going into our final question, which concerns the so-
called future of publishing or trying to define together what ex‐
panded publishing could be and is — this idea of the future is per‐
haps difficult to pin to, but if you’d like to formulate your own
ideas of what that could be? What are the most urgent aspects
that you think should be addressed in this future of publishing, if
we can call it that, or the urgencies of publishing right now?
Should we leave the future and concentrate on the present?

IRENE 1:10:26 I could be very cheeky because, om the colo‐
nial perspective, there is no future, this whole concept is aud.
But I won’t go into it, you can read the first issue of Errant; there
are some thoughts about that. Maybe the future for me is not so
much about technical development or progress in a traditional
sense. However, the process of learning to give more space to fit the
politics of what we are trying to do into the working methods, I think
this is very, very important. This comes down to giving space to “other”
voices, and the question is, how do you really make space for that? I am
talking about how I organize things and how I see them, and I
have to fight for that. So far, people don’t get it. They don’t get
that this is the only way for me to move forward. Of course, pri‐
vately, I go through depression, and burnout, but it’s not just me
who’s hypersensitive, it is everyone that we work with in the cul‐
tural field, especially those who have to deal with real precarious‐
ness. Art or cultural sectors have been too bent with political
wills, especially now when we see the direction taken to the right.
We have to resist this, which we can do by ourselves. Doing these
very small things, little subversive acts is resistance. Things I have
been developing and thinking about last year are definitely not
done, so I keep going, and I am planning to publish more about it
and hopefully infect other people with some of these thoughts.

CAROLINA 1:12:54 Thank you very much. I think this was a
very good answer, like refusing the future but with a focus on
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what we can do right now, collectively. I think these acts of pub‐
lishing are resistance. This resonates with us very much.
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3 July 2024, 12:00 PM

GEOFF 02:45 My position is Professor of Art and Computational
Culture at London South Bank University. As the name suggests,
it’s in London. It’s a very particular kind of university. It would
describe itself as a technical university. So it takes particular kinds
of students. It’s ex-polytechnic, so it’s quite vocationally oriented.
Its student population is largely non-white, people om lower so‐
cioeconomic backgrounds. So it’s not LSE, or Oxford, or
Cambridge, it has a very particular character. I’m co-director of a
small research center called       ‐
 . It’s concerned with what constitutes a contempo‐
rary image; not singular, networked, distributed. I’d even say a
kind of social technical assemblage.

I’m also an adjunct at Aarhus University, where I collaborate
on an ongoing workshop and series of publications which I’ll talk
more about later. I’m also a co-director of a MA programme
called Curating Art and Public Programmes, which is a collabora‐
tion with Whitechapel Gallery. In terms of my research interests,
I’m interested in image politics, but, more broadly, I’m operating
in a field you would describe as soware studies. Together this
leaks into discussions around AI, and I suppose my concern is
more specifically image-based AI literacy. I’m interested in pub‐
lishing, too –the practice of publishing, publishing even as an
artistic medium, as a cultural practice.
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MARTA 05:14 Building on that, if you could pinpoint to a theory
or syllabus, missions or references, ideals that guide your interest
or are connected to your work in university.

GEOFF 05:35 Obviously, the job of an academic is to publish
and there are metrics for this, so you’re locked into these kinds of
systems. So I’ve written a couple of books, but they tend to be
highly collaborative. I’m interested in collaborative writing. A
couple of these books were published by MIT Press, so in this
sense, they’re very conventional. Even if MIT has attempted more
recently to make its books open access, it’s the conventional end of
academic publishing. I write a little bit for journals, although I try
to avoid it. It’s one of the things I suppose, in terms of my prac‐
tice, I’m trying to operate outside of these typical academic cir‐
cuits and networks to some extent.

MARTA 06:28 How come, if I can ask?
GEOFF 06:30 Because the processes are so painful, slow, and ineffi-

cient. They often have very small readership. If they make mistakes,
they have very weird procedures of how to correct them, like adding ad-
denda and things like this, rather than just actually going onto an on-
line portal and making a change. All these rather outdated, outmoded
19th century practices, which they have inherited from print publica-
tions. I just don’t think they’re very good at what they do. They often
operate with paywalls as well, they rely on academic institutions subsi-
dizing, as this is ostensibly a commercial practice. So I would oppose
that as well. So what I’ve tried to do is operate within a realm of
self-publishing, such as currently working on two book series,
which, again, are collaborations. One, which is called  ‐
 , is a book series with  ,
and another is called  , with   .
So there’s a sense of more independence in the inastructures
through which they operate, Open Humanities Press being the
best example of that. That particular book series was previously
with Autonomedia. Another example of relative autonomy over a
publishing process. I’m interested in those kinds of publishing
houses, either Open Humanities Press, which is run by acade‐
mics, or something like Autonomedia, which is an anarchist
press.
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MARTA 08:30 Yeah, actually, that touches upon the next theme,
which is the inastructures of publishing. If you could tell us a bit
about your experience in exiting academia and focusing more on
these other forms of publishing, what’s the workflow? What
models, tools are you using? How do you operate within that
amework?

GEOFF 09:03 I wouldn’t say I’m exiting, but more operating on
the edges, sort of trying to dip in and out of academic conventions
where and when possible. A good example of that is the ongoing
collaboration with Transmediale and Aarhus University. As I said,
I have this adjunct position, and we’ve been running a research
workshop for the last 12 years, which is derived om an open call.
We select a group of researchers, often PhD students, but not necessari-
ly, and they produce texts online and comment upon each other’s texts.
Then we meet up in physical space, and we work on a sprint publica-
tion, which is expressed as a newspaper, but it’s not necessarily the kind
of conventional form of a newspaper. We produce it very quickly. We
write together in a collective space, and increasingly we’ve used experi-
mental publishing techniques for this, such as web2print. A couple of
times we did this with Gĳs, om Open Source Publishing, but
more recently with people om  , specifically
Manetta Berends and Simon Browne. So we are increasingly try‐
ing to bring the process of publishing and writing much closer to‐
gether, in dialogue, even in the same space.

I could also talk about the soware. Varia and other collectives
are using an adaptation of a MediaWiki. Hackers and designers
have used something very similar. Then we use page media, CSS,
JavaScript library, page.js, to be able to export to a PDF in a printa‑
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ble form, having all that as a transparent process in the same space as
the writing and editing and reviewing, and then producing a print
publication very quickly. The last one at Transmediale was published
by a newspaper press, so we sent it off one evening and got it back the
next morning. Then we’re able to distribute the publication back into
the festival in a very quick way and not worry too much about the
quality of the copyediting, or even the writing for that matter, just to
have this as a very quick process. Two years ago, we ran this to the
theme of minor tech, and minor tech was a reference to 
 ’     , to think
about this idea of a minoritarian practice. So to try and align this
to a critique of big tech and to think about what a minor tech
might look like. In the most recent iteration of this, we produced
something on the theme of content/form. We tried to think
about how the content is necessarily entangled with the form that
the writing takes. For this workshop, we had Manetta and Simon
in the same space as everyone writing their texts, but we also had
some other collectives that we’d been working with, Systerserver
and a group om London called In-grid. We were running a server
on a Raspberry Pi in the same space so that the entire infrastructure
for the production of the publication was materially present in the
same space.

MARTA 13:41 I was wondering how this faster system of pro‐
duction and distribution works. What’s the sort of response that
you’ve gotten? Because it seems very direct. Do you perceive that
functioning well? Is it a mechanism that works?

GEOFF 14:06 It functions differently. It allows you to reflect
more upon the dynamics, the interaction of the production of
writing, but within a social context, within a social milieu, if you
understand publishing as an organizational form, as something
that sets up particular kinds of social relations. In that respect, it
resonates politically as well.     project,
which comes out of Coventry University, is a collaboration with
the publisher  . If you have come across that
as an imprint of , it’s run by Stevphen Shukaitis.
We’re interested in his writing about organizational forms, and
also his publishing practice, because for him, publishing is not so
much about the use of particular tools, or even distributing books,
it’s about setting up certain kinds of social dynamics.
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MARTA 15:24 There’s this idea that the role of the editor is not to
publish books, but to create a community. I think we’ve discussed
this idea of a community with other guests, and said that we also
don’t fully understand what we mean when we say community.
Because in the end, it is oen still the work of the individual, but
of course, it’s an individual within a network. So it’s interesting to
see publishing as an organizational form. Maybe if you have spe‐
cific workflows or models for this organizational form, I mean,
you’ve already mentioned some, but are there some ways that you
ground this?

GEOFF 15:29 Well I could talk about some references for this.
For example, Stevphen Shukaitis is one. There’s a really excellent
essay written in collaboration with Joanna Fiegel. It’s called ‐
   . I think it’s really excellent. They draw
upon the relationship between publishing, politics and labor.
They reference people like     .
This notion of logistics is quite important. Through Stevphen, it’s
hard not to make the connection to  , by
Stefano Harney and Fred Moten, to think about that. So I sup‐
pose there’s that intersection of ideas, I think, that we’ve tried to
draw upon to, the management of pedagogy and the management
of research, which is, in academic circles at least, tied to particular
companies and to big tech, to Google and other institutions of
that kind. So that would be a further concern in answering the
political question about what’s happening to higher education
currently as it becomes more and more attuned to neoliberal
structures and the market. This is particularly apparent with a lot
of restructuring going on at the moment in the UK. I think
something similar is happening in the Netherlands, actually, and
probably everywhere else, too.

MARTA 18:26 I come om a background of media studies and,
theoretically, you’re very critical of big tech, but in practice, of‐
tentimes the graduates end up working there. So the idea of being
critical of publishing, while oentimes you end up participating
again in that space, is interesting.

GEOFF 19:00 It’s hard not to, of course, because to be a successful
academic, you have to publish and you’re encouraged to publish with
particular publishers. So it’s difficult to break out of that chain. I’m a
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bit older and I’ve got a reasonable position in the university so I can
afford to be a bit more experimental. But I recognize that if you’re a
younger academic, you can’t do this very easily. So that’s part of the
motivation for the   really, it’s a kind of
forum for younger researchers so that they can, on the one hand,
publish a little bit more experimentally with the newspaper, but
then we invite them to submit a longer article, much more con‐
ventional to an online journal that we run, which is in the 
 , and facilitated by the Royal Danish Library. It
follows the more typical conventions of double-blind review and
academic reviewers with the right kind of credentials. So it allows
you to operate both within, and sort of outside, some of those
structures.

MARTA 20:20 How would you say this community looks like
right now? Do you see that maybe there’s a movement in academia
towards these things? Are your collaborators also operating on the
margin or do you have to go outside of academia to find that?
Who is your network?

GEOFF 20:47 Yes. Well, the network is both inside and out‐
side. The current project is called . This is a collective of
people both in universities. including myself, Winnie Soon, who I
collaborate a lot with, who’s based at UCL, University College
London, Christian Ulrich Anderson at Aarhus University, who I
collaborate with on the Transmediale workshops as well, and then
a group called In-grid, an art tech collective based in London, but
some of them work in universities, many of them on part-time
contracts but they also operate as a collective in their own right.
Also Systerserver, as I mentioned, who are outside of academia,
and then Simon and Manetta, who also are outside academia,
though Manetta teaches into the Experimental Publishing course
in Rotterdam. It’s an eclectic mix of people with different connec‐
tions to formal academic work.

MARTA 22:12 What about your readers or your audience? Do
you see your work resonating mainly within the university field?
Do you think you’ve reached out? Or how do you think about your
audience?

GEOFF 22:27 There are different kinds of audiences for the dif‐
ferent kinds of projects, but the Transmediale workshop might be
a good example of publishing in a way where, with the newspa‐
pers in particular, the distribution and the readers are the festival
itself. That’s a mix of artists, hackers, activists, academics, stud‑
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ents, the kind of people that attend the festival. So, in a way, it’s
quite self-contained. The work with Open Humanities Press is
much more like a typical academic audience: students and teach‐
ers and researchers who probably mainly download the PDFs –
the ee PDFs – rather than buy the book. The Sternberg Press
books, that’s more of an art crowd, and has a very particular dis‐
tribution through galleries and art bookshops. So, different kinds
of audiences for different kinds of works.

MARTA 23:56 Maybe actually just thinking about the ee
PDFs, if you could tell us a bit about open access and open tools
and how you think, what can they offer that proprietary tools
can’t, but also what can’t they offer? What are their challenges
and limitations?

GEOFF 24:19 That’s a big question, isn’t it? I mean, a lot of
these projects are based on the legacy of ee open source soware
production and distribution, but also mixed with feminist peda‐
gogy, perhaps. You can see that om the collectives that we’ve
tried to work with. Open access and ee and open source soware
is aught with problems in terms of remuneration and sustain‐
ability, but I still think the ethics and the principles remain cru‐
cially important. There we have followed the discussions around
federated approaches, the work of people, again, around the 
community in Rotterdam without trying to be evangelical about it
at the same time.

ILAN 25:46 How would you define publishing? I know it’s a very
broad question. I have a book in my mind: the  
om Michael Busker. My understanding here is that he defined
publishing somehow as an amplification machine, something that
takes a message and amplifies it. I’m wondering what are the mu‐
tations of publishing in an era where everybody can potentially
ampli a certain machine, a certain message? So what is the role
of publishers? What is the role of the audience? And how is this
both an opportunity and a challenge for established players?

GEOFF 26:36 I don’t know that particular reference. But I like
this way of describing publishing as making something public,
putting something in the public realm, but also in the sense in
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which it can produce a public, the discussion of what constitutes
publicness. So I suppose that’s more the way I would see it. I
mentioned the reference to Stevphen Shukaitis’s work, this idea of
drawing attention to this connection of publishing to labor and
politics, and that you’re producing social relations in the act of
publishing, which is between readers and writers, but also be‐
tween all the sorts of other kind of collectives that are involved in
the process. I mean, that’s a bit of a vague answer, but I think it’s a
hard question, how do you think of publishing? I think it’s im‐
portant to see it in that expanded sense, to use the phrase that
you’re operating with.

ILAN 27:55 Let me make it a bit harder and insist a bit on my
question. We are in a sort of moment where we experience a cer‐
tain, “horizontal deployment of amplification”. To refer to my fa‐
vorite article,    , about the catastrophic sales of
two of the biggest publishers, Penguin Random House and
Simon & Schuster. While defending themselves on the trial, they
said that they will sign influencers, because influencers already
have an audience. So what is the role of the publisher when they
depend on influencers to fund the rest of the catalogue? Because
what we learned through that article is that 90% of the books
they publish don’t make money. A significant percentage don’t
sell more than 1,000 copies. And 5% of the books sell less than 12
copies. These are the biggest publishers in the world. This is a
multi-billion merger between the two biggest publishers. So I’m
wondering, if publishers need to count on influencers, I mean,
major publishers, what is the future for smaller publishers? If it’s
so grim for big publishers, how can smaller publishers like Nero
or Topovoros or INC survive in such a competitive environment
without structural subsidies or public funding? Survival not only
in terms of finance, but also in terms of moral and ethics. How
can you wake up and find motivation in running a small business
like that?

GEOFF 30:02 I don’t feel particularly concerned about those
big publishing houses to be honest. Why would I be concerned
about the profit margins of these big companies that oen pro‐
duce books that aren’t worth publishing in the first place. I am
concerned about the circulation of ideas and culture connected to
the smaller presses that you’re describing. Also, the future of
books: I love books, of course, the physicality of a book, I like
reading om paper rather than om screens. I suppose small
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companies need to develop very particular business models that
respond to the conditions within which they’re operating.
Sternberg Press would be a good example of that. For books we do
with them, we are funding the production relatively cheaply. They’re
small pamphlets, they only cost about 1,600 euros to produce. They’re
printed in Lithuania, and quite cheaply. That's the Sternberg model.
We pay for it using research grants. So we try to build a contingency in
the research we’re doing to distribute the ideas that emerge from that
research, but also to make sure they are distributed. It does get out
there, it does reach a public. Then Sternberg makes money from those
sales, and we’re perfectly happy for the money that comes from those
sales to go back to them to be able to operate. That’s a very particular
business model, it’s quite straightforward in a way. That’s what a lot
of places do, Open Humanities Press do something similar. Their
books are produced very cheaply because they’re print-on-de‐
mand, but as an academic, you have the ability to be able to subsi‐
dize the operation and then rely on them for the distribution.
Then the money that comes back om that goes back into the
project.

LORENZO 32:39 You mentioned several cases in which the
contents are produced through different mediums, and they’re
also distributed through different tools or even environments, on‐
line and offline. You talk about the limited advantages of open
source contents and publishing, and I’m curious about your opin‐
ion on this kind of hybridization of publishing. Why do we some‐
how return to a traditional medium, like a printed book or paper
book?

GEOFF 33:47 I think it’s just a very different reading experi‐
ence. You receive information in very different ways when you re‐
ceive it through a particular medium. You read on screen in very
particular ways, knowledge is constructed in different ways de‐
pending on the way in which you experience it. So books – paper
– allows you to digest that material in very different ways, even the
materiality of the medium has an effect on the way that your un‐
derstanding of that material is processed. When you talk about
temporality, you read a book in a very different way; you might
have it lying next to your bed, maybe reading a couple of pages be‐
fore you go to sleep. All these things affect the way that you un‐
derstand the material, even the ways in which you eǌoy in the
material.
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LORENZO 35:02 This is a big question for us, but I think
somehow, we return to traditional publishing for economical sus‐
tainability. So in that case, you have a structured system in which
you can have different revenues, and this is also the reason why
there is a sort of resilience of the medium itself. A big publisher
would also try to avoid fully digital for this reason, as you also
mentioned briefly. So I think it’s a question of reading, but in that
case, it’s more like habits — we can turn to reading digitally, if we
have that device available. But I think one of the reasons is that we
are forced to stay in that model is because we don’t have any alter‐
native, economically speaking.

GEOFF 36:37 I can understand these are concerns as you’re
running a publishing project. I’m not, I’m just involved in pub‐
lishing in ad hoc ways, so financial stability is less of a concern. If
we’re doing a book, like in this data browser series, we might need
to find 500 euros or something for someone to lay it out. If I don’t
do it, someone else will. I would just try and find some money
somewhere in the university to pay for it, make an argument for
it. It’s relatively easy if you have a university position to find little
pots of money. You just operate very tactically and strategically in
terms of the way you describe what’s taking place. I also run a re‐
search center, so I have a budget for that. I can always find some
small amounts of money. So I don’t really have that same eco‐
nomic anxiety, although I’m always looking for money and there’s
never enough, but things are possible.

LORENZO 37:51 We also discussed this constant negotiations
with institutions that are part of our business model. For Nero,
our publications are expensive books with colors, big formats, and
so on. Of course, we are forced to negotiate with institutions that
can support us, or apply for public funds. So it’s also interesting to
understand this ame – of financial limitations and having to ne‐
gotiate with big institutions – and ask what the future for inde‐
pendent publishing is within it? How is it possible to be indepen‐
dent om institutions while publishing autonomously?

GEOFF 38:45 My interest in that is more conceptual.  is
an attempt to think through what autonomous publishing might
look like. Our speculation following a book that Winnie and I did
together called  , which was published by
Open Humanities Press. We released all the materials, all the writ-
ing on GitLab with the invitation that you could do anything you
wanted with the contents of this book. You could add a chapter, you
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could rewrite it, you could fork it essentially. Some people took up that
invitation. We’re really interested in that as a model of academic pub-
lishing, where you just produce an iteration of a book and someone
could then make their own.

The further extension of that was to think not only about releasing
the contents on Git and trying to think of a book as a computational
object, as a sort of iterative form that can offer itself to different ver-
sions, but also to think about the technical inastructure for that.
To actually run everything on our own server, to learn how to be‐
come a systems administrator as a way of exerting more autonomy
over the technical processes through which publishing takes
place. So not relying on outsourcing to other technologies, but to
develop a server, run it, use it as a portable device that you can take
into workshops, but also to think about the whole mechanics of
publishing as a system within which you can exert more control
over, as opposed to publishing with Springer or something like
this, where control is almost completely removed om you. So
that was the conceit, but it’s more like a conceptual experiment
than thinking of it as a model for a particular publisher. But then
the small amount of money we’ve got om Coventry University
with this Open Book Futures project is to work with Minor
Compositions. It is a publisher in print, even though practically
it’s run by one person.

The intention is to speculate with them on future forms of
their workflow, to think of how they might use  , or
they might have their own server, or to speculate with them about
the organizational form that they might develop that would re‐
flect more the nature of the political project they’re engaged in. I
don’t know if that was very clear, but I think that’s the worry of
Minor Compositions, a project that broadly comes out of an anar‐
chist and autonomous Marxist tradition, how they might think
about their working practices and organizational structures that
better reflect their sense of project.

ILAN 42:19 Do you have any examples of federalizing structures
of publishers? Minor composition is a great example. Many pub‐
lishers in different countries publish in English, for better or for
worse. We are wondering why we don’t have one single process of
production. And then multiple distribution schemes, such as
models combined together. This is something that was also de‐
veloped by Geert at INC, but more as an idea than practice. This
might be a really great solution for some books: the model is to
use the publishers as distributors, as institutions that have access
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to specific audiences, using them as a sort of super-organism that
will manage all the production processes and distribution of the
books. This concerns comics too. Just to give an illustration here, I’m
based in Brussels, comics are a very important cultural product, there
are lots of fans. When we do books, we know that we are very limited
in distribution, so we take the money from Belgium, and we try to find
other publishers in different European countries. We see a book as sort
of a shareholding thing, so they pre-buy 100, 200, 300 copies with a
marginal cost that will never allow them to have a book like that in the
catalog. It’s like a Robin Hood model, maybe slightly unrelated to the
forms of publishing we're discussing here, but it would nonetheless be
interesting to see more of this in non-fiction and academic writing.

GEOFF 44:27 I’m really interested in this as well, I don’t think
I have examples, but this was the promise of print-on-demand,
wasn’t it? That you would be able to print locally to your distribu‐
tion, om a distribution center.

ILAN 44:43 Just to add something here, print-on-demand is
one option, but what happens, when we do the printings, is that
we do offset, we only change the cover, and then send the books
to different countries with a marginal cost again. I mean, it’s logis‐
tics, and shipping. So, offset is a technology that scales, right? So
the more you print, the less it costs. So, the more partners you can
find, the better the product can survive in their local markets.

GEOFF 45:21 Maybe this is an example of some of the prob‐
lems, at least. With the Aesthetic Programming book, we wanted
to translate it into Chinese and we ended up working with a col‐
lective based in Taiwan. But working in a context like Taiwan
which also has lots of indigenous languages, a particular colonial
relationship to mainland China, and which therefore has lots of
debates about the use of classical Chinese immediately made it
somewhat complicated. We wanted to consider the translation
process to be something like forking: how do you fork into anoth‐
er language, and how does that resonate with local politics? We
suggested that we would do this print-on-demand to make it
cheap, to make some physical copies. Yet their print-on-demand
hasn’t really developed, so they wanted to print offset. Then you’re
immediately in a different set of economic difficulties of where to
raise money and how to raise money. So this kind of cross-cultur‐
al translation, I think, is really interesting at the level of the con‐
tent, but also at the level of the form that might take.
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ILAN 47:02 I think it’s interesting that you use the word fork‐
ing. If we start thinking about books as a GitHub repository, ob‐
viously forking and branching are very interesting. There are
some tools that allows us to think about a book with a new
metaphor, because the way we have been conceptualizing mostly,
to say it broadly, still comes om an antiquated model: uniquely
talented singular artists, writers, that have inspiration and they
have the conviction to speak with a publisher. When we start
thinking about forking and branching, and local varieties, as you
said, about China, which are different om publishing in the UK,
we can shi the metaphors of book and start thinking of models
that allow us to work together, despite the different linguistic bar‐
riers or market leverages we still have.

GEOFF 48:16 This is exactly what we tried to do with the Aesthetic
Programming book, to think of the book as a computational object and
to think of the printed form is one iteration of many possible versions
that could be produced by multiple people. Also the reason I tend to
work collaboratively and write collaboratively is because I want to re-
move myself as much as possible from these 19th century models and
reputational economies that are so prevalent in publishing. You know,
try and develop collective names, for instance, for these kinds of things.
That’s the idea of the ServPub collective as well.

TOMMASO 49:01 I don’t know if it’s a question or a reflection,
but it’s more putting something on the table to continue the con‐
versation. I want to bring back what Ilan was saying about the idea
of federating. I think we are reflecting a lot on this om many
different perspectives. You were referring more to the distribu‐
tion. You’re also collaborating with Varia, with open source publish-
ing, with different initiatives that create tools. Sometimes they’re very
similar, because maybe they’re based on, Pages.js and they’re like forks
of that tool in many different iterations. I feel that this is the whole
idea of the politics of open source, that’s where we come from, but on
the other side, sometimes it feels like reinventing the wheel every time.
That’s maybe where I want to go about the sustainability of it in the
long-term. I was talking with Lorenzo from Nero yesterday and he
mentioned how it would be very nice to have a web-to-print tool that
can print the zine that they are producing digitally in order to print
them at home. For example, I thought about INC DevOps, like a tool
that was exactly that four years ago. Then because of costs and is‐
sues, the project went down, the code is still there, but it’s not on‐
line anymore. Then I was like, there’s Pages.js, you should hire a
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developer and produce it yourself, but this can become very tiring
aer a while, especially for programmers.

But the question is, how can we federate this site? Is it even
possible? Does it go against the idea of open source? I think that
collaboration is still there, and this is to just stop there. But I
think it also refers to the idea of a book as a computational object,
right? At INC, we have been putting all our books on GitHub for
the last 10 years, but if INC is going to close in a few years, who’s
going to sustain all those books, who’s going to pay for the
GitHub Pro account? Who is going to upkeep an autonomous
server?

GEOFF 52:25 I mean, these are some of the problems we’ve
had, even when working with collaborators, like Manetta and
Simon. We’ve employed them to work with us on the
Transmediale collaboration, for instance, and it’s proved to be
quite expensive. The amount of labor involved in producing
something for a particular event far outweighs what it would cost
to quickly lay it out using InDesign. But then that’s not the point,
of course. It’s the process of doing that, which we want to expose
and be able to engage with, but the sustainability of that becomes
really difficult. We’re working on the latest issue of the online
journal, which again, will be produced using the same set of tools.
We’re paying Simon to run some workshops with myself and
Christian, so that we can actually take on some of the work.
There are all sorts of economic challenges, but then at the same
time, there are other issues. Despite people working with the
ethics of ee open source development, people are quite protec‐
tive about the particular work that they’ve done on the develop‐
ment of a particular tool, so they need to protect their own in‐
come streams as well. They want to be accredited properly. We’ve
run into quite a lot of difficulties over the way that people feel
about ownership of tools, despite it being somewhat of a
contradiction.

I’m rambling a bit, but the potential of some kind of federated
model where tools can be accessed and further developed by com‐
munities of people in different locations would be wonderful. I
don’t know how to do that either. I suppose that’s what we’ve
tried to, that’s why we’ve tried to operate with a collective of peo‐
ple based in London to try to replicate some of the work that OSP
or Varia have been developing in a local context so that we can
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have a much more hands-on workshop-based approach to the
work that we’ve been trying to develop.

TOMMASO 55:17 This is probably more of a provocation, but
should we then maybe rethink the protocols or the whole idea of
open source? I don’t mean some kind of political idea, I think
that’s very solid, but I mean in terms of protocols. This is more of
a theoretical question. How can we put together this idea of
showing the labor behind all of this?

GEOFF 56:09 These are the kinds of questions that 
 has also been trying to think through. From his experi‐
ence of students coming out of the xpub course and setting up
collectives like Varia and working with these sort of ethical princi‐
ples, but then getting burnt out, getting kind of lost in the
process, realizing that their future trajectory looks quite bleak in
terms of being able to sustain themselves, sustain energy levels
and income streams. Some of them have moved to OSP on this
basis as well, which sets itself up with a slightly different model.
I’m not sure what a good model would look like, but certainly
people are trying to rethink this and are struggling with struc‐
tures that can sustain themselves.

LORENZO 57:16 I’m really not an expert in technology, but
I’m curious about your experience with technology and codes: are
there some technical tools that can help in sharing the incomes,
the revenue, the credits in a common collective production, if we
imagine for a moment, that technical utopia where this kind of
share would be possible? I’m curious to know if you can give us
some good practice or examples of this.

GEOFF 58:26 No, I mean, I turn to other people for this dis‐
cussion as well. I mean, this is the interest in working with some
of the groups that we’re operating with, like OSP, Varia, develop‐
ing their own licenses, of course, for the distribution of work. So
absolutely. I’m a bit more skeptical about other kinds of models,
like blockchain and DAOs, but I would also turn to other people
for this discussion. I don’t think I would have anything to add
that you don’t know already.

://.
/_

https://monoskop.org/Aymeric_Mansoux
https://monoskop.org/Aymeric_Mansoux


164 GEOFF COX

MARTA 59:04 I think we’ve been touching upon the final question
a lot, which is: what’s the future of publishing? This is hard to
answer, but I think we’ve been able to pinpoint some interesting
potential directions in which it could develop. More as a final
comment on this aspect of the future of publishing, what do you
see as possible directions you would like to see publishing going,
and maybe some things that you think we should not focus on
anymore that we can leave in the past?

GEOFF 59:54 Well, definitely the question of the sharing of the
development of these tools that was just mentioned. I mean,
that’s a major challenge, and it would be really sensible to try to
network those practices and groups developing tools together in a
more comprehensive way. My concern is more about working in a
university and the inner mechanics and politics of academic pub‐
lishing, as well as the way there’s still this bizarre reliance on these
companies that have a very particular profit model. I want to en‐
courage academics and students to intervene in these processes, to
realize that publishing isn’t something that’s just given; some‐
thing as simple as producing work and just handing it over to
someone to publish. But that the choices that you make at this
point are part of the work, that they need to be folded into a re‐
flection upon the way that the content is developed and the way
the content is made public. So to be more concrete: to use pub‐
lishers like Open Humanities Press, or set up a means of publish‐
ing as collectives for research groups to take responsibility for this
as a very particular decision that they’re making about how works
come into the world, how they reach people, and to see that as our
responsibility to engage with these questions, especially in uni‐
versities where you can draw upon funding. You can build this
into research projects, you can think about the distribution of the
work, the way the findings are made public for any research
project, and make ethical decisions based on that.

I’m interested in your project in relation to other projects, like
the work at . I mentioned this in the online meeting
that I attended some months ago, your relationship to these other
projects, like xpub as well. We have this model in the research
center, of collaborative PhDs with cultural institutions. We find
that many of the students that we are employing for these
projects come out of xpub, I think we’ve had two or three now.

HTTPS://WWW.COVENTRY.AC
.UK/RESEARCH/RESEARCH‑DI-

RECTORIES/CURRENT
‑PROJECTS/2020/COPIM/

https://www.coventry.ac.uk/research/research-directories/current-projects/2020/copim/
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They’re the kind of graduates that seem to be doing the kind of
work in the way that we think is appropriate. It’s a really interest‐
ing dynamic collection of people and ideas, it seems to me. So
where is your project, how does it connect with these other
communities?

TOMMASO 1:03:54 Just to speci, I think the meeting you
were referring to, is an in-between project, the project that you
were in contact with me for earlier this year still has to start, if it’s
ever going to start, because we are waiting for the funding grant
answer in August. So this is a European project that started last
September, so om the previous year. But the topic is the same,
and I think the whole idea behind is to really think about this
network or network of knowledge. And I’m very glad we are men‐
tioning the word federating, because at least this is personally,
and hopefully also in general, a very good direction, also because
it’s still not very defined.

GEOFF 1:04:56 I’m also interested in this term. We’re a small
research group in a university that doesn’t have an established
reputation for research. So we see our strength in reaching out to
other collaborators in the cultural sector, as I was describing, but
also to other similar small research centers in other universities,
for instance, a small group in Amsterdam through Annet Dekker
that we collaborate with quite heavily, and Aarhus, of course, and
a small group at the University of Southampton that are interest‐
ed in image politics. So we also see these research structures as
open to a federated model in a way. We’re not quite sure what that
means, but we think it’s interesting to think about, at least.

TOMMASO 1:05:52 Yeah, I think we are federated in a way, we
are getting money om different institutions. I think it’s impor‐
tant to actually share between all these groups, because we are re‐
ally aligning in many topics and terms. I’ve also been thinking
about the idea of the book and paper publishing as a starting
point, trying to expand it in different forms as an algorithmic ob‐
ject, but also into a different medium. I think we are reflecting on
audio as publishing, video as publishing, event as publishing. And
then Aymeric gave a lecture about permacomputing, which is an
interesting concept. And my first question was: how do I combine
the video publishing with permacomputing, or livestream pub‐
lishing with permacomputing? He answered: you can’t, there’s no
way you can do it. But actually, that was challenging. We were
like, no, actually, maybe you can. But then that takes a lot of
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imagination, to rethink everything in terms of minor tech, and
that’s what you were referring to your issue. So trying to imple‐
ment this idea could be interesting to take it in a different direc‐
tion, and not to replicate big, but we should maybe go in the di‐
rection of small. This might be very abstract.

GEOFF 1:07:41 I’ve also been following this discussion, of
course, and one of our PhD students is Marloes de Valk who has
been writing extensively about this, and about scaling in particu‐
lar, and referring to the work of Anna Tsing, of course, and -
 , and I think it’s a really interesting discus‐
sion. Following the development of this term, permacomputing,
and the other alternative terms. I think this discussion is probably
in the glossary. I’ve forgotten what it’s called now, the thing that
refers to Stewart Brand, the online glossary. What’s it called
again? Whole Earth Catalogue. But this has all those sorts of ref‐
erences, doesn’t it? And you can, and in Marloes’s PhD, you can
follow the discussion of some of those alternative terms like small
tech, and low tech, and, you know, and so on.

HTTPS://ASLETAIWAN.ORG/WP
‑CONTENT/UPLOADS/2021/10

/ON‑NONSCALABILITY.PDF

https://asletaiwan.org/wp-content/uploads/2021/10/On-nonscalability.pdf
https://asletaiwan.org/wp-content/uploads/2021/10/On-nonscalability.pdf
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TOMMASO 1:09:01 One of the ideas out of this discussion is to
compile a repository of all these terms and tools. So it’s interest‐
ing how many of these there actually are, you can see this very
well with Silvio’s PHD project “Post-Digital Publishing Archive”
, a repository of all the experiments in publishing.

GEOFF 1:09:51 It’s a really rich area, isn’t it? I think, obviously
expanded publishing, you know, the reference that most people
think about is expanded cinema. And, I can’t help think of how
that’s used in the Hito Steyerl’s essay      ‐
. As well, poor images, you know, and think about what poor
publishing would look like.

MARTA 1:10:00 That’s also interesting, because when we were
talking with Irene, she had this provocation of ‘stop publishing’,

://.‑.
//‑‑

‑‑‑/

https://www.e-flux.com/journal/in-defense-of-the-poor-image/
https://www.e-flux.com/journal/in-defense-of-the-poor-image/
https://www.e-flux.com/journal/in-defense-of-the-poor-image/
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or ‘don’t publish’, which we were having some trouble with, but
maybe poor publishing and this more immediate, low equency
publishing is quite interesting.

GEOFF 1:11:03 Thank you. I should update you on the book
that we’re working on, the Open Book Futures project, because
that’s developed a bit. It’s going to be a kind of theoretical reflec‐
tion, so a description of the process of producing the book in a
very particular way. It’s a highly reflexive approach. So we talk
through how to use the tools, but also the people developing
those tools reflect upon the way that they think they operate in
terms of setting up new social relations and opening up a particu‐
lar sort of politics, etcetera. That’s the idea. Although we’re only
at the early stages of that.
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3 July 2024, 3:30 PM

GĲS 05:58    is a collective based in
Brussels, we’re a collective with different backgrounds, but mostly
graphic designers, and we make graphic design using only open
source tools. We started with the question of whether it was pos‐
sible to do graphic design using only open source tools, but for
me, the question has sort of shied over time towards: what’s the
influence of using alternative tools on your design or the web, or
on the work that you make? This, for me, is best explained
through the sentence coined, I believe, originally by Femke
Snelting: “Practice shapes tools shapes practice”. This speaks
about the relationship between the tools that you use and the
work that you make, but in a way, it also speaks about the rela‐
tionship between the makers of tools and the users of tools.

Open Source Publishing only uses Free/Libre, open source software.
This is software that explicitly permits using software but also adapting
it and then publishing it in an alternate form. It can be software, but
it can also be publications or fonts that you make, because of those ex-
plicit permissions, it creates or opens up the possibility for different re-
sponsibilities or for taking on a different position as a user or a creator

://./

governance and ownership
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of the tools. So if you use these tools, you do not necessarily buy them, in
the sense that if you use a closed, proprietary software, you have a sort
of very singular license, and the responsibilities are quite clearly de-
fined. I think with FLOSS software there is an invitation for more re-
sponsibility but also for more freedom. The practice of OSP is explor-
ing this process of being the users of the tools, but also making the tools
as designers and questioning what is possible, or harder to do, is also
part of that position.

CAROLINA 09:16 I think you’re already going into a lot of useful
discussions and threads that we want to touch on, particularly
within this idea of the balance between more eedom and more
responsibility with FLOSS soware. I think that’s a really inter‐
esting idea, working with a collective of people, not in a tradition‐
al graphic design practice, and thinking of these workflows and
distribution of labour or roles. Could you maybe elaborate a little
bit on what a typical workflow would look like for OSP, for the
projects that you’re handling and working on?

GĲS 10:09 An example I can give is the work we did on the Fair
Kin Arts Almanac with the State of the Arts, which is a group of
artists in Belgium that tries to discuss more fair art practices.
Three years ago, we started the process of making a second ver‐
sion of an Almanac gathering contributions om members of
SOTA, the organization initiating this publication. We were invit-
ed quite early on in the process, and we proposed a tool called Ethertoff
that would facilitate a series of events that ran over a year where
SOTA invited different groups of people to discuss questions around
arts practices. What the tool specifically allowed for was to take notes
in a collective editor called Etherpad and these notes were later used as
material for the Almanac. So in that sense, the workflow is one of pro-
viding, thinking with the organization of the infrastructure that they
are using, suggesting an alternative — an open source one — and us-
ing the tool from gathering material towards design and publishing it
both in printed and online form.

tools
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CAROLINA 12:25 I was going to say that we are using
Etherport to make notes and to generate possible expanded re‐
ports on this. I forgot to mention it in the beginning, sorry, I
wanted to say that! Etherport is a sort of version or expansion on a
tool that OSP had already developed before called Ethertoff. It’s
interesting to think about the design process om the start, and
not in a traditional way where you would perhaps get everything
delivered, the content decided, done, and written, and then you
shape something around it, but starting om the start. Just to
make it more clear and perhaps for others who might not know so
much about the tools that you make, what are the main tools that
you’re now using or are important for your practice at OSP?

GĲS 13:44 So, at the moment, we mostly have a browser-based
practice in the sense that we use HTML and CSS as layout tools.
Then the output can be both online as a website, and can also be print-
ed as a PDF. We also have tools that generate HTML, so the more
server-side tool is mostly Python at the moment. When we go to‐
wards print, what we do is, essentially, print a website, so it gener‐
ates a PDF, and then oen this PDF needs to be transformed. So
it’s a toolkit of PDF tools. You have PDF2K, which allows you to
take out pages and to combine PDFs. We use GoScript to manip‐
ulate the colour space, we also sometimes have new tools to ma‐
nipulate, like crow boxes, but that’s very technical.

CAROLINA 15:04 Expanding a bit on something you men‐
tioned at the beginning of your introduction, these tools shape
the design in a very unique way. You’re not dependent on interf‑
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aces that someone else has defined can make a design. So what do
you think these FLOSS tools do, that proprietary soware
doesn’t? And what are the challenges with working in such a way?

GĲS 15:56 In the case of Etherport and Almanac, what these tools
allow is to be reconfigured. They are often made with the assumption
that people will use them together with other tools so you can export to-
wards a file format that can be transformed further by other tools, or
they may have an API that allows you to call the programs from other
programs. These tools are native when it comes to publishing on the
web. A lot of work has been done in weeding out all the problems
there, a lot of money or funds available for developers to work on
it, in the sense that the development of Firefox or Chrome is of
course not ee, but it’s financed in other ways. Ironically, also in
the case of Firefox, oen through Google. When you go towards
print, this part is very well developed actually, what it can do is quite
astonishing. At the same time, you run into problems, especially if you
go towards complex print objects, for example, using Pantone colours.
The tools to deal with those issues are simply not available. And
within proprietary soware, with tools that were designed for this
type of work, a lot of funds and time have been spent on dealing
with those issues. And if you work with a more experimental set‐
up like we do, you run into those issues and limited abilities, so
you have to try to find a way to work around them or to fix them.

CAROLINA 18:43 I guess the book as an object hasn’t made this
connection, we’re still in an experimental space, while working on
browser-based tools, like you said, for printing.

GĲS 19:04 I realized I forgot to mention one tool, which is quite
important actually, called paged.js, which uses JavaScript to extend
the functionality of the browser and to emulate support for the paged
media standard of the W3C. So the W3C is the governing body for
the standards that drive the web, and there is a standard that describes
how browsers should deal with output towards paged media. Paged
media is not used as much for browsers, as for browser vendors. What
the paged.js project does is emulate this functionality and makes it pos-
sible to use browsers for these complex printed objects. Through this pos-
sibility, it shows that there is a need for this functionality within exist-
ing software.

CAROLINA 20:34 I really eǌoy learning more about this and
with you, for instance in making the Screentime Facetime
Airtime book. We have covered the tools and how you work with
other organizations in terms of production and operations. We
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don’t have to call it a business model, because it’s a non-profit, but
what is the model of sustaining OSP? How do you maintain sus‐
tainable work for the collective and how is the balance between
working on projects and creating your tools? I can imagine that,
usually, commissioned projects are more interested in a final
project than a tool.

GĲS 21:36 That’s quite a challenge, to be honest,. I’m not sure that
OSP currently is or has a sustainable business model for its members.
What we try to do is to make the development of the tools part of the
work. We do not separate the making of the tool and the making of the
design, but we try to further the tool during the making of the design.
We also have a document that we call the Collaboration Agreement.
Through this, we try to explain our practice towards future collabora-
tors. So the function of it is to, from the start, make clear that the work
on the tool is part of the work on the design. So to come back through
this “practice shapes tool shapes practice”, the idea is to extend the
functionality, making something new possible, which in the case
of the Almanac, means to go towards a printed object om multi‐
ple paths. This is as much part of designing the object as it is to
think about the font or the layout of the book.
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CAROLINA 23:40 I think that’s when your work becomes different
and special, thank you for that, and for talking about OSP as a
group and the challenges that come with it, so thanks for your
transparency on that. Thinking of networks and collaborators, we
oen think of tools that are proprietary, like social media, when it
comes to maintaining community or reaching out. How do
FLOSS play a role in this, or is it something that you don’t think
about at all in maintaining collaborations and a network and the
role of community within this practice?

GĲS 24:49 So, there is an interesting community that’s called “Pre-
Pros Print” that tries to bring together practitioners of experimental
publishing and experimental graphic design. They organise events for
people with similar practiceses. There’s also the community behind the
software and these tools, but at the same time, I don’t engage that
much with the community of Ghostscript or Inkscape or GIMP even
though I’m aware that they exist.

CAROLINA 26:05 I think the tool itself becomes the space in
which the community acts, even if you don’t have personal con‐
tact with them, the tools are being improved and reworked and
expanded on. So, that’s an interesting thought, something we
haven’t thought of. Okay, maybe I stop with my pre-written ques‐
tions here and open up the discussion to our table.

TOMMASO 26:53 Thank you so much. I think I have a set of
questions, but I’m going to start with one and then maybe do a
round. I’m going to take a step back and go to the beginning of all
of this. The idea of this consortium is to try to combine different
approaches to publishing. We are a consortium om different
countries and different contexts, and the whole idea of these three
days is to bring together practitioners, distributors, and writers, to
share knowledge and to try to build something upon it, maybe at
a certain point also to come up with some sort of definition or un‐
derstanding of what we mean by expanded publishing. I think
what we are doing here now is very valuable, and it’s something
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that we have to work on a lot in trying to translate knowledge
om the very technical to the very theoretical. What are the chal‐
lenges in translating this knowledge in a way that can be under‐
stood in a very broad spectrum? I follow your work, and we work
together, and I understand many of the things, not everything,
but then I’m sure that someone else at the table may have less un‐
derstanding of this, and I think it is something that happens of‐
ten. Have you ever thought about the means to share knowledge
in a way that it has the complexity?

GĲS 29:23 When you say sharing knowledge and thinking
about how to share it and how to communicate about concerns,
there’s always the ideal, and then there’s the realised. There is an
assumption that you have an open-source tool, you allow others to
use it, and a README comes with it, that also explains what the
tool is, and with which questions in mind was it developed. The
tool in itself can be used and expanded but in reality, this documenta-
tion work takes a lot of time, and this time is not always available.
And there’s also something about the quality of your code — to what
extent can it be reused by others, and to what extent is it flexible? For
example, Etherport is actually about making code that was developed
within other projects accessible or available to others and allowing oth-
ers to expand and extend upon it. So, within our practice, we have
moments where we can share our concerns, pose our questions and hear
the questions of others, and there are moments where, in a way, the
process is experimental. The challenge is making time to document it
and to make things accessible, both in documentation and in code.
That’s a challenge when you're working with any practice and a down-
side of making the tool development part of the design process. Towards
the end, you’re so busy with finishing the object that the documentation
of that work becomes less of a priority.

TOMMASO 37:32 I completely understand, I relate with the
idea that when you finish a project, especially a big project, the
idea of documenting and explaining every step is a project in itself.
My second question is about the idea of sustainability connected
to this. Thinking of multiplicity of tools — I think we already
had a conversation about this topic — we were talking yesterday
with Nero — they have a new online magazine and they were
thinking about producing zines or a printed copy of the magazine.
So a web-to-print tool would be the best. They were asking
whether we knew any tools that could do that and how could they
implement that. I thought about Etherport and realised that INC
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developed a tool two years ago with another project that was exactly
about web-to-print for online magazines, the code for which still ex-
ists. However, the server management put it down because they
kept telling us that the code was not safe, they didn’t feel safe to
keep it there. How do you sustain tools in the long term? And
also, how do you deal with this multiplicity of tools? Some tools
use Paged.js, but most of them are tailored to the specific project.
A term that came up a lot in the conversation before is federation.
How to federate a set of tools? Is it something that you’re think‐
ing about?

GĲS 40:28 I think there’s federation in two ways. I guess the first
form of federation is not exactly federation, but it’s about a tool being
used by other people or institutes; and its usage creates a demand, but
also creates the energy for this tool to be supported and maintained, to
make sure that it keeps on working over time. Then I feel like open
source is an answer to this tool — the code being distributed and al-
lowing other people to download the new version of the code and use it.
The idea of federation, where servers exchange or copy over material
from each other, is a little bit out of reach for me. Software is extremely
fragile, especially if you run server-side software because it means that
somewhere there needs to be a computer that is continuously executing
this code, it’s being maintained and it’s being kept safe. What I think
is interesting about a tool like Paged.js is that it’s client-side, it’s
written in JavaScript and is an extremely stable platform, with a
lot of care of backwards compatibility, which in this case would
mean that old JavaScript still works on contemporary browsers.
The combination of HTML and JavaScript is quite stable, but
also to us, sustainability, or maintainability, is important, and I
think that there is a third element there which I would say is
archivability. Archivability meaning, om the beggining thinking
about in which states the project will be and what would this ob‐
ject look like in an archived form. This means having a hybrid pub-
lication, or a publication that can have multiple forms, both a website
and maybe a printed output. You could decide that you only keep the
printed output and keep the PDF and keep that as a sort of file. That
is sustainable. It can also be that you eeze your website in the
sense that it doesn’t depend on server-side soware anymore, but
that it’s only HTML files that are rendered, and they’re only stat‐
ic files. Then your website is much easier to archive in the sense
that you can copy the HTML files. It includes the images, the
scripts and the media files, and you can essentially put them on a
zip drive or make a copy on a cloud somewhere, or an existing

governance and ownership

alternative publishing practices

https://etherport.org/publications/inc/expub_Expert_Session/labels/tools.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/tools.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/tools.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/tools.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/tools.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/governance-and-ownership.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/governance-and-ownership.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/governance-and-ownership.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/governance-and-ownership.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/governance-and-ownership.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/governance-and-ownership.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/governance-and-ownership.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/governance-and-ownership.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/governance-and-ownership.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/governance-and-ownership.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/governance-and-ownership.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/governance-and-ownership.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/governance-and-ownership.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/alternative-publishing-practices.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/alternative-publishing-practices.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/alternative-publishing-practices.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/alternative-publishing-practices.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/alternative-publishing-practices.html


GĲS DE HEĲ 177

backup service. Currently, the answer is to make it sustainable by
accepting that the object in its soware form is unstable, and you
need to think about how you can make archivable, relatively stable
objects out of it.

ILAN 44:34 We started this project on expanded publishing be‐
cause obviously, when there’s a need to expand something, it
comes out om ustration or a crisis or some sort of need. With
expanded film by the expanded field of art, this happened because
the new productions of the artist could not be contained through
what was understood, either sculpture or installation, so they
needed to find other ways. My question is whether we saw expan‐
sion, that needs to be done because of a crisis: ethical, commer‐
cial, or financial. Is this a technical question? Do we need to de‐
velop new tools? I’m here obviously playing a bit of the devil’s ad‐
vocate — do we need new tools to address this problem? Is this a
technical question or is it that the role of publishing needs to be
articulated more in a political sense? What are your feelings about
this?

GĲS 46:04 I think there is a certain duality there. If you look at
the practice of Open Source Publishing, there’s also a certain joy
and interest in these technical questions. So that’s also driving the
motivation to do this. For me, our work and its experimentations
are interesting and it’s more interesting than working with exist‐
ing proprietary tools. There’s also a political layer where making
graphic design using proprietary software limits your choices very
strongly. In the case of publishing on the web, that’s ironic because,
from the onset, it has been open-source, and developed with the idea of
people expressing themselves, but also maintaining their own in-
frastructure and its ever-continuing centralisation. So for me, it is
extremely relevant to maintain and develop your own in‐
astructure and to use tools which support or even invite you to
do this. I mean, there is a challenge there, because it needs to be
maintained and it crumbles by itself. Existing platforms have de‐
veloped a business model where that kind of work that’s some‐
times also boring can be financed and can be supported. But I’m
not sure I fully answered your question. I notice I get stuck a little
bit, because there’s always an ambivalence of being both opti‐
mistic about open-source and being a pessimist in that there are
open questions that capitalistic models have found ways to an‐
swer, but we also see that those answers are oen exploitative. I
have a very strong desire to find paths around, but these are always
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agile and complex and also situated, I think, in the sense of how
they’re linked to specific people in specific situations.

ILAN 49:34 I totally follow you on the joyful part because as an
artist myself, I find joy in building systems to produce content, to
generate stories and images. I think this is a question of choices.
Do we need more tools to have more choices? I don’t think we
lack choices in general, I think we have a lot of choices about get‐
ting a story out there or a message. Again, as a devil’s advocate, I
am trying to think together with you right now and I don’t have
any answers. I use a lot of Adobe, it’s cracked, I consider it ee
soware. I don’t know if I’m limited by my soware, I’m limited
because, to be honest, nobody cares about what I do. I think this
is the main barrier, it’s not so much about the tools I’m using, but
it’s about relevance. Do people care about what I’m doing? If I
change the tools I’m using, would it be more relevant? These are
open questions and I don’t expect you to answer them. I just put
them on the table as my own doubts. I’m also coming om
Brussels, where everything is extremely well funded, we are prod‐
ucts of a more generous cultural policy than other places have,
where we are allowed to think speculatively, but the question is
always there. What is interesting about what we are doing is how
sustainable is it, not financially, necessarily, but in terms of ethics,
interaction with people, responses, and community.

GĲS 51:52 That’s why, if you speak about the tools that we use,
we speak about Free/Libre, open-source soware, meaning that
it’s not necessarily ee as in eedom. So that’s why the Libre is
there, and if you use the cracked version of the Creative Cloud, you
don’t have to pay for it. So in that sense, it’s free, but otherwise, you are
reaffirming an existing ecosystem that sets the Creative Cloud as the
standard, synonymous with being a professional designer or being a
professional publisher — that’s where our practice tries to install an al-
ternative. Using that alternative doesn’t make our work all of a
sudden more relevant, but I think that, in our practice, it gener‐
ates new possibilities for collaboration. More importantly, it cre‐
ates the potential for you as a publisher, or for us as designers to
shape more elements of your whole publishing pipeline. With the
Almanac, both the research and editing parts are done within the same
tool, but it’s also done horizontally and collaboratively. Web-to-print
allows last-minute text changes quite horizontally, so you can create a
platform where editors or contributors can come in, and make text
changes without having to ask the designer to do it within their existing
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tool. Finally, if a certain functionality is not there, users can create
that functionality within the tool, but of course, this is not easy, it takes
energy. What’s important here — and this is not entirely true because
it’s a little bit romantic — is the idea that the tool is never finished, but
there’s a certain assumption within proprietary software that “this is it,
this is what you can do with it”. Is this thought of? Well, it’s possible
that it doesn’t work for you and then you can change it, so we might
not know everything from the outset.

CAROLINA 54:52 This conversation is sort of reminding me of
something that came up today. To link different conversations, we were
talking to Irene de Craen and she mentioned just stopping publishing,
and then we talked to Geoff Cox, who was more along the lines of
thinking about poor publishing and creating shorter connections be-
tween the elements of publishing that sometimes come with more mis-
takes. So I’m wondering if you feel like this type of work is also
doing that; I don’t know if poor is the right term, because there is
(at least in my head) the vision of these kinds of tools as quite
functional and less messy, at least in the user side of things. How
do you see this fitting into this idea of reducing the connections
between publishing elements? Geoff mentioned several projects in
which the work of the writer, the editor, and the designer are a bit
more mixed and closed and they happen almost simultaneously
and with less time or room for things being missed. So I don’t
know, do you see your work being able to synthesise those pro‐
cesses more directly?

GĲS 57:11 In our work, we create the structures that allow for
those strategies, but at the same time, the publishing that we do
ourselves is limited and we respond to the practice of others.
When we talk about printed objects as in offset-printed, then you
still want to be very precise about what you publish. But if it’s on‐
line or if it’s something that is printed at home, then there are
more opportunities to make multiple versions of the same objects.
In my practice, I think more about the structure than about the
outcome.

CAROLINA 58:37 That makes sense. It’s also important that
someone is thinking about structure, we can’t all be thinking
about outcomes.

GĲS 58:46 This reminds me also of the famous Mark
Zuckerberg quote, “Move fast and break things”, which I don’t
appreciate and I think it’s quite dangerous. So for me, it’s also
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about the fact that you’re still putting things out in the world, but
I imagine that Geoff has a much stronger discourse.

JANEZ 1:01:29 I don’t know if I am lucid enough to formulate
this question. Listening to you and also now when Lorenzo asked
the last question, I always had in mind this question of accessibil‐
ity concerning our research on expanding publishing. So I was
wondering, for example, if we would want to expand the concept
of publishing by using several tools, including open-source, soon‐
er or later we will encounter a compatibility problem. I see the
way you can operate and investigate. Maybe I’m wrong, but because
you do it in a closed network of geeks and specialists who can operate
the code and design their own tools. I’m fascinated by this empowering
attitude, but if I have to think about myself, I see this accessibility
threshold being too high for me. This is exactly what you are saying
now, you were asking yourself whether you want to democratise the ac-
cess or keep an entry-level that is high for specialists and so on. I’m not
working alone as well, I would need, perhaps, to convince or force a set
of people around me to adopt the same tools if they are not compatible
with the one that I’m using. You know what I mean? But it also
works the other way around; if you are an open-source convinced
believer, and you want to convince other people that it’s good to
be able to own your tools and design, you would probably be able
to convince more people, if the tool that you are producing can
interface with tools that generic people are using — to facilitate
the interoperability of the systems, in a way. I stop here because it
might be confusing, but the whole open-source culture is fasci‐
nating and I have followed it for years, although I was never really
able to join it because I never had a Commodore 64 when I was a
kid, and I was always looking at other people to play.

GĲS 1:06:20 You used the word democratise and so I think I want
to push back a little bit on saying that we do not want to democratise
our tools. Well, I guess I want to push back because it sounds very elit-
ist… Essentially what a piece of software does is encode a process or al-
low for certain things to be possible through a computer, and this is
made easier by reducing the possibilities. So this means that you reduce
the amount of different outcomes and make more assumptions about
the kind of work that’s being done in the tools. I think we are not in‐
terested in this reduction within our practice, but there’s also an
issue in understanding what the users of a tool want and then
shaping the tool to fit the needs of the user. This is a lot of work
because there is the development, but there’s also the testing, and
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asking whether our assumptions actually work. We measure our
assumptions, implement and test the tools, and then do a feed‐
back loop and our practice is too small to facilitate such a process.
You also mentioned interoperability and the word ownership.
Open-source has an interesting answer, which is perhaps not
strictly within the realm of open-source soware, but it’s open
formats, which are formats that can be read by multiple tools. So
you can take your information om one piece of soware and
bring it to the next, which can be information or data that you ex‐
port in XML or JSON format, but can also be an SVG image
om a browser to be modified in Inkscape, and be opened in a
browser again. To reply to what you said about ownership: the
longer I do this kind of work, the more I have to accept that it’s
impossible to have full control. Soware is oen described as the
stack, it’s layers of different pieces of soware that are interacting,
but they’re also all currents layered on top of each other, taking
different directions. As an individual, you can neither control nor
understand all of them.

TOMMASO 1:10:16 I was thinking about what Janez and you just
said, and reflecting on the idea of democratisation. Sometimes I also
get annoyed when I don’t understand a tool and say, “This should be
easier. This should be way more user-friendly” — because we’ve been
trained to have everything as user-friendly as possible. But at the same
time, there are so many things that are not user-friendly and we don’t
take for granted. If you think about graphic design, you will always
ask a designer to design a poster. If you think about writing a text,
you’re going to ask an author to write a text, but then when it
comes to using tools, we have been used to thinking of them as
becoming easier and easier to use, like browsing the web. It’s
something that everybody needs to know. I think what you are
contributing as OSP is to take a step back and reflect on the in‐
astructure behind tools. So, should we be more user-iendly?
Should we be less user-iendly? I probably know your answer in
that sense, but if we refuse the idea that everything has to be
user-iendly, how should we implement this workflow into an al‐
ready existing workflow? Otherwise, you can very easily go into a
conflict instead of like a conversation.

GĲS 1:13:03 I guess it depends on what you mean by user-
iendly. I think it’s important for a tool to be user-friendly, but this
does not necessarily have to mean for a tool to be easy. Some things are
complex and those complexities cannot be abstracted away or removed
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by software. If they are removed by software, it means that a lot of as-
sumptions and choices have been made in designing the tool. We ask
ourselves, “What would be possible if we try things differently?”
— and we find different forms of collaboration that become possi‐
ble because the content is not written by individual authors on
their own computer and then sent to an editor, but it’s om the
start edited on a platform. Then we take the output or the content
om the platform and make it directly available on the web and
allow it to be printed. If there is a content change, there’s no au‐
thority structure where the editor has to ask the designer to do it,
but the contributor can do it directly on the platform. This is not
necessarily easy to install or maintain, but tools need time and energy
to be understood, to be able to be used or maintained. At the same
time, these tools mustn’t be hostile, in the way that they are made, but
also in the community that’s behind them or the documentation that
they come with. In that sense, our tools are not always welcoming, and
to come back to Ethertoff, this tool can be quite hostile to a new user.
At the moment, it still needs an interpreter with it, but that’s also a sit-
uation we’re trying to change.

TOMMASO 1:16:13 Just to clari, I didn’t mean that the tool
itself has to be user-iendly in the interface, for the end user. I
think what I meant by user-iendly is what you just said, in in‐
stalling and supporting. Sometimes we take for granted that you
can just download a plugin or download a soware, install it, and
it’s running. We should probably collaborate more with coders,
create more collaboration and not take the coder or the designer
for granted.

GĲS 1:16:59 To come back to this “toolship” practice: if you say that
practice is the designer and the tool is the programmer, you have those
two distinct roles of a designer and a programmer. In reality, those
roles exist. What I think we try to do in our practice is to make those
roles more blurry and to say, you can be both a programmer and a de-
signer at the same time and the license sort of explicitly creates the legal
infrastructure to do it, but at the same time, as a participant, you still
have to put in the work. To come back to what Janez said, you need
a certain type of skill. I want to be both positive about it and say
there is a relevancy to it and also be realistic. It requires a certain
skill that takes work to learn, it’s called a programming language
and it is a language with all that comes with it — learning the lan‐
guage, vocabulary, learning new grammar. It’s also about learning
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a different culture, which can expand your thinking in interesting,
surprising ways.

CAROLINA 1:19:15 Thank you, Gĳs, I think you’re already leading
us to a conclusion. We’ve been thinking about what expanded
publishing is and what it can mean for us here in this group, but
also in a general sense, and what are we working towards. We are
using new media tools and digital tools everywhere, and yet I
think literacy has to improve a lot in the role of the designer,
speaking om my own experience. What are your wishes for these
urgencies that should be addressed when we think about expand‐
ed publishing? You mentioned a lot of things about sustainability
and responsibility…

GĲS 1:20:56 That’s a difficult question. One thing I’m thinking
about is, once again, ambivalence, and it’s a conversation that I
had with Sepp Eckenhaussen om INC. Looking at initiatives like
OSP, Hackers & Designers, and Pre-Post Print, I recognise they are
communities of designers and programmers who experiment with tools
but don’t necessarily have the desire to create singular tools. There’s a
certain desire to develop individual experiments that do not go to‐
wards a single solution, but foster these universes or fediverses of
tools more than seeing one solution for everything. What’s tricky
is that there are different desires — those experimental practices
also answer to a desire for experimentation. This is not always ap-
plicable or relevant, but it would be very interesting to think about how
the two needs can be combined, supporting both the individual experi-
ment, yet being able to communicate in a way that supports something
larger, a more stable tool or development, or that it creates a knowl-
edge and a network of both users and creators of the tools for publish-
ing, and one that is more engaged with the materiality of the technolo-
gy that we’re dealing with. For me, both Pre-Post Print and
paged.js are very interesting examples. Paged.js is a plug-in used
by many in experimental workflows, but this tool is also nour‐
ished by those individual experiments, specifically through plug‐
ins or by maturing this tool that tries to generate and facilitate
needs for generating or creating complex printed or page objects
om a browser, while not necessarily wanting to fix the full pipel‑
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ine, meaning that paged.js can be used in combination with
WordPress as well as with a handwritten HTML file.

CAROLINA 1:25:15 Interesting that you’re saying, that this type of
experiment in publishing creates publics that are much more participa-
tory in the process of publishing itself and in that way, is a mode of
publishing that engages everyone in the process in a different way, be-
yond the passive reader, which I find a good take. I would like to also
say thank you very much for your generosity and for sharing your
thoughts and reflections on these processes, we will continue
working on Etherport, which is going very well, we have new la‐
bels for everything. We’ll keep in touch with you about how this
develops.

GĲS 1:26:25 Thank you for the invitation, for taking the time
and for the thoughtful questions.
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3 July 2024, 5:30 PM

YANCEY 00:25 I’m a writer and an entrepreneur in that order. My
first career was as a culture journalist, writing about music and
film for Pitchfork, The Village Voice, and different magazines in
America. I started blogging daily online in the early 2000s and was
always a part of online culture, on many message boards. Then I
co-founded Kickstarter, and that pulled me away om editorial
for a while.

At Kickstarter, I created a project called   ‐
, which is an ad-ee resource of daily interviews with
artists. It’s now been running for nine years, and it may be the
project I’m most proud of. That was a concept of an editorial
space that would be treated as a public good and that would pro‐
duce knowledge for the commons. Everything has a Creative
Commons license.

I stepped down as CEO of Kickstarter in 20܊ I started blog‐
ging again. I didn’t tell anyone about it for about five months. I
just did it on a website no one knew, just so it was for me, which
was great. Then I began doing a TinyLetter, and then it was one
of the first Substacks. At the time I was doing that, I also had a
book deal with Viking, which is part of Penguin Random House.
I was in the traditional publishing industry, and I spent two years
working on an economics and philosophy book that was pub‐
lished with them.

://‐
./
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During that time, I also wrote a piece called   
   , which became a nerd viral. It has
around a million reads. It was originally in my TinyLetter news‐
letter to 300–500 people. All of that has culminated this year in a
couple of related projects. One is creating    built
around the Dark Forest Theory piece, as well as eleven essays
written by others that together make a kind of a canon that de‐
fines this concept. The idea was to self anthologize — put out a
book, create a label, and begin to publish more work by people
like us. It’s been very successful; we’ve sold 1,500 books in the
past 4 months. We put out an open call in a newsletter to say, if
anyone else has work in the same space as this, we’re open to it.
From that has come another book project that we’ll be introduc‐
ing in the new year.

The second piece that’s the main focus of my energy these
days is a project called , which is a space where a project
about of a group of authors collectively releasing a work becomes prac-
tically very possible because of a collaborative publishing and releasing
tool that we’ve built. Our tool allows people to split money at the
point of purchase. So once you buy a copy of our book, every one
of us gets paid a percentage out of that money, and it’s just auto‐
mated. We’re trying to create a space dedicated to new forms of
creative output, a new model for creative people to release and
have a home for their work outside of social media.

The last thing I will cite is a piece that I did as a part of the
Dark Force Collective, a piece I spent five years on, called The
Post-Individual. I thought a lot about how I wanted to release it.
It was originally going to be a book. Then I had the idea to release it
as a limited edition zip file where someone could pay $5 or whatever
they wanted and they would get one of 250 editions that had this piece
inside along with a video of me introducing it and an audio recording,
and my research notes. All 250 of those editions sold out in a week, so I
got paid $1,000 for that piece.

I’m seeing more projects beginning to release work as a limited
edition zip or even an open edition zip. Just expressing my piece as just
a text or a blog post or whatever doesn’t feel like enough. I’m very in-
vested in making digital work feel more tangible, more valuable, worth
paying for.

HTTPS://WWW.YSTRICKLER
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MARTA 05:24 What are some tools that you use?
YANCEY 05:27 I have had four different times in the past three

years where instead of publicly publishing pieces, I just leave my Google
Doc open with comments left on, sharing it privately with people and
saying, you can share with friends, but don’t share publicly. And those
pieces were very widely read and engaged with. There’s an interest-
ing thing where if information feels like you are not meant to see it, or
you have to work a little harder to see it, it becomes more interesting
because effectively all information online today feels like an advertise-
ment. So if there’s something that’s not trying to be seen, that’s auto-
matically a point of differentiation. I just keep finding a lot of suc‐
cess communicating that way. Some of my iends run a project
called , which does strange releases. They have a Google
Doc that they title Friends and Family Discounts, and they share
the Google Doc with direct links to purchase, and things will sell
out om that even more than they will om a website. I think
Substack is a great tool. I use  for my personal website, just
because I don’t want Substack to be my website, because then it
just looks like everything else.

I spent two and a half years deep in crypto. Metalabel preceded
getting interested in crypto, but we got caught up in it like any‐
body. I think that crypto was born as a financial asset, and what
things are born as is what they will always be. What I found was
that the audience of people who engaged in crypto had zero inter‐
est in the world outside of it. Crypto is a very insular, internet-
only game. We would launch work by people who we thought
were very excellent, and we’d get people excited about the real
world. No one in crypto cared. They cared about games that gave
points and made the numbers go up.

There are some tools there that are interesting, but as we dis‐
covered while building Metalabel, we could make something like
a financial split using existing financial tools and not having to
make people buy into a new currency to transact. I do think it’s
possible that we will ultimately provide long-term storage of cre‐
ative work on something like , like a blockchain, but the
blockchains are so small you can’t even store a single image on
one, so it’s kind of silly. But there are questions of long-term
archival storage. It’s an extremely financialized world that only
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cares about that, and it’s hard for me to see how that changes aer
some time.

MARTA 08:35 Going back to the dark forest and visibility, how
the dark forest collective operates with leakiness, if you could go
into that type of movement of how an idea starts and then gets
published.

YANCEY 08:53 For any of the types of projects that we’re
working on, you do want things to leak out because ultimately,
there is some desire for expression that exists. As someone who
consumes a lot, I am sophisticated about how things are commu‐
nicated, I want my own intentions to be clear and to be clearly ex‐
pressed to an audience. I found in the past that when I’ve gotten
trapped in the “oh, I have to do something every week, or I have
to maintain some schedule to reach some growth target” the work
sucks. People don’t like it.

I create lower-pressure publishing experiences, first publishing in a
private space, then maybe publishing it publicly later. It is interesting
to think about that relationship where there’s a group of people in a
private channel who are choosing to express themselves publicly. You
are trying to shape some external opinion. Part of the power that I
found releasing this limited-edition zip file, or even setting the
initial run of copies of this book, The Dark Forest Book, at 777 edi-
tions, is that the internet encourages us to seek infinite audiences and to
imagine the entire billion people could like me today if I just wrote the
right words. It encourages us to think that way, which encourages us to
think in a way which is kind of disempowering, because we’re almost
always going to be disappointed and we’re going to lose our voice. But
instead we can flip that and say what is the maximum number of
people it would be meaningful to reach? And when that number is
something more like 50 or a hundred or two hundred, what in the past
might make us feel bashful, I think it could be an asset. It can say:
“well, this is special and to own it means something.” It means to par-
ticipate. There’s an opportunity to more positively frame and build re-
lationships around the limited nature of a lot of small run media. I
found that an interesting way to try to control the way the internet
pulls us in ways that are unhelpful.
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MARTA 11:15 On this topic of internet audiences and community
in our discussions, also pushing back on what even is a communi‐
ty, what does it mean to create work within a community? Do
communities even exist? I think a meme in the Dark Forest an‐
thology is that editors don’t make magazines, they make audi‐
ences. How does community play in publishing for you?

YANCEY 11:43 The book I wrote for Viking Penguin intro‐
duced a philosophy called  that created an actual com‐
munity of people called the Bento Society. Couple thousand
members. That was a group of people held together by a common
interest that could be manifested through people meeting each
other.

Maybe that’s the difference between community and fandom.
Fandom is probably the more dominant model online which we mis-
take for a community. You and I both might be fans of the same things
for similar reasons. We are not in a community with each other but
our fandom makes us co-aligned in some ways. With Metalabel I’ve
always found it important to make a distinction, to say that this model
of releasing work like a label is not to say that you are collaborating,
necessarily, but as to say you are co-releasing.

Nero is a publisher. You will put out work by 30 different au‐
thors and it’s not like they are all collaborating to be a part of

://.
./

community

co-publishing

https://www.bentoism.org/
https://etherport.org/publications/inc/expub_Expert_Session/labels/community.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/community.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/community.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/community.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/community.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/community.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/community.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/co-publishing.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/co-publishing.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/co-publishing.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/co-publishing.html


190 YANCEY STRICKLER

Nero, but they all are a part of something. That is not exactly a
community, but it is a shared context. I also don’t mind the short‐
hand, trying to find a way to encapsulate that energy that brings
people together, even for a moment or a specific context, online.
The piece that I released as a zip file, the post individual, is a ame
of reference for how the notion of individualism is changed by the
Internet. Before the Internet, to define yourself was to say who am
I, and I think aer the Internet, it is to say who are all of me?
Because the Internet allows us to create new individuals of our‐
selves all the time. Every account we create can be a new alt or a
new specific interest, and it manifests these little private inner be‐
ings. Our subselves are making a new society together on the
Internet. The nature of the world is going to be reset by this
changing notion of what it is to be an individual.

I ended up mapping this to the history of the emergence of in‐
dividualism itself, which is around 1000 AD in Italy and southern
France where the Catholic Church wanted to break the powers of
clans, families being held together. The way they did it was
through banning cousin marriage. You can no longer marry your
cousin because that’s a way the families were maintaining family
power. So instead, children have to marry outside the family.
Within a generation, these small trading posts became cities be‐
cause there needed to be places where people could meet. Once
people no longer were just in the confines of the clan, they were
individuals for the first time. They had to find ways to work, ways
to educate, ways to do everything. This is where modern society
was made. I think that the same thing is happening to us online,
that the internet has liberated us om our clans. It has liberated
us om what we look like, or where we’re born, or of our physical
being. It’s allowed us to create all these individuals within us. On
the internet, we are making a new society based on this new un‐
derstanding, that we are just learning what it means to be a person
that’s changed by all these digital experiences. It might end up be‐
ing that the future of community is something defined by the in‐
ternet and the things that we say now.

MARTA [00:16:12] There’s the classic meme in media stud‐
ies, which is: “  ,   ’  ”,
which was a NYT cartoon. In the field of new media studies,
there’s a lot of thoughts about what it means to be online, what it
does to your personality, because of course, while you can have
multiple accounts, at the end, there is still the individual behind
it. Thinking about some of Dean Kissick’s articles of the experim‑
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entations in abandoning the individual self as the main pillar on
the internet and pop culture. But I think we’re still really much
attached to that. And when it comes to publishing, we talked
about this in the context of open source tools and how developers
want to receive recognition for their individual work, even though
it’s operating within this ethos of sharing and non individualism.
Also, maybe in this room, we’re not operating as one single enti‐
ty, because we also come om different contexts of, for example,
North and Southern Europe.

YANCEY 17:05 We are not just a collective, we are not just in‐
dividuals, we are both. We are learning how to be both. We’ve had
a mode, especially in the West, for the past, who knows how long,
sixty years, of thinking there’s one way. We’ve been individual-
maxing. We hit the apex, and it was kind of lonely and not that
interesting. So now, people react to their conditions. There’s the
-  I always go to. “Once upon a time, people were born
into communities and had to find their individuality. Today, people
are individuals and have to find their communities.” That is the person
online today. That’s how the world is being remade. It used to be one
person, one vote. On the internet, it’s one identity, one vote. The no-
tion of personhood or what something with rights is has changed. And I
think all of society will, over time, be remade in that notion of what a
person is.
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LORENZO 18:15 You mentioned Metalabel, and you say that it’s
based on a very simple, traditional financial model to split the
share. And I’m curious to know precisely the technicality behind
the split. The second question is, one day you will open Metalabel
to a wider audience. With open submissions and so on. How do
you see this kind of growth in that platform? And how do you
think you will be able to still control the brand and the attitude
that Metalabel has right now, which is super high quality? It rep‐
resents something culturally.

YANCEY 18:59 The site has a lot of interesting ways in which
it’s architected. We wanted to make something that had an open
data structure. We felt like the world was lacking a tool for creating a
catalog as an artist or a creative person, a good data structure of my
work with entries properly sorted by metadata and work, and notions
of work that could be portable around the web. So we use an underly-
ing architecture called a decentralized identifier, which is an open
protocol that   uses, or  uses, but some of
these new federated media use, and allow every piece of content to
be referenced and embedded in other worlds just through using
an open phone book. So that is what we started with instead of a
blockchain, which achieves the same outcomes of universally ac‐
cessible data.

We always loved the splits part of crypto. Last year, myself and
our head of engineering, our architect, spent some time research‐
ing this question and how you could do splits in a traditional con‐
text. Could you do splits with regular money? And I learned that
there were pipes that existed for Walmart, Target, and Amazon,
the biggest e-commerce players, that allowed them to split money
between a shipper and a third-party seller and a platform at a
point of transaction. That ability existed for these big players.

We dug in and discovered a way that we could build a system
like that using . And so the way we have made it is that for
every release on Metalabel, there is a record agreement where anyone
who’s listed as having credit on a release can be added from a drop-
down, and you set a percentage of money that will be directed to them.
You can also choose the treasury of your group, which is just a pool of
money that will just sit there and not go anywhere. Every transaction
from that release goes into a private account for just that release, where
the money sits on top, and it has all the logic of the split underneath.
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You can also add in hard costs to be recouped. So in the case of my
Dark Forest book, the first $8,000 would go to one account to pay
back my printer and my shipper, and then only aer that $8,000
was crossed would the split happen. But the money builds up in
that transaction.

It will soon be that there is a moment when the release admin
will lock the split. Once the split is locked, then the money gets
pushed through the split, and all the money populates every
member’s earnings account. If you’re a creator on the platform,
you have an earnings page in your personal profile where you see
om every release you’re a part of, here is your percentage of the
split, and here’s the money waiting for you. And then you click
withdraw, and it just shoots out to your Stripe account.

We opened our doors in March. So it’s been like a hundred
some days. We’ve been following this model of just two or three
things a week because that whole split system we’ve been manual‐
ly running on every project to make sure it works. But it works.
Right now, our heavy curation is mostly just covering up our
flaws. Sucking in our gut and trying to look good. As of
September, we’re going to have a moment of being more public
about this project. We’re going to show people what you can do
with it. We’re going to explain it for the first time. The applica‐
tion process right now hits you with a big wall that says we’re go‐
ing to reject you. Instead, it will be a very iendly process where
people can share something they want to do. The desire is to, with
one-on-one outreach, continue to develop really excellent, high-
profile, great releases and projects, and there are a lot of those
coming. I also want to have weird internet things.

ILAN 25:00 We can see on the internet that there’s a big turn to‐
wards compensating attention. People are paid not by producing
work, but by giving their attention to things. Would you ever
think of expanding the micro-payment model of Metalabel to also
include readers, and not just writers and contributors?

YANCEY 25:21 I like the idea of making anything collectible.
And the idea of making a piece of digital work something that can
stand on its own as a single thing to engage with and interact
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with. I think the hardest thing most creative people and writers of
all types struggle with is the distribution and being seen. And I
don’t think these are good dynamics. But it’s very easy to imagine a
world in which a release could offer to add referrals to the split. And
you could say 10% of the split from this release will be distributed
among everyone who refers a sale. And all we would need to do as a
platform is to provide unique share codes when someone copies a URL.
And it would just incentivize people to share. It would also incentivize
spam. But I think that there are interesting ways to think about open-
ing up the split or opening up the contribution.

There’s a project in the final stages of build, of a musician
whose release has his cover art as a placeholder. And on the re‐
lease, it says, whoever makes the cover will get 20% of the split of
this release. Submit your cover idea here. Those are things that
you could publicly publish as a way of potentially creating a differ‐
ent sort of participation. I think if it’s cheap enough, if it feels like
the artists themselves put it up, people are down for that.

ILAN 26:50 How open is Metalabel to different forms of media?
YANCEY 26:54 It’s a broad set of creative categories. Most so

far have been zines, art, music, several games, concerts, multiple
performances, a lot of things in downtown New York, where we’re
based. I’m embracing the term new media again. I feel like new
media can be made new again.

If I think about the future of Metalabel, I believe physical books
and physical magazines, and physical media of all kinds are impor-
tant. And I celebrate them. But I don’t think that that’s an audience
that can grow hugely from collectors. But I think digital can be a huge
space of growth with formats. Creating digital formats that feel legit
and make an artist feel legit, and that make a consumer feel willing to
pay for them. And that’s where I think there’s white space and op‐
portunity. And any creation of viable formats is a net win for the
entire creative community because it’s just a new vehicle for all of
us to express our work.

This is where we have this concept of a record. Think of a vinyl al-
bum‚ a record of work that has a cover, a package, and inside it con-
tains a limited number of pieces. And those pieces can include a digital
work, a physical work, a talk, or an invitation. And that’s exactly
what Metalabel is. In The Dark Forest book, you've got the PDF, a
physical edition, and you've got an invitation to join a Zoom call with
the authors. That was $45. It’s allowing you to think beyond the
boundaries that the market has created for us and to redefine them.
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MARTA 28:55 Where can you imagine publishing expanding in the
next few years? If you could have a say in the future of publishing,
what would you say?

YANCEY 29:04 There’s never been more words published in a
day in history. It’s a content bonanza and an economic catastrophe
at the same time. I think the future of publishing is incredibly
bright. It just requires us to think of it, not just books and physi‐
cal magazines, or even ad-supported magazines. I think if we think
of the individual writer or the small band of writers, we’ve gone from a
world dominated by empires shrinking down to nations, and shrinking
down to the 20th century corporations largely shaping the world. I
think the 21st century is about small groups of people shaping the
world. It keeps getting smaller, what you can punch out of. We’re still
in this mindset to be legit in publishing. You need to be one of the big
four, a big magazine with an office in midtown Manhattan. That’s
just not it. , is like 10 people.  , 12
nerds. That’s who shapes culture. That’s where it’s going. People
are doing amazing work. The impact of their words is huge. The
economics of it are probably pretty good altogether, but it’s so
diffused. It’s so not what we’re used to.

Those of us who are operating under the previous set of conditions,
how do we resize? How are we re-relevant, or what is still relevant,
and what is not relevant? Those are hard questions, but just thinking
purely as someone who reads and writes as naturally as I do anything,
I feel like it’s never been better. The future is individual voices or voices
of small groups of people being incredibly influential in ways that will
probably be very problematic in some cases. I think the future is more
free form. Once people perfect these systems, like Twitter,
Instagram, all these things have been perfected, then you have
people looking for how else do I express something. Earlier this
year, Tavi Gevinson, star writer of  , released a
zine she made about Taylor Swi that she put out on a standalone
website with the print-on demand button. You could click to get a
copy, you could download it, and that worked great. It’s hard. It’s
competitive. It’s noisy. There’s so much. That sucks. But it’s also
great.
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JANEZ 31:36 This metaphor that you use, of the album cover,
when you open the album, you have several items inside. This is
very interesting, but it’s basically a different iteration of the same
object. Do you have any good example of other practices where
formats are combined in a weird way, keeping in mind the atten‐
tion span of the average reader, the influence that the mobile
phone in our pocket has towards consuming, publishing objects
that are not only things that you read, but things that you listen
to, things that you watch, and a combination of those things
together.

YANCEY 32:13 If you wish to participate in culture, coǌugat‐
ing your work into visual forms of storytelling is a must. Making
it quicker for me, is just making visual forms of expression. This
is where memes are really great. There’s an internet artist named
 , who has a very big following. She made a physical
folder of 100 photographs om the internet, and then made a zip
file that corresponds to those same 100 images, and made an
edition of 25 of these releases. Selling that is like an $500 art
piece.

When people do this for lower price amounts, people experi‐
ment. These are things that none of us would have been monetiz‐
ing. They would just be like attachments to emails or a newsletter.
  is a group in London that started with Metalabel.
That’s led by Brian Eno, Es Devlin, Jeremy Deller, and the
founders of Extinction Rebellion. They’ve been releasing work

HTTPS://MOLLYSODA.EXPOSED/

HTTPS://HARDART.METALABEL
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with us every month. They’re gonna begin releasing zip files.
Brian Eno will also publish a new book with us, a physical book.
Collectors like it.

TOMMASO 35:02 It feels different going to open source pub‐
lishing using tools that are not connected to a big platform. Geoff
Cox was mentioning we should go small, like small publishing,
small tech, minor tech compared to big tech. Have you also had
this sort of approach in the tools you use for production? We are
referring a lot to the distribution part, but then I think there is a
lot of work before that, how to produce a publication, because
producing a book or a text has a very different expertise than pro‐
ducing a video, an audio piece, a performance, etc. Have you con‐
sidered the idea of what it means to do open source in the back
end? And— maybe this can also be a very technical question —
where do you have your servers? Are you hosted somewhere?

YANCEY 35:55 It is important to own your identity. We’ve seen a
lot of examples of platforms going defunct and data being lost, and
what felt safe was not. I think homesteading on the internet is advis-
able, but not everyone has the geek in the group. For a lot of creative
people, every one of those steps is the antithesis of everything that they
want to do. So it’s like: “give me the thing that does the thing”, and I
find generally people start that way and then, as you get more ad-
vanced in your career and you have more of a reputation at stake, you
start to look for more of the self-hosted solutions.

Certainly, we rely on a lot of open source libraries in what we
do. We first just have to get enough business that we’re default
alive to lean into this fully. We will have an open API that people
can build on and extend the product. A lot of our data model is
something built to be made open source or built to be published
as a resource for others, trying to integrate our thinking into how
other people are cataloging their work or mapping how their
group operates. In the crypto world, there was a lot of discussion
around how the primitives of groups moving around the web
don’t exist yet, and that’s a new thing we can create.

It’s a bit harder to do this — the Web2 world. For us, the hard
part is making a two-sided marketplace and platform. You have to
attract a critical mass of people on both sides for it to be worth be‐
longing in. Once you begin to do that, you can grow. Augment
that. Maybe there are certain features that are required to make
that spark grow enough to where you can survive. We spent the
first couple of years thinking a lot about those long-term quest‑
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ions. That’s all that crypto is, and in the past year, we’re just been
more about getting it out there, simpliing it, and not boring
people with all of our reasons, just focusing on how to make it feel
simple and useful.

As a second step, as a second order, begin to reveal the ways it’s
also better for you and the affordances it creates. And it can’t be
that software, and that is a political position, should only be open
source, because then no one will make software, and no one will main-
tain it. You know, maintaining open source is a nightmare. You need
what a lot of projects try to do, which is you have a pro-social give back
to the commons relationship generally. The bigger you get, the harder
that is. One could argue that Facebook’s contributions to the
world of development have been huge. That comes om big tech,
and it is something that we all rely on. Most engineers are inter‐
ested in those kinds of solutions. They just get blocked by busi‐
ness objectives and say, you know, we can’t do that, but I think it’s
a lot of great impulses and affordances that I hope we can stay
open to.

ILAN 38:55 As an academic, we have the , Digital Object
Identifier, which is for articles. This has only been delegated to big
academic journals. So you are not able to have a digital object
identifier for any other type of text or research, or text-based re‐
search, without any academic publisher. And now the CERN re-
leased a very democratic DOI called , which allows you to
give a DOI to anything, to a photo, to your license plates, to a ce‐
ramic. What kind of media ecosystem do you imagine when every
sort of media instantiation would have its own identifier? So, an
identifier means that it will be decentralized. It will not be one
single organism or a set of academic publishers that will manage
this, but everybody will have access to all kinds of media, photos, a
bit like the interplanetary file system, but in a much easier way to
operate it.

YANCEY 39:59 There was an interesting case last week of ex‐
actly this, where I wished it was there yet, where we had an artist,
 , release a font, an open source font as a metal
label release. So, like a library, you could download, install. And a
musician last week made a zip file of three songs. And within the
zip file, he made his liner notes, and he made the liner notes using
her font. And he credited her. And he wrote in to say: hey, can I
tag her work? How do I reference this?
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It’d be cool if I were cited as someone using her thing, and I
get to give her credit. But I think it could be a very simple citing of
work, providing a level of provenance. You can hit a plus sign and start
typing a title, and it will auto-complete and suggest what it thinks
you’re connected to. Making citations very easy, allowing you to pub-
lish on your own personal website, and publish all things credited to
your decentralized identifier address. Because all decentralized identi-
fiers have cryptographic public and private keys that are invisible to
you, but allow things to be locked and unlocked even offline. And so
you can use your key and authenticate it’s you just through email login.
And you could say, publish the catalog of my decentralized identifier
on this page. And it should be able to pull that database of exactly
what’s yours and output it anywhere. That’s the dream of the DID
structure, and like the open directory and similar data models, an
open phone book.

It’s always what system wins out and what models work, but
even us having this architecture of a folder structure, of a label
that has a catalog, and inside, there’s a lot of transposing of some
other structural information models onto this. So all data is archi‐
tected that way. Even if another system came up and blockchain
proved to have won, we’re all being paid in crypto tomorrow. We
would be ready for that world. Replacing on-chain identity with a
DID is something that we could very easily do.

We wanna plug into something more structural on the inter‐
net, other than just like traffic coming our way. A world of AI-
driven Google search results should be terriing to every inde‐
pendent media producer because it’s not gonna give you search re‐
sults. It’s gonna be a verbal answer of scraped data om the most
referenced website. And a user might not even get shown any of
our pages as an option. How do we make our work and data more
a part of the web and not just rely on “I hope someone goes to my
server today”.
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4 July 2024, 10:00 AM

KENNETH 15:14 I’m Kenneth. I started  in 1996 and
things have changed a lot since then. Sometimes I find myself
speaking like it’s 199܁ I’m not comfortable with the develop‐
ments that have happened in digital publishing or let’s just call it
the digital world. I kind of feel like Instagram ate my utopia. I’ve
kind of dropped out of radical publishing because I’ve become extraor-
dinarily disillusioned with the turn that the web has taken since the
advent of social media, truly the advent of Donald Trump, who ate
social media as well.

Then everything got spoiled. So I’m not so sure that I’m the
best person to talk to about what’s happening now or the future
because I’ve actually withdrawn from circulating works publicly. I’ve
tried to maintain a practice of private publishing now, of unique pub-
lishing, of making one-of-a-kind things that, although informed en-
tirely by the digital, are mostly analog in their production because they
cannot be usurped, hĳacked, or detorned in the worst ways possible
that really just ended up happening to everything on the web that I
loved. So I’m trying to just make a protected space for myself be‐
cause I’ve been doing this for so long. We’re coming up on 30
years of UbuWeb, which still functions, but I’ve lost my passion
for the digital pioneering that I was so invested in. I feel sad. I feel
lost.

://./
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MARTA 17:42 Well, yeah, that’s a very interesting position to take,
and I think the space of retreat is actually important to under‐
stand for our own research because this kind of meeting, as Ilan
said before, in our consortium starts om a place of a panic attack
or like an understanding that there’s something going wrong.
Also understanding the symptoms and how we got to this point I
think is very valuable to our work. What would say went wrong,
or at what point did you feel like this might be a moment to re‐
treat? What was the breaking point for you?

KENNETH 18:51 It was gradual, there were so many breaking
points, but I really would pin it to Trump’s rise on social media,
specifically, which at first was intriguing to see the way he mis‐
used the media. At that time, I was on Twitter, and the way he
misused Twitter really was modernist inflected. Completely un‐
conscious, Joyce-ian even. I mean, this guy’s never read Joyce, but
he was doing something that was sort of brilliant. It was every‐
thing I’d always hoped that social media could be, even in its per‐
versity. Then I just realized it was the complete opposite of my
utopia, obviously politically. Then it got really confused and sur‐
veilled: the space of social media became a space of surveillance, not
only by the tech companies, but more disturbingly by my neighbors and
my fellow citizens. You can’t make a move on social media without
being surveilled. I also really do think that ’  really
opened my eyes to my naivety. I just realized at a certain point
that I got everything wrong. So much of my theorizing was just
completely wrong. I missed so much. I was so enthusiastic and, in
the 90s, the web was just such a beautiful utopia. It was the world
as I really wanted it to be, and it came crashing down. It was crash
right around probably 2013, 2014, you know, during Trump’s rise.

MARTA 21:06 I mean, I think some people have defined for
better or for worse Donald Trump as the greatest poster of our
generation in a sense. Maybe not knowingly he fully understood
how to game the system of social media.

KENNETH 21:33 He was really good at it. I mean, I don’t
know if he still is because I would never even look at truth social.
In those early days, I mean, it was really ightening to recognize
some of my ideas in the worst monster possible. Then it made me
feel like Marinetti or Mussolini. I was like, wait a minute. I got to
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back off of this. So that was the beginning, the beginning of the
end for me.

MARTA 22:12 How did you see that affecting a bit more the
legacy media publishing? I mean, not only the election of Donald
Trump, but in general, the environment and the focus on content
that social media brought?

KENNETH 22:32 Well, social media just ate everything. I don’t
think anybody goes to UbuWeb anymore. They don’t leave Instagram.
Everybody’s corralled on an app. Apps are just corralling devices that
keep you within the confines of where they want you. My sense is that
most people really don’t use the web anymore. They feel that they have
everything they need on social media. Streaming companies, media
companies, social media companies have entrapped people. So the
notion of the open web, it still exists. Nobody’s stopping me. And
all these notions of an undemocratic web never actually really
came to uition because actually everybody just stopped using the
web. And they managed to just control and capitalize and tame
the Web the way that they always wanted to.

MARTA 23:44 There’s an incredible lack of knowledge of what the
internet is in my generation, and all we know is platforms. That’s
quite different om a lot of the early uses of it. We’ve grown quite
blind to the possibilities beyond the platformized web.

KENNETH 24:10 Yeah, there’s this term that came up and I re‐
ally hate it. It’s called Creator, because creators create for a plat‐
form, specifically catering to that, to monetize or to capitalize. It’s
concordant with whatever oppressive system happens to be in
place that they are playing to. They’re playing to a system com‐
pletely uncritically, because they call themselves a creator.
Whereas I had to really think about the difference between a cre‐
ator and an artist. You could say that many artists are creators for
the art world. Many poets are creators for the poetry industry, but
that was never interesting to me. The interesting idea of an artist
was somebody who went against whatever prevailing system there
was as an act of resistance, as an act of real uncreativity or slash
creativity. My critique on creativity was always that creativity was
concordant in the way the creator is concordant. If I was to go
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back to uncreativity today, I would have something really equally
stupid to say about creators as I did about creativity to write “cre‐
ator”, “creativity”. These are terms I can’t stand. How do we get out
of this sort of “create”, “creative”, “creator” space? It’s useless because
it’s monetized. Most artistic production isn’t monetized. So, it’s stupid
and it’s usurped. It’s taken all of the energy out of radical forms of
publishing, practice, and thinking. So it’s just not interesting to me.
I get it, but it’s actually sucked all the air out of the room.

ILAN 26:45 What I hear is that utopias are not made only by
nice ideas. Utopias are made also by huge drives of negativity and
critique, and I’m thinking if it’s not the moment to make negativ‐
ity nice again, make negativity a force with energizing potential,
we live in a country where people around us are toxically positive.
When you are critiquing something or you’re being negative, say
something constructive, or something productive. They’re always
there to try to redeem or take your negativity and try to construct
something out of it that then they can use for monterization. We
should find a way to make negativity a powerful driving force in
order to think of new formats, new media, new audiences, new
content. I’m wondering if there is a space for that. My experience
in ex-Yugoslavia is that there is a space to express this, whereas in
the United States, you might be extremely marginalized or isolat‐
ed to feel such discomfort with social media or with creativity.

KENNETH 28:39 Yeah, I just wanted to say, there is plenty of
critique and “productive negativity”. Look at the Gaza protests,
that was really energizing, also the George Floyd protests that we
had. There is critique, there is negativity, and there is pushback in
America. Just to make a short tangent, my sense of the Gaza
protests, let’s say the student protests recently in the U.S., is that
we’re really, it’s a displaced anxiety on the second coming of
Trump. We’re going to need active, angry, negative, critiquing
people for the coming regime of Donald Trump, number two,
and there’s so much anxiety in America about it, as you’re saying,
that cannot be articulated, because of the culture of positivity.
There’s this giant repressive force, and I think social media also
has a role in this, that’s pushing down any type of domestic cri‐
tique in America. So then it’s getting displaced onto an in‐
ternational stage, the citizens of Gaza. In a way, though, I actually
think it’s really about the citizens of America, but you’re just not
allowed to be negative in that way, I suppose. So there’s plenty of
negativity in America, and plenty of unproductive negativity in
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America, you know, om the right, also, we have plenty of that
shit in America. But that’s another space, right? And I don’t think
it’s really what you’re referring to. I think you’re referring to a cul‐
tural space of artistic production and the distribution of produc‐
tion of cultural artifacts. There’s just a lot of contradictory forces
at work in America right now. I’m encouraged by some of them,
and I’m discouraged by much of them as well.

This year has been an escape, I think, om so much turmoil.
The stuff that I was talking about goes back to the rise of Trump.
My university was the center of the beginning of much of the
Gaza conflict in America that was playing out on campus in very
confusing and very chaotic ways. I le in December, and I won’t
go back until next January.

So, this sort of retreat to a place, I’m also offline. This is the
only thing I’m doing all year, I haven’t looked at my email since
December. I will not look again until January, though. I’m loving
this so much. I’m feeling like maybe I should just kill my email.
So, now I’m somewhere where I’m mute on the language. I’m in
the countryside. There’s nothing happening here culturally.
There’s never anything happening here. I’m working on things
on paper. I figured this is really the best way just to break om
the year I’ve had, and it’s been really nice.

I have to also just say, and I don’t know how informed you all
are of this, but  is sort of done. Aer nearly 30 years, it’s
not growing anymore. I can talk about the reasons for that, if
that’s interesting to this group. 30 years of coding and moving in‐
formation and reposting and sharing and really being in the center
of some kind of exchange digitally, I’m not doing that anymore.
That’s also a huge change for me. I would code UbuWeb five, six
hours a night for 30 years, and I’m not doing that anymore. So
yeah, here I am. I have six more blissful months. I love this and I
feel like the hippies in the 60s that le the city and went to live in
communes, and grow their own food. I mean, I get that now. I
never thought I’m the most urban person in the world, but I un‐
derstand why they did that now. I love this.

ILAN 35:10 Yesterday we were talking with another guest, Irene
De Craen about subversive publishing. She proposed a new strate‐
gy, a new tactic to be subversive, that is — do not publish. We
were discussing a lot about this fact, because we are living in a sort
of environment in which you are somehow forced to publish, to
produce contents, to share contents. Now you’re describing a sort
of status or situation in which you’re abandoning as a sort of tactic
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or strategy to react to the situation. I’m curious to know your
point of view about not publishing anymore, or like mute yourself
as a tactic. I’m also wondering if, in the back of your mind, this is
a sort of temporary moment, or if you are considering the aban‐
doning thing as a longer strategy, as Bifo also proposed.

KENNETH 36:22 Wow, I like that idea of not publishing, but
then I’m 63 years old. I’ve published 35 books. I publish so much.
I published UbuWeb, which is hundreds of thousands of things. I
think it’s very different for younger people. Most people are
younger than I am at this point. I can withdraw, right? I’ve done
enough. It doesn’t matter to me if I publish a 36th or a 37th or a
38th book. I mean, it really doesn’t matter. Younger people have
to publish. I think that’s the imperative of publishing. To get your
tenure, even for your own status, even for your own sort of self-
worth, your trajectory. We all leave a beautiful cultural trail be‐
hind us of our cultural production. That’s beautiful, that’s the
most beautiful narrative I think in my life is the trail of cultural
production. But I’ve had 40 years to make that trail.

I remember the first time I published a book, I think it was
1991 or something like that. I remember saying to Cheryl, my
wife, if I never do anything else, I got this fucking book. This is
amazing, right? I remember that feeling and I think publishing is,
to me, a trace. It’s a sense of permanence, right? Particularly when I
was really in the digital flow, I began to question, why publish? There’s
a flow, but if you don’t publish, then it’s just all flow and it just flows
and it’s meaningless. I always thought of them in the height of digital
publishing around 2010. I thought, why should I still publish books?
But then by publishing a book, I felt it was a way of stopping the flow,
like putting a rock in the middle of a stream. Making a statement. It
somehow made sense of that chaos. It was a dialectical constella‐
tion. That’s where I found Beǌamin to be useful. A dialectical
constellation that came together, even if to temporarily stop the
flow and to try to make sense around it. I always thought that was
the reason to continue to publish books.

I remember somebody had asked John Cage what’s gonna
happen to his reputation aer he would die? And Cage, who was
really publishing very traditionally, said, well, there’s so much of
me around that it’ll really be hard to get rid of me. You think about
the lifespan of physical books. I mean, they don’t get thrown out. I
mean, maybe they get burned once in a while, but they get circulated.
They have these like really, really long pun intended shelf life. So if I
stopped, if I withdrew now, there’s so fucking much of me out
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there that I really don’t have to worry about legacy in that way.
Even in a small press,     that I did
with Nero. We didn’t do too many of them, but I guarantee you,
all of them that we did probably are still in existence somewhere.
They’re beautiful, they’re substantial, they’re interesting, and
they might have some kind of resale value in the world anyway. So
that’s never gonna disappear.

So if I just continue to keep publishing, then it’s just ego-dri‐
ven, right? I’m hoping for my bestseller now. I’m hoping I’m go‐
ing to win the Man Booker Prize, this kind of shit. I mean, that
would be the only reason. I do think it’s very pathetic. I see
iends of mine that are older than me, let’s say, language poets
who are 10–15 years older than me, and they’re antically pub‐
lishing, and nobody’s going to read them, and they’re never going
to win those prizes. I just see that as real acts of desperation.
They’re good, they did important work. They’re still making
good work. It might not be as relevant. And you do have to think
about relevancy as well. So, I struggle with that. You know, as an
artist, I have a healthy ego, right? Like all artists do. But, you
know, it’s sort of diminishing returns for me at this point.

ILAN 42:02 One of the things we learn om you is that we don’t
care if we are read — we don’t care if people are reading us. I
mean, readership is just a statistical mass of people that needs to
be quantified. Every author is ustrated about the amount of
books being sold. The artists are ustrated, asking how many
people came to their opening, how many reviews did they get,
how many sales, et cetera. And we learn om you is that thinker-
ship is what matters, not readership. So, people that you can think
with, right? So, a book is just a signal to a community of thinkers.

KENNETH 42:36 Yeah, yeah, it’s true, and, you know, I’ve nev‐
er seen the giant, giant, big, world’s biggest book that you pub‐
lished with . I have never seen it, but I’m so impacted by the
thinkership of that work. Your books are propulsive in thinking,
but they’re also extraordinary in their physical presence. So that
was the kind of thing that we were thinking around 2010 was that we
could stop publishing physical objects, but that never really happened. I
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noticed also around 2010, when everybody was talking about digital
publishing, that actual publishing got so much more beautiful.
Magazines, which were just shitty ones, became books, and they
also got really expensive because nobody was buying them. Right,
these are all regular magazines. They still make them. If you go
into a magazine store in New York now, particularly fashion mag‐
azines, they’re not like Vogue or Elle. Then now they’re like
. What you guys did with the Francesco Urbano Ragazzi’s
every fucking fashion magazine looks like FUORI‼! now, which I
have sitting on my table, as, again like it’s just sitting here because
Francesco Urbano Ragazzi brought me a copy and it’s just the
most beautiful object. It’s the most beautiful thing. Oh, you can
say, I republished every issue of the 70s gay magazine om Italy. I
was just with those guys in Venice and they showed me those in‐
credible sleek,       .
There’s this sort of funny play I think that Ilan is getting at be‐
tween the thinkership and the physical object. I would not want
to live, Ilan, without your physical objects, even though they are
extraordinarily propulsive.

MARTA 50:12 Something that I would be interested in hearing
om you and also om your space of retreat, do you, first of all,
see yourself still part of a community of writers, thinkers? And do
you see, if so, the people around you, your peers, engaging in sim‐
ilar practices of retreat, of refusal? How do you feel in your
environment?

KENNETH 50:57 With the rise of populism, it really does feel
like the 1930s again, and so many of the people that were propo‐
nents of radical ideas of publishing, literature, and web have been
banished and de-platformed. The avant-garde, sometime around
the twenties, became villainized. Again, it’s just a repeat of what
happened in America in the 1930s, in a time where fascism rose
and economies collapsed, that art had to have an element of utility
to it. So you’ve got social realism in America, and anybody that
was affiliated in the 1920s with what was called ultramodernism,
I’m thinking particularly of a group of composers, found them‐
selves banished, de-platformed out of work, right? It’s the same
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thing now. So I find my community marginalized, de-platformed, it
doesn’t have a voice. What felt really cohesive back in around 2010 re-
ally feels completely shattered now. All the people are doing great work.
We continue to do our work, but it has very little receptivity.

MARTA 53:05 What about the community of readers then?
The rise of populism or social media, how has that affected read‐
ership and the extent to which you can connect to it maybe in a
more direct way?

KENNETH 53:26 It goes back to that sort of community sur‐
veillance, Stasi mentality. So people become very aaid to speak.
There’s so much fear out there because it’s violent, and there’s so
much violence. People are aaid to say the wrong thing. I kind of
feel like the retreat has also been sort of a space of protection for a
lot of people. I mean, getting off social media because there’s no
winning against the tide of populism. So people don’t speak any‐
more because what is the point? You can never win. These ideas
that we’re working with of the avant garde, of experimental things
are marginal to begin with, right? There was a community at
some point that felt cohesive enough before it was drowned out by
people just saying, this is weird, this is wrong. So I think there’s a
tremendous amount of fear, a sort of fear of doxing, fear of physi‐
cal violence. I mean, I’ve certainly had death threats because of my
work on me. Everybody has death threats. Everybody’s been can‐
celed, you know? But that’s not fun. We didn’t go into making
radical publishing, radical ideas to receive hate, but I’m learning
that avant garde or radical ideas are really truly hated. But that’s
the way it’s been. That’s the way it’s always been, and there are
certain windows that open up by speaking about fear in this and
silencing and people being aaid to voice radical ideas because
they’re considered wrong now.

MARTA 56:05 Yeah, there’s this interesting tension between a
lot of the movement connected to George Floyd, Black Lives
Matter. There was the idea that silence is violence. If you would
not speak up, then you would be considered to engage in a sort of
violence, but then, of course, too much noise, and then you would
be blocking out the important information. Either way, you were
still participating in this media enzy. So, I mean, there’s also the
metaphor of the dark forest coming om the Liu Cixin trilogy
that is sort of saying, that maybe the retreat, the silence is a tactic
for survival. I think this is also something that Geert Lovink also
talks about in some of   of these practices of hiding and
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how maybe that’s where the new radical forms of activism can lay,
but of course, you can start to think if everyone is silent, then
what do you do?

KENNETH 57:20 I mean, the notion of silence is violence, it was
only one type of discourse that was allowed to be spoken anyway, as
you’re saying, a discourse of noise was not permitted. A discourse of
nonsense was not permitted. A discourse of perversity was not permit-
ted. This was a totally contradictory notion. There is only one type of
voice that’s allowed to be expressed. I find that kind of repression to
be fascistic in its own way. So, it’s become complicated. There’s an
English word that’s called woodshedding. Sometimes, guitarists in
particular, would just drop out for a really long time to work on new
techniques and to just go into the woodshed and disappear for a while
and come out with some other thing. So I think that this notion of dis-
appearance can be really productive and also really radical, but also,
there’s just so much fucking noise. I mean, everybody now has to be so
public all the time. What is that? Why do we have to be so public?

I’m questioning that. I didn’t question it for a long time. I re‐
ally loved being public. I’m a New Yorker. We’re kind of public
people, and we’re loud. In terms of politeness and non-negativity,
like there’s a certain moment in America where people became
extraordinarily polite and non-conontational because they were
aaid of getting shot because of the gun violence in that country.
Then also, retreat has the sense of right-wing lunatics that retreat
to Idaho and create white supremacist states of protectionism. It’s
the other side, again, of that hippie commune. So all of these
things are so loaded and so problematic. I say, I want to retreat. I
used to grow a very big beard, and then I realized that was co-opt‐
ed maybe by right-wing also. Like January 6, all these guys had
like giant crazy beards, and what do you do? How do you move?
How do you survive? What move is the right move to do?
Ethically, morally, and also for your own sanity. It’s so hard. I’m
so glad I’m not 30 years old right now, because I can imagine how
hard that path is for people. It’s insane.

ILAN 1:01:00 You are the person with which we should talk about
writing. I would maybe turn the thing and talk about reading.
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Maybe it’s the moment in which instead of publishing, and writ‐
ing, even in a creative way, is the moment in which we should re‐
think about reading. Maybe we are not able to read anymore. So
I’m curious to know your point of view about reading, how read‐
ing changed in the last decades, and how this new way of reading
is also our way of sharing, publishing, producing contents?

KENNETH 1:01:45 My book called Wasting Time on the
Internet was a reaction to everybody saying how horrible the in‐
ternet was. I was like, no, and again, I got this so wrong. I amed
it as something being really good. One of the things that I said
was that we’re actually reading and writing much more than we
ever have. I think that’s still true. People spending all day on their
phones, they’re looking at images on Instagram, but they’re also
reading comments, and they’re also writing comments, and that
sort of short form is a form of reading, and it is a form of writing.
I’m not sure it’s any better or any worse than long forms of writ‐
ing. I think in that book, I traced this trajectory of the compres‐
sion of language that begins with the telegraph and goes through
the newspaper headline and the Times Square zip, and this sort of
forms of compression down to 256 characters, or maybe it was 140
characters originally, was 140 characters on Twitter, which was
the ultimate sort of form of compression, which turned language
into sort of a desktop icon, something quick and readable. This is
also where I brought back into the idea the notion of visual poetry
as compressed icons that could be read instantly so that you didn’t
need a sonata or something like that, a stanza, let’s say. You just
needed a visual word that was done well, which is something ad‐
vertising has already done, where it all dovetailed with pop and
iconicity. I still believe all those things to be true. I do think that
people are reading and writing, and then that’s my sense. It’s OK.
I think it’s going to survive. You never see an image unaccompa‐
nied by, without text around it. Maybe if you’re watching a movie
without subtitles you’ll sort of get some pure image. But even if
you go to a museum, there’s always a wall label next to it. There’s
always text. In the newspaper or on the newspaper, there’s a cap‐
tion. There’s a photograph. There’s a caption. And so I kind of
feel like language as a

vehicle itself is pretty safe.
I remember in the 80s, and I’ve maybe talked about this in

Uncreative Writing, there was a show that was held at the
Whitney that was called  . It was at the time of tele‐
vision, which just looked like it was going to eat static images. It
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was going to eat print culture completely and be moving. You had
an artistic movement in New York that was called the Pictures
Generation. It really addressed that moment in which we became
an image world rather than a textual world, but what that didn’t
take into account was just around the corner was computing,
which is all linguistically based. For example, again, we’ve all re‐
ceived a JPEG in the email that didn’t render as an image but just
rendered as miles and miles of code, and that code is just all al‐
phanumeric language. So really, all of our digital world is com‐
prised entirely of language. So we’re good for language. I think
we’re OK on language.

Now, the second part of that is maybe my retreat. I’ve just been
spending this year reading like mad because I’m offline. I always read a
lot, but this year, I’ve actually had the time and the space to dig and to
read extraordinarily deeply. I read on a Kobo because I can’t, in
Croatia, I’m not going to get too many English books. I like the
Kobo. I love the Kobo, and   runs   
 and LibGen and everything’s available. So that’s fun. I’m
doing a lot of reading this year.

ILAN 1:06:29 I remember when you were in Athens, you spoke
about this kind of snowfall of text. You said that most of the text
is made for machines or for systems to be read by systems. I con‐
sider you still like one of the first quantitative writers, one of the
writers that said early on that all text is about quantity. The new
capacity of artists and writers is to have to find the tools to navi‐
gate this kind of overload of information or abundance of infor‐
mation and find the tools to do this. I’m wondering now, what is
your take on this? Because now we have the tools to do that. Now
we can parse 30 petabytes of comics and understand what human‐
ity thinks about speed throughout the 20th century and on and in
different localities and geographies. Now we have the tools to do
this. Do you imagine new artistic practices coming out of it?
Would you like to be involved in these kind of things? Or are you
like, OK, I got the principle of it, and I’m not so curious about the
forms this will produce or something.

KENNETH 1:08:01 Well, I see so little good stuff. I think my
experiences with AI have been really bad. To me, AI has ended up
reiing whatever it is we know. I learned this a long time ago
when I had a meeting with some pioneering AI people, and they
were trying to make a machine write poetry, and they were mak‐
ing this incredible neural network produce things that looked like
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Tennyson. They were making early 19th century poetry using this
machine. Why can’t you make it do something perverse and
something strange? They were trying to wrangle, to squeeze
money out of it. The only way that money could be made om
some kind of poetry is if it actually looked like poetry. Then peo‐
ple would want to buy that machine because it was capable of
writing poetry. I said, well, what are you feeding it? The neural
network was being fed only really classic literature, which I actu‐
ally happen to love. I like Tennyson, don’t have any problems with
it, but they weren’t feeding it Gertrude Stein, or Cantos.

So their taste was wrong, so it was just reiing some sort of
stupid traditional notions of literature. They just didn’t have the
imagination or the taste, or actually I want to call it perversity, to feed
the machine stuff that would break it, because they couldn’t afford to
break it. They needed to monetize it. Artists have always been the best,
really good at breaking things rather than trying to make something
stable. Again, it goes back to the W. H. Auden quote that says poetry
makes nothing happen, Its beauty is its lack of utility. So when you try
to harness art to become useful, you betray its base quality. Its quality
is to be useless. Poetry makes nothing happen.That’s why it’s beautiful
in a culture where we’re so geared up toward productivity to make a
space where nothing happens. That sounds really radical to me, and
that’s the way I read Auden. It’s probably the wrong way to read
it, but I really am inspired by that quote.

I did work with my students once on Midjourney and we asked
it to render just a regular pencil, a yellow, number two pencil, so
the most basic pencil, and Midjourney could not do it. It kept
putting like a finger on the end of the eraser. It couldn’t make a
pencil, which is OK, it’s cute, but it’s already cliche. The surreal‐
ism of the broken, the hands on AI. If I have to go into a gallery
and see another hand with six fingers on it, I can’t. To me, it was
just a sort of failure. But if I asked it to make an image of an
orangutan on the moon playing golf, it was really perfect at that.
So it couldn’t be so stupid as to make something normal, but it
could be so stupid as to make something magical or surreal or in‐
credible. So, I’m interested in the banality, and to me, all of this
shit is incapable of doing what I’m interested in. I also think that
uncreativity or perversity of any kind of avant garde or revolution‐
ary ideas artistically are not being programmed into those ma‐
chines. So they’re just reiing what else is there, not to mention
racial and sexual prejudices that are already built in. So it’s just a
reiing machine. I’m not so happy about it.
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MARTA 1:13:14 What is the future of publishing? It’s a question
that we’ve also not been maybe so happy with or that we’ve had
our pushbacks on. I guess if you could have a say in where pub‐
lishing goes, what would you say? Or do you see a future in pub‐
lishing? What are your thoughts?

KENNETH 1:13:56 Publishing will continue. Look, it’s impor‐
tant to make these markers. You’re sitting behind a shelf full of
books, those are not going away, right? But your Instagram posts
are all going away. So, that kind of thing, even in a symbolic way,
is really important. There’s something durational about these ar‐
tifacts that we’re creating in paper artifacts. So I think it’s impor‐
tant to keep going, particularly the kind of work that Nero and
our fellow types of publishers, alternative publishers like Nero are
doing. Everybody’s writing books on these incredible machines
that are constantly crashing and glitching, and yet when you go to
the airport and try to buy a book, there’s no evidence of that digi‐
tal trace in any of those books there. There’s no books that con‐
tain an actual glitch, right? So to me, that’s really false.
Everybody’s pretending.

There was a beautiful essay, and I’m sure many of you have
read it, that was published on a listserv million years ago by a guy
called Matthew Fuller. The title is “   ’ 
 :  ”. When you’re actually on Microso
Word, you’re not writing a letter. You’re enacting so much, but
there’s so much denial that we’re actually not writing on a type‐
writer. There’s no acknowledgement in mainstream publishing at
all of the technology behind it. To me, this is this great motion of
sense of denial.

So, I’m not publishing UbuWeb anymore. That’s done. It’s
useless, really. I think it’s dumb. Although I just have to say one
other thing. There was a moment in which I thought, why am I
continuing to do UbuWeb when we have YouTube, right? Because
a lot of stuff om UbuWeb was just being taken and thrown up
on YouTube. I was seeing nice stuff on YouTube. Now, with
everything else, I realize that I hate YouTube because all it is is ads
now. I hate it. I won’t use it. UbuWeb doesn’t serve ads. You can
actually watch a situationist film uninterrupted, so now I’m really
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realizing how precious that kind of thing is. So I keep reacting
over the years to different technological changes.

Sometimes it feels like I’m really wrong, and why am I doing
this? Then the culture and the environment changes, and I’m
like, oh, yeah, I was right. Then something else will happen
where that changes again. So I just think that a vision like Nero is
so beautiful. I just think that the vision of, I’m just going to
specifically say Nero because I know Nero and you’re there, but I
mean it for anything else. Follow your vision. Your vision is right.
Your vision is good. It’s always been good. It’s always been right.
Keep doing what you’re doing. It’s so important that you do what
you do. There are going to be times when it looks like, what the
fuck, why are we still doing this? And having been publishing for
30 years on the digital platform through the beginning of the in‐
ternet to what it is now, I’m really glad I stuck exactly with what I
started doing. It was right. My impulse was right. It was good. It’s
been a journey and the journey is not over. At the end of the day,
you have to just keep doing what you’re doing, and don’t even
question it. Because if you question it, it’s going to end. That’s
what they really want, and they win. Just keep doing what you’re
doing. You’re doing beautiful, beautiful vision.

TOMMASO 1:19:26 I actually want to just comment on what
you just said. We started with a lot of negativity and we are con‐
cluding with a lot of positivity. I also feel sad when you say
Ubuweb stopped. I can also understand where it comes om. So
maybe the question is, why?

I will try to apply the same positivity that you said before. We
should actually keep on going with everything we are doing. I think
there is one word that has come up a lot during all our discussion. It
has to do with the sustainability of things. The proposal of federating,
that the internet can also be this place in which work and labor can be
shared, and things can be connected in a different way than platform is
trying to convince us that they are. Have you ever had any thought
about this idea of Federation of Networks?

It has to do with alternative social media. Something om
2010s and on, but then developed to . It is based on a
technology that is called Federated Network. Basically, you can
install the server on your own computer and run an instance.
Then what you publish in that instance is shared with all the oth‐
er instances around the world. So, it’s an internet within the inter‐
net. It’s like a recursive internet. But then in case of Mastodon
and other platforms, they use a specific protocol that is called

sustainability of workflows
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ActivityPub. It’s an open-source protocol that is actually working
very well, to the extent that Zuckerberg decided to use it for
Threads. I think the concept of Threadverse, apart om the spe‐
cific technological object, it’s something that can also be taken as
a theoretical object. We could try to think about how to shape the
internet om a big tech to a minor tech. Our own computer or
small computer at home can be a server, a place where we archive,
but at the same time we share with others. I have the feeling that
UbuWeb is an immensely valuable archive for people who don’t
want to go on Youtube. I think there is a lot of value in creating
islands, not isolated, but interconnected ones.

KENNETH 1:22:27 I remember I went to Cuba 15 years ago.
There was a sneaker network, where I brought a hard drive full of
things om UbuWeb, and they copied it. There were several
thousand films, it was copied and then passed around, because
they had absolutely no resources there. Then Marcel Mars is
working on what he’s calling Ubu in a Cave. So, Ubu’s not that
big, it’s got 5,000, 6,000 films on it, but it’s all compressed media.
The whole site is probably two terabytes at most, the whole site.
So Marcel’s going to make it so that you can download this and
have all of UbuWeb with all its functionality just on a hard drive. I
think what you’re talking about is kind of the next step. People
are actually becoming islands and kind of getting off of centrally
controlled networks and becoming their own servers.

So I guess that’s nice, because it’s been a real shit show for 30 years,
moving UbuWeb, being chased from one server to another because
we’re doing everything pirate. It’s been a real hassle. And if years ago
we could have been federated, is that what you’re calling it, a federated
site, then we would have saved ourselves a lot. I would have saved my-
self a lot of trouble.

UbuWeb, by the way, I want to say it’s never going away.
Believe me. People like Marcel Mars and Dušan and all of our
iends out there, Peter Sund and all of these people are making
sure that UbuWeb never disappears. It’s just, right now, it can’t be
added to, but that was a price we had to pay for independence and
longevity. I had to choose between sort of continuing to update,
continuing to expand. At this point, again, there’s more shit on
UbuWeb than anybody can ever watch in the next 10 lifetimes.
Do you know the Criterion channel? You know what this is,
Criterion Films? They have, at any given time, about 2,500 films.
UbuWeb has over 6,000 films, it’s so enormous that it’s OK.
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It could get bigger, but it doesn’t actually, it’s kind of the same
way I’m just feeling about my own publishing. It’s pretty good. I
did a lot. Do I really need to do another few books? Do I really
need to put up another 1,000 films on UbuWeb? I mean, why, at
this point? So anyway, I do love this idea of federation. Wish it
had been around in 199ۿ
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4 July 2024, 12:00 PM

DUŠAN 07:40 To briefly introduce my background: I studied
Information Technologies in Bratislava, Slovakia, where I grew
up. Parallel to my studies, I was involved in the local non-profit
culture scene, mostly between art and technology. In the late 90s,
I started a small cultural magazine, but we soon lost the funding
needed for print runs. A iend introduced me to HTML and I re‐
alised that it could be a better solution than paper because, at that
time, people already had access to the web. That’s how I discov‐
ered web publishing. We redesigned our first website, which was
called Koridor, every few months, exploring different ways it could
be organised and designed. At the time, we called it a “portal”.
The idea emerged to set up a website that would document our
work, which grew into , two or three years aer ‐
 arrived. Suddenly, there was software that allowed people to
put things online without understanding programming. This was be‐
fore content management systems like WordPress existed. The
MediaWiki installation we set up is still there and operating. It
has grown into a huge, lively, multilingual wiki for arts and
studies.

In the early 2010s, I did my Master’s in Rotterdam at the Piet
Zwart Institute, a program which is now called  but at the
time was called Networked Media. It was an eye-opener, especially
in terms of using free software and an interventionist way of working
with technology, and tools that built things. It involved writing
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HTML files in the text editor, using Terminal and doing prototyping,
which greatly influenced my work ahead.

CAROLINA 17:08 We tend to see archives as ozen in time, a col‐
lection of things that are stored in a dark room to be looked at or,
at most, touched with gloves. How do you see new ways of pub‐
lishing as fostering archives as living entities? Can we publish liv‐
ing archives?

DUŠAN 18:24 In a way, print is archiving of the digital, while the
digital is constantly changing. Oftentimes it disappears, or only re-
mains in the web archive. However, even with live websites, things get
reformatted, designs, content and embedded media change. So, in
digital publishing, unlike in print, you never really have a final ver-
sion. This is also how print publishing operates, working with the
PDF as an intermediary between content production and the
print.

One can see how the environment and the ways of navigating
it changed over the years — I would say that in the 2010s, we lived
through the era of social media, which was sucking increasing
amounts of attention. We eventually stopped clicking on those links
and ended up scrolling. The scroll silos have locked us in, and the
experience of the web has essentially shrunk to a handful of web‐
sites, with everything else remaining invisible or being subsumed
into the platforms. Today, it’s even worse with AI. We were ex‐
pected to use our critical faculties to filter out relevant social me‐
dia posts and search results, but AI chatbots give us only one an‐
swer, which, by the way, is likely wrong and unsourced.
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The question for digital publishing and web publishing is how
to operate in this context, which is very different om what the
web was 10 years ago. The experimental artistic approach would be,
for example, to develop our own chatbots, train our own AI tools and
figure out how to work with AI in a sustainable way that doesn’t burn
the planet and credits the sources. One would not build a general
knowledge AI, but a focused, topical AI. If artists build these tools, they
will treat what they do as a data set for training bots. In classical pre-
publishing, this would be the type of thinking that goes into cre‐
ating anthologies, or where we collect different sources and bring
them together under a thematic umbrella. Maybe it’s interesting
to think about publishing today as creating and producing con‐
tent-based datasets that can train AI to serve different purposes
and different audiences while being aware of what’s happening
with this Silicon Valley approach, and how to do publishing
sustainably.

CAROLINA 25:43 In the Netherlands, some museums already use
AI to make archives more accessible, reducing the threshold of
archival knowledge and opening it up to people who do not yet
know how to search om a specific archival studies perspective.
One can just ask the archive for data the way you’d ask a chatbot.
It’s interesting to think of these technologies serving a more cul‐
tural purpose. Building on this notion of cultural and public val‐
ue, I wonder, how do look at the inastructures for linked open
data? How can we create stronger networks between repositories?

DUŠAN 26:50 I was never very good at linked open data. Now,
when people look at shadow libraries, they say that really good work
has been done to make these things available. On the other hand, we
end up feeding ChatGPT and similar companies that get a lot of val-
ue out of this free labour. This is an interesting argument to think
about not just in terms of shadow libraries, but in terms of every‐
thing that is published online. What can we do about it?
Monoskop consists of a lot of pages and files but metadata is not
as standardised as Wikidata. It has a classic digital library, and
there is always some kind of metadata, but it’s meant for a full-
text search. I never thought it would get this big. At the size it is
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now, one can find anything with a full-text search, but the
Monoskop dataset is useless for training bots because there’s no
structured data. It’s a collage of different texts, images and PDFs.
It may have been a lazy approach but at the moment it looks
counterproductive to what’s happening on the web, how content
is being sucked up by AI. At the same time, I think we should
build datasets. There is a way to think about it without the grand-
scale vision that it has to be an all-knowing machine.

I will give you an example of a small projec, which was part of
:       
. It is based on the Monoskop wiki section on shadow libraries,
which has a lot of articles. I took those articles, converted them to
Markdown, and put them in a directory. Then I ran the TF-IDF
algorithm, which identifies words or phrases that are specific to a
text. For example, if you click on , it will give you
Nanna Thylstrup’s text. For text or corpus analysis, it’s one of the
most basic algorithms, but it’s very powerful. You can twist or
tweak the algorithm in whatever way you find interesting. When I
made this project, I used a corpus analysis tool as its main inter‐
face. But if I would do it again today, it would probably end up
looking like a chatbot.

CAROLINA 35:44 New, non-linear structures, like linking and
tagging stimulate new ways of reading and cultivate new reader‐
ship communities. But they also create new dependencies. For in‐
stance, wikis are very labor intensive, counting on the community
of readers to contribute and maintain it. How can you maintain
Monoskop long-term? What is your community?

DUŠAN 36:43 We have been able to maintain Monoskop for so
long because we run our own infrastructure. Since 2008, we have our
own computer server. We don’t even have a rack. It’s not a virtual
machine, it’s a real piece of metal, sitting in a small server house in
Prague. It runs Monoskop and almost 100 other domains, platforms
and websites, and we are two admins. I’m not very good with server
administration, but I’ve been learning it for many years, so by now
I know how to set up an email account or a domain. Operating
botht the hardware and the soware is important, because we

HTTPS://MONOSKOP.ORG
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keep total control over the environment that makes these websites
available to the public. If Monoskop were on a commercial
provider, they would cut us off sooner or later.

The legal entity behind the server is an NGO that ran a festival
for many years. It used to run partly on grants when we did events.
Now our main source of income is donations, and we have one or two
websites for larger cultural initiatives that we charge for. We’ve been
able to run it this way for 17 years.

In terms of traffic and security, we’ve had some attacks, and it
requires work on our part. It’s not easy to run a server but it’s pos‐
sible: there are so many   out there and some of
them are run by artists. Many communities have their own in-
frastructure, but they are often overlooked, invisible and considered
“too geeky”. These marginal practices are crucial for working and ex-
perimenting with the web over the long term.

CAROLINA 42:30 We only see inastructure when it’s broken or
when there’s a problem, because inastructure is supposed to be
seamless and practically invisible. We notice the tap when the wa‐
ter stops running. But that doesn’t mean the tap is any less im‐
portant when it works well. This might be a good time to pass on
the mic to the rest of the table. Does anyone have any questions?
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LORENZO 42:57 I would like to know more about the editorial
process behind Monoskop. The wiki is open to everyone, but I’m
curious to know how you collaborate, and how the editorial
process and workflow is structured.

DUŠAN 43:33 We never had a clear definition of what we were
doing. It’s not clear if it’s a publishing project, documentation, or
an artwork. No one knows what Monoskop is. If anything, it was
socially determined om the beginning. It started in a physical
space, a media lab called Burundi in Bratislava in 2004, and the
first users were members of the place. If any of these people creat‐
ed an account on this Wiki, they were likely to contribute some‐
thing relevant, whether that was changing information in an arti‐
cle, adding contextual information, uploading a missing file, or
creating new articles.

I look at the recent changes almost every day to see what’s
happening, but very rarely do I have to delete anything.
Sometimes I email authors but usually they contribute to
Monoskop mostly through social links. I almost always work with
a few people who know the subject, like sound art or federated
networks, much better than I do. For the sound art section, I’ve
worked with two others om the start. For the section on feder‐
ated networks, I talked to people involved in federated networking
om the start and asked what should be there. I have worked with
Ilan Manouach on the conceptual comics section, being mostly a
technical help. He could do nearly everything by himself.

ILAN 49:11 When I started an archive of comics, I discovered
Anna’s Archive, a huge repository containing 5% of the books
that have been printed by humanity, LibGen, and Sci-Hub, and
Anna’s Archive. As a researcher, it’s quicker for me to go get pa‐
pers on Sci-Hub and books on LibGen than go through my uni‐
versity’s library access, which is antiquated. I need to ask for per‐
mission and then the book comes two weeks later. Piracy works
better than any of the alternatives.

Is it enought today, in 2024, to put media online, or should we
try to find new ways to deal with distribution and dissemination
of knowledge? What are the next steps? How do you distill
knowledge today in ways that are both democratic and with the
same ethical principles that Monoskop started with?

DUŠAN 49:21 It’s true that Monoskop Log in particular started
with our discovery of Russian shadow libraries in the late 2000s,
where we found media theory books that we heard about, but
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never had access to. It was exciting to make things public. By 2008
or 2009, Gigapedia had hundreds of thousands of books, and it
made sense to copy some of those files into a more thematic
repository. Most content on Monoskop was copied, an assembled
context within the web that has always been huge. This has not
changed. Acts of filtering, selecting, highlighting and re-contex‐
tualising make the difference, also if the repository is treated as a
data set for training neural nets.

LORENZO 54:08 I’m curious to know about your relationship
with publishers. What’s your take on hosting books or PDFs of
other publishers? Do you have a collaboration, silent communica‐
tion with them or legal problems?

DUŠAN 54:49 That’s a big question! For example, the multime‐
dia institute —  — in Zagreb been around for many years.
They do amazing things with the public. Hardt and Negri pub‐
lished a theory book with them in Croatian in 200ۼ They find
books that are in English and, a few months later, publish them
in translation. In the 2010s, I visited MaMa and found out they
like Monoskop. They decided that they would share all their
books with us. Each time there was something new, they would
send me a PDF and their Monoskop page became a large MaMa
library. They are also open about it: one can always buy the book or
download it from Monoskop. They don’t sell PDFs, only the print
copies. It turned out that free digital distribution helps print sales, be-
cause the more people read the books, the more they're discussed. If
you’re a researcher and you want to reference or find something, you
need a PDF. But if you want to read the book cover to cover, print is
better. That’s how it will always be.

Most authors of books that appear on Monoskop are aligned
with the copyle, and they are generally happy that more people
can access their work. Sometimes, publishers don’t like a certain
book to be there, in which case we delete the files. Of course,
these books are in other libraries — maybe they don’t know about
it or maybe they do. It’s also not like everyone searches for a book
online before they buy it. People look for books online because
they’re mostly researchers and they need to find something
quickly. I don’t think selling ePubs helps that much.

TOMMASO 1:00:13 The Internet Archive was forced to remove
half a million books published a big corporate publisher om
their archive because of a lawsuit in the US. In Italy, some of the
shadow libraries are banned. One cannot access Anna’s Archive,

://.
/

digital objects

business models

digital objects

printed objects

https://monoskop.org/MaMa
https://etherport.org/publications/inc/expub_Expert_Session/labels/digital-objects.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/digital-objects.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/business-models.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/business-models.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/business-models.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/digital-objects.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/digital-objects.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/digital-objects.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/printed-objects.html
https://etherport.org/publications/inc/expub_Expert_Session/labels/printed-objects.html


226 DUŠAN BAROK

Library Genesis and Sci-Hub, unless with a VPN. I live in the
Netherlands and the same is happening here. These are tragedies
in our field of work. Have you ever encountered these kinds of is‐
sues and, if you did, how did you deal with them?

DUŠAN 1:02:34 Publishing is a very broad term, even when it
comes to books. Monoskop is not a site where you would find
blockbuster books that were made as consumer products, because
they are not relevant to our project. You can probably find those
on the Internet Archive, which may be why it triggered commer‐
cial publishers to take action. Then there’s academic publishing,
probably publicly funded, and other kinds of publishing, sus‐
tained by publishers not connected to universities or academia.
- mostly consists of publicly funded content coming om
researchers at universities. I think it’s ethically wrong what’s hap-
pened to the whole academic publishing field, that it’s ended up with
five big publishers who own all the journals. University libraries have to
cut off access to a lot of these journals, or whole packages of journals,
because they simply can’t afford it. What Sci-Hub does is a necessity
today for researchers worldwide to survive, otherwise, the life of
an academic is very limited, even with access to university li‐
braries. But with other publishers who are not blockbusters and
who are not academic, it’s mostly about the revenue. It’s case by
case. If the book is good, the ee digital distribution does help
sales. There are examples like Alessandro Ludovico’s books that
are openly access. I think his first book, “- ”,
went through three or four printings, and the book was launched
on the Monoskop Log. On the day of the launch, they gave me a
USB stick, I put it on Monoskop Log and that was the first day
the book was published. He did the same with new books with
MIT Press, it’s open access, and I think it does help the sales. So if
the book is not good and it appears online, people might see that
it’s just not good and they will not buy it, but it’s really hard to
talk about in general. I would say that I totally support all pub‐
lishers and I don’t do it to hurt them, I do it to support them and
to give visibility and access to their work because maybe they can’t
do it, even if they would want to, which was also a case I heard
many times.

JANEZ 1:08:04 It looks like if you’re on Monoskop or a shadow
library, it means that the book deserves attention, so it can be a
way to give value to a publication.
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DUŠAN 1:08:18 People sometimes go “bingo!” when they find
their books showing up on the Monoskop Log.

ILAN 1:08:53 Dušan, you brought up open-access publishing.
As an academic, I see there’s a new ideology evolving around it.
We tried to publish a book with De Gruyter, which is an impor‐
tant academic publisher, and they asked for 10,000 euros for
open-access. It’s a new business model. Why do I have to
fundraise as a researcher?

DUŠAN 1:09:25 They ask you for this amount, because they can
afford it. If you work with a normal, small, or medium-size pub‐
lisher, they would say “We can talk about open access”, but they
would never ask you for 10,000 euros.

ILAN 1:09:49 Exactly. I would like to contrast open access and
piracy again. What is the new term for piracy? I thought it was an
interesting way to remain in the system, but I’m more interested
in things outside of the system with unsolicited networks of dis‐
tribution. It doesn’t have to be a professional quest or something
you have to pay, ask your university to find money to open access
and I’m not accessing anything. I use proprietary things and then
I put it on piracy. I send links to everyone. I provide access to
SCDB, I just give it to every researcher who asks for it. I’m won‐
dering if you see this tension also in Monoskop. It can be co-opt‐
ed by saying it’s very important. For me, my ethics are: no, you
should refuse interpretation. To say that you are involved in pira‐
cy, you are not involved with open access. Whatever they put
away, you’ll take whatever you find interesting and put it on your
website without any open access.

DUŠAN 1:11:18 There is a language that has developed around
open access, with colours: gold, yellow, green, etc. My experience
with publishing in the Netherlands: I was at the university there
and then we managed to publish two articles in journals which are
not open-access. But the Netherlands already had a program at
the time — this was five, six years ago — where it was relatively
easy to tell the journal that I’m om a Dutch University and they
connect to it and charge them, so I didn’t need to do much.
Maybe they only had a limited amount of papers they could sup‐
port every year, a few thousand. I don’t know how is it now. I’m
not an expert with open access, it’s probably better if you talk to
someone else, Janneke Adema or Gary Hall, who spent a lot of
years researching this. Open access is a really broad field within
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which you have kind of different modalities and different
economies and I don’t know how they work exactly.

CAROLINA 1:13:45 Where do you see publishing going, and where
you would like to see it go?

DUŠAN 1:14:23 For many reasons, websites have an average life-
span of three years. Sooner or later, we will have to look at ar‐
chiving platforms digitally. Recently, I worked on a project called
  . The idea was to create an artist website archive of 20
artist based in Berlin. With a collaborator, I was responsible for
development. We found that the tools we need already exist,
open-source, and are relatively easy to use. We only needed per‐
missions om the artists. They didn’t need to send us anything.
One tool would make an archive of somebody’s Instagram ac‐
count, for example. Each of these web archives is just one file, and
when I click on it, it is loaded, opened and rendered in a browser
in a way that it feels like it’s a live website, but it’s not live. You can
search for images and text within this archive website, so it is fully
functional. I would emphasise the importance of thinking about
these platforms, that we want them to be live, to have things
added. At the same time, we also want to keep them. These are
parallel concerns.

CAROLINA 1:17:47 Thank you so much for sharing your expe‐
riences, your projects and your thoughts.

DUŠAN 1:18:45 Thanks for having me.

HTTPS://WEBARCHIVE.MULTI-
PLACE.ORG/ARTDOCWEB/

https://webarchive.multiplace.org/artdocweb/
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AUGUST 2023
 Exit Reality by Valentina Tanni is released by NERO

Edition in Italian

SEPTEMBER 2023
 The Kawayoku Inception by Noura Tafeche is released by

THE VOID (INC)

OCTOBER 2023
 .expub project begin (Aksioma, NERO Editions, INC &

Echo Chamber)

JANUARY 2024
 Expanded Publishing Fest #1 in Amsterdam (INC @ THE

VOID)

FEBRUARY 2024
 Ammasso in Rome with Valentina Tanni and Pricilla de Pace

(NERO & THE VOID)

APRIL 2024
 Expanded Publishing Fest #2 in Amsterdam (INC & NERO)



230 TIMELINE

 PostScriptUM #50 Daydreams, Playable Nightmares and
Out-of-Body Journeys by Valentina Tanni & Silvia Dal Dosso pub‐
lished by Aksioma in both English and Slovenian

MAY 2024
 Internet Aesthetics: A Journey Beyond the Threshold Talk by

Valentina Tanni in ǈubǉana (Aksioma)
 Let’s Play: Brexit Reality by Total Refusal & Valentina Tanni

in ǈubǉana (Aksioma)

JUNE 2024
 English Translation of Exit Reality by Valentina Tanni, re‐

leased by Aksioma & NERO

JULY 2024
 Expert Session and conversations about expanded publish‐

ing held in Rome @NERO HQ

AUGUST 2024
 Based on the video essay (The Kawayoku Inception) pub‐

lished in September 2023 by INC, Aksioma publishes The
Kawayoku Tales: Aestheticisation of Violence in Military, Gaming,
Social Media Cultures and Other Stories by Noura Tafeche (Post‐
ScriptUM #51 ), the text is also available as longform on THE
VOID website.

OCTOBER 2024
 Expanded publishing fest #3 (INC & THE VOID)

NOVEMBER 2024
 PixxelPoint Festival discursive program in Nova Gorica (Ak‐

sioma & THE VOID)
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DECEMBER 2024
 The Kawayouky Inception (FULL SET) by Noura Tafeche is

now published on Metalabel. This set includes a VHS cassette
with the video essay by THE VOID and the printed publication by
Aksioma.

JANUARY 2025
 Conversation on Expanded Publishing v1 is in beta

FEBRUARY 2025
 PostScriptUM#52 Girl Intelligence by Alex Quicho

(Aksioma)
 Exhibition Annihilation Core Inherited Lore ٩�(๏๏)۶ by

Noura Tafeche @Aksioma gallery (expanded om the original es‐
say published by THE VOID)

 Tactics & Practices #16 conference is held in ǈubǉana with,
among others, a lecture performance by Noura Tafeche and Alex
Quicho (Aksioma), live video essays by Iva Ramuš Cvetkovič,
Lesia Kulchynska and Donatella della Ratta (THE VOID)

MAY 2025
 PostScriptUM #53: Internet’s Dark Forests: Subcultural

Memories and Vernaculars of a Layered Imaginary by Marta
Ceccarelli. (Aksioma)

 Conversation on Expanded Publishing v2 is released by INC
and shared by all the partners

JUNE 2025
 Expanded publishing fest #4 (INC & THE VOID)
 .expub | Exploring Expanded Publishing (Conversation on

Expanded Publishing v3) is released
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.expub | Exploring Expanded Publishing

INC Etherport #3

This book is the outcome of the two-year research project .expub
| Exploring Expanded Publishing, initiated and supported by the
Creative Europe grant. The project brought together four institu‐
tions and publishing initiatives om across Europe: Institute of
Network Cultures (Amsterdam), Aksioma – Institute for
Contemporary Art (ǈubǉana), NERO Editions (Rome), and
Echo Chamber (Brussels).

The first section includes contributions by: Sepp
Eckenhaussen, Geert Lovink, Ezequiel Soriano, Annette Gilbert,
Jordi Viader Guerrero, and Ilan Manouach.

The second section documents a series of conversations held at
NERO Editions in Rome, om July 2–4, 202۽ Consortium
members — Lorenzo Micheli Gigotti, Marcela Okretič, Janez
Fakin Janša, Ilan Manouach, Tommaso Campagna, Marta
Ceccarelli, and Carolina Valente Pinto — interviewed:

Clusterduck, Silvio Lorusso, Thomas Spies, Irene de Craen,
Geoff Cox, Gĳs de Heĳ, Yancey Strickler, Kenneth Goldsmith,
and Dušan Barok.

We thank them for their time and generosity in sharing their
thoughts and ideas.

EDITORS: Tommaso Campagna, Marta Ceccarelli, Carolina
Valente Pinto

PROJECT COORDINATION: Tommaso Campagna
INTERVIEW MODERATORS: Carolina Valente Pinto, Marta

Ceccarelli
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