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These histories... identify potent avenues of failure, failures that 
we might build upon in order to counter the logics of success that 
have emerged from the triumphs of global capitalism.

   -Jack Halberstam, The Queer Art of Failure

Nothing beats a try but a fail.

   -James Brown
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June, 1987.

A man wearing a red luchador mask, tights, and a t-shirt 

bearing the crudely stitched letters “SB”  walks into a Mexico 

City courthouse.

He presents the court with papers to prevent the eviction of 

an elderly woman from her downtown apartment.
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In 1985, the Mexico City earthquake had killed more than 

10,000 people, left at least 100,000 homeless,

and made visible an endlessly repeating pattern:
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From 1987 to 1992, Superbarrio presents the court with 

enough legal objections to stop 1,500 evictions of low income 

tenants from downtown neighborhoods.
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by several inches. His belly juts outward and then retreats.

Beneath the costume, the body morphs from one man’s to 

another’s, but still, Superbarrio remains Superbarrio.
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Throughout the nineties, Superbarrio leads marches, crosses 

the border to stage immigrants rights rallies in California, 

and eventually runs for president of the United States.

His platform is simple:

Due to the right of self-governance, all citizens of Latin 

American countries should be allowed to vote in U.S. elections.
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All comics text from interviews with Superbarrio 
Gómez or a 1996 presidential campaign speech  
delivered at Dartmouth College.
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Visit the children’s section of bookstores and libraries, and you’ll find shelf after 
shelf of celebratory biographies. Lushly illustrated picture books and graphic 
novels offer stories of figures such as Ruth Bader Ginsberg, Jean-Michel Basquiat, 
Maya Lin, Charles Schultz, and DJ Kool Herc. The popular Good Night Stories of 
Rebel Girls series profiles women pirates, pharaohs, artists, and scientists. Book 
titles include phrases such as “Courageous World Changers,” “Women and Girls 
Who Shook Up the World,” and “True Tales of Courageous Cats.”

These biographies all follow the same template. They remain relentlessly upbeat as 
they glide smoothly over potential complications (Coco Chanel becoming a Nazi 
agent, the first astronaut cat promptly dissected after returning to earth) to offer 
an unvarying message of triumph.

YOU can succeed too, they challenge children.

The celebration of individual achievement against the odds, discounting collective 
action and leaving systems of oppression conveniently unexamined… Even when 
well intentioned, these books indoctrinate children with a distinctly neoliberal 
vision of “success.”

On one level, Failure Biographies is my response to these books. I sought to highlight 
careers and artistic practices derailed by systemic oppression, but I also wanted 
to demonstrate how failure can function as practice. The “unregulated territories 
of failure,” Jack Halberstam stresses in The Queer Art of Failure, can offer “other 
modes of political engagement than those conjured by the liberal imagination.” 

Think about Marta Minujín, and the fact that exhibits of her work often include 
her unsuccessful correspondence with McDonald’s displayed on gallery walls. 

Think about Lorenza Böttner and how she takes her professor’s failure of 
imagination—his offensive suggestion that every move she makes in public will 
be viewed as spectacle—and transforms it into stunning, audience-challenging 
performance.

Think about Noah Purifoy’s attempts to shape the physical remains of an uprising 
into sculpture in order to spread that uprising to the rest of the world.

Think about the Tucumán arde group’s stated goal to “transform every piece of 
reality into an artistic work shown to the conscience of the world.” “Success” 
exists in a wholly different universe from Tucumán arde, which uses failure to begin

Success Biographies: An Afternote
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mapping an alternate, better reality.

(Superbarrio Gómez might live in that alternate reality; it is, at least, where he 
sleeps when not fighting injustice in our own disastrous reality.)

For a brief moment, I planned Failure Biographies as a children’s book, to be slotted 
on shelves next to the endless volumes of “Courageous World Changers.” 

But then, of course, I failed. 
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Greetings comrade! Thank you for talking to us about your process today!
Can you introduce yourself, in a way that you would choose?

Greetings! I’m Johnny. I make comics using a scanner, an x-acto knife, and the 
library.

Why are you a “artist”/ “writer”/ “poet”?

Making art is one of many ways to stay engaged in larger communities—no better 
or worse than many other occupations. My particular practice gives me a rational 
to continue researching and, I think, to continue grappling with difficult ideas. I 
value that.

Do you feel comfortable calling yourself a artist/writer/poet? What other titles or affilia-
tions do you prefer/feel are more accurate?

I consider myself a minor member of a number of artistic communities. In different 
contexts, I receive different labels (artist, writer, cartoonist, poet). I’m fine with all 
of them.

What’s an “artist” (or “writer” or “poet”) anyway? What do you see as your cultural and 
social role (in the literary / artistic / creative community and beyond)?

There’s no single definition that fits perfectly for any occupation, I think. 

As for myself… When interviewed by the Operating System for my earlier book, 
The Science of Things Familiar, I described my work as an effort to explore “the 
house we all live in.” I think that still holds up. In my work, I try to show people 
areas of the house they might not have noticed on their own.

Talk about the process or instinct to move these comics as independent entities into a body 
of work. How and why did this happen? Have you had this intention for a while? What en-
couraged and/or confounded this book in coming together? Was it a struggle?

Rarely do my comics start as independent entities. I wish they did more often, 
actually. Instead, I always start with at least the vague idea of a project. In this 
case, my project was “failure.” I wanted to make short pieces on artists that relate 
in some way to failure. 

True and Irrevocable Failure:
A Conversation with Johnny Damm

   |    /// 169 ///



Fairly quickly, I isolated three types of failure I sought to explore: systemic failure 
(i.e. capitalism destroying the careers of women filmmakers), productive failure 
(i.e. Marta Minujín and Pope L.’s failed projects becoming the materials of their 
artworks), and political failure (i.e. the Tucumán arde group and Noah Purifoy’s 
failed attempts to create tangible political change with their art). Not every piece 
fits neatly into one of these categories, but I think these three types of failure 
echo through the book.

What formal structures or other constrictive practices do you use in the creation of your 
work? 

I make comics out of other comics—in this case, a handful of horror and science 
fiction comics from the late forties and early fifties. My other primary source 
material came from Depression-era WPA photography. I constructed the comics 
using a blend of digital tools and physical collage.

Most typically, my process starts something like this: I scan a comic page into the 
computer and then print it out. The original comics were cheaply printed to begin 
with and then badly (at least my copies) damaged by age and neglect. The printer 
I use is itself a low-end, discontinued model, stocked with off-brand ink ordered 
in bulk off eBay. As you can imagine, this results in a poor-quality reproduction of 
the original comic page. I’m interested in the flaws added in the printing process 
(both by the original printing and then by my own) and often force my printer to 
keep printing even after it has begun to run out of ink.

My next step is to take an x-acto knife to the page. I slice out each panel and then 
begin the process of refilling them.

For Failure Biographies, my other constraint was that every speech bubble had to 
use the artists’ own words. I treated the text as another element of collage. 

Have certain teachers or instructive environments, or readings/writings/work of other 
creative people informed the way you work/write?

I’m interested in repressed histories, narratives of history that run counter to 
the dominant construction. So, foundational works include Howard Zinn’s A 
People’s History of the United States, Robin D. G. Kelley’s Freedom Dreams, Roxanne 
Dunbar-Ortiz’s An Indigenous People’s History of The United States, and others. I 
recently read Kelly Lytle Hernández’s City of Inmates, and it’s perfect: everything I 
want from a history text. Indigenous activist Gord Hill makes explicitly educational 
comics; his The 500 Years of Resistance Comic Book and The Antifa Comic Book use 
comics as counter-history brilliantly.
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Related to form, the collage-comics of Jess provide great inspiration. Siglio Press 
published Jess: O! Tricky Cad and Other Jessoterica at a time in which I was looking 
for permission to try new things in my work. Jess gave me that permission. And 
you can’t talk collage-comics without mentioning Jack Kirby, who incorporated 
collage in The Fantastic Four beginning in 1964. Perhaps my all-time favorite car-
toonist, Julie Doucet, has also done some strong collage work.

Outside of economics, it’s a great time for indie comics, and I keep a particular eye 
on artists using pastiche. R. Sikoryak’s pastiche “illustrations” of un- or underread 
texts—Apple’s user agreement, the U.S. Constitution—are technical and con-
ceptual marvels. There’s a ridiculous wealth of talented comics artists working 
(mainly in the margins of the industry) right now.

Finally, I should mention the critical texts I draw from the most in Failure Biogra-
phies: Luis Camnitzer’s Conceptualism in Latin America: Didactics of Liberation, Kellie 
Jones’s South of Pico: African American Artists in Los Angeles in the 1960s and 1970s, and 
Cecilia Fajardo-Hill and Andrea Giunta’s amazing catalog for Radical Women: Latin 
American Art, 1960-1985. In particular, my characterization of Tucumán arde and 
the framing of Superbarrio as a performance artist come directly from Camnitzer. 
I also used Jack Halberstam’s The Queer Art of Failure and Jose Esteban Muñoz’s 
Cruising Utopia to help develop the conceptual framework for the project.

Speaking of monikers, what does your title represent? How was it generated? Talk about 
the way you titled the book, and how your process of naming (individual pieces, sections, 
etc) influences you and/or colors your work specifically.

I like to think of this book as part pulp comic and part educational textbook. The 
section titles reference this. As much as possible, I title my individual pieces after 
the original comics stories.

What would be the best possible outcome for this book? What might it do in the world, 
and how will its presence as an object facilitate your creative role in your community and 
beyond? What are your hopes for this book, and for your practice?

I’d like the book to circulate widely. Adopt it for your classroom or library!

What does it mean to make books in this time, and what are your thoughts around shifting 
into digital books/objects and digital access in general?

Outside of economics, again, this is a great time for books. Digital access to books 
has put pressure on publishers and writers to reconsider how books operate as 
physical objects, and the book form is better for it, I think. 
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I’m a big proponent of the Operating System’s Open Access Library. Failure Biogra-
phies is only fully realized in its physical state: it is a physical object. But I also want 
people to have unfettered access to the text. So, for me, the Operating System 
strikes the right balance in its approach.

I’d be curious to hear some of your thoughts on the challenges we face in speaking and 
publishing across lines of race, age, ability, class, privilege, social/cultural background, 
gender, sexuality (and other identifiers) within the community as well as creating and 
maintaining safe spaces, vs. the dangers of remaining and producing in isolated “silos” 
and/or disciplinary and/or institutional bounds?

Writing is a communal activity. I think it is important to approach my work as add-
ing to a larger conversation rather than positioning myself as an authority. I use 
the voices of others, because I want readers to hear these voices. But I also have 
a responsibility to not use the voices disingenuously—to not misrepresent the 
speakers, to not simply put the voices in my own mouth and make them say what 
I think they should say. 

I actively work to not appropriate the voices which appear in my comics and to not 
appropriate the original comics used in my collages: these are not mine, and I am 
not taking them as my own.

Let’s talk a little bit about the role of poetics and creative community in social and political 
activism, so present in our daily lives as we face the often sobering, sometimes dangerous 
realities of the Capitalocene. The publication of these volumes now falls during an ongoing 
global pandemic, intersecting with the largest collective uprising in US history, with Black 
Lives Matter, dismantling white supremacy, and abolition at the fore. How does your pro-
cess, practice, or work reflect these conditions?

 
To answer this question, I want to talk about the past, specifically the years 
between 1965 to 1974. A good chunk of Failure Biographies occurs during these 
years: all the events related to Benjamin Patterson, Noah Purifoy, Tucumán arde, 
Pere Portabella, and Marta Minujín.

It would be impossible to list all the momentous national and world events that 
also occurred in these nine years, but I invite you to consider the atmosphere 
of this period and its dramatic seesaws between crisis and possibility, between 
oppression and revolution. With no adequate frame of reference, I imagine living 
through 1968 (the year of Tucumán arde), for example, as feeling a bit like living 
through 2020.

And in each of those nine years, an event called the Avant-Garde Festival was held 
in New York City. Much of what art historians now regard as avant-garde royalty 
participated: John Cage, Allen Ginsberg, Yoko Ono, Sun Ra, Joseph Beuys, Carolee 
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Schneeman, Nam June Paik, Christo, John Lennon…

As organized by performance artist Charlotte Moorman, the Avant-Garde Festival 
consistently imposed only a single rule on its artists: “NO POLITICS.” 

What’s the role of the creative community, whether during those eventful nine 
years or now? 

Well, I think the Avant-Garde Festival displays the destructive possibilities of art 
isolating itself from the larger political environment, how so-called “radical” 
artists can uphold and reinforce systems of oppression by insisting on separating 
art from “politics.”

The title of this book is a bit of a feint: I consider none of these artists or the 
works discussed here as having failed and question the value of “failure” as label. 
But I can’t help but see true and irrevocable failure in this tidbit from U.S. art 
history: “NO POLITICS.”

Thanks for the questions.
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Sections of this book have previously appeared in The Adroit Journal, Another 
Chicago Magazine, Aquifer: The Florida Review, DIAGRAM, Drunken Boat, Entropy, 
Ink Brick, Nashville Review, Phoebe, Redivider, Sweet, and Western Humanities 
Review.

Johnny Damm is the author of The Science of Things Familiar (The Operating 
System). His comics, prose, and visual poetry have appeared in Guernica, 
Poetry, The Offing, DIAGRAM, and elsewhere. He lives in Santa Cruz, CA and 
teaches at San José State University.
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from the act of publishing as a backwards-facing replication of the book’s agentive *role* 
as it may have appeared the last several centuries of its history. Ultimately, I approach the 
book as TECHNOLOGY: one of a variety of printed documents (in this case, bound) that 
humans have invented and in turn used to archive and disseminate ideas, beliefs, stories, 
and other evidence of production.

Ownership and use of printing presses and access to (or restriction of printed materials) has 
ŦŻűł�Ěĩĩű�þ�ƪŎƷĩ�ŻŁ�ƪƷƢƿłłŦĩ܌�ƢĩŦþƷĩĢ�Ŏű�ůþűǢ�ǜþǢƪ�ƷŻ�ƢĩǛŻŦƿƷŎŻűþƢǢ�þěƷŎǛŎƷǢ�þűĢ�Ʒŉĩ�ȀłŉƷ�ŁŻƢ�
civil rights and free speech all over the world. While (in many countries) the contemporary 
ơƿŻƷŎĢŎþű�ŦþűĢƪěþƟĩ�ŉþƪ�ŎűĢĩĩĢ�ĢƢþƪƷŎěþŦŦǢ�ƪŉŎǼƷĩĢ�Ŏű�ŎƷƪ�þěěĩƪƪ�ƷŻ�ƟŦþƷŁŻƢůƪ�ŁŻƢ�ƪŉþƢŎűł�
ŎűŁŻƢůþƷŎŻű�þűĢ�Ŏű�Ʒŉĩ�ǜŎĢĩƪƟƢĩþĢ�þĚŎŦŎƷǢ�ƷŻ�ܹ ƟƿĚŦŎƪŉܺ�ĢŎłŎƷþŦŦǢ܌�ĩǛĩű�ǜŎƷŉ�ĩǡƷƢĩůĩŦǢ�ŦŎůŎƷĩĢ�
resources, the importance of publication on physical media has not diminished. In 
fact, this may be the most critical time in recent history for activist groups, artists, and 
others to insist upon learning, establishing, and encouraging personal and community 
documentation practices. Hear me out.

àŎƷŉ�ȃĩ��®ܼƪ�ƟƢŎűƷ�ĩűĢĩþǛŻƢƪ�S�ǜþűƷĩĢ�ƷŻ�ŻƟĩű�ƿƟ�þ�ěŻűǛĩƢƪþƷŎŻű�þĚŻƿƷ�ƷŉŎƪ܋�Ʒŉĩ�ƿŦƷŎůþƷĩŦǢ�
ƢþĢŎěþŦ܌�ƷƢþűƪłƢĩƪƪŎǛĩ�þěƷ�ŻŁ�ěƢĩþƷŎűł�£¦St¼ܘ�'� Ãr/t¼�¼S�t�Ŏű�Ʒŉĩ�ĢŎłŎƷþŦ�þłĩܒ�SƷܼƪ�þ�
question of the archive, and of history: who gets to tell the story, and what evidence of our 
ŦŎŁĩ܌�ŻƿƢ�ĚĩŉþǛŎŻƢƪ܌�ŻƿƢ�ĩǡƟĩƢŎĩűěĩƪ�þƢĩ�ǜĩ�ŦĩþǛŎűł�ĚĩŉŎűĢܓ�àĩ�ěþű�ţűŻǜ�ŦŎƷƷŦĩ�ƷŻ�űŻƷŉŎűł�
about the future into which we’re leaving an unprecedentedly digital document trail — 
but we can be assured that publications, government agencies, museums, schools, and 
other institutional powers that be will continue to leave BOTH a digital and print version 
ŻŁ�ƷŉĩŎƢ�ƟƢŻĢƿěƷŎŻű�ŁŻƢ�Ʒŉĩ�ŻǲȀěŎþŦ�ƢĩěŻƢĢܒ�àŎŦŦ�ǜĩܓ
 
As a (rogue) anthropologist and long time academic, I can easily pull up many accounts 
þĚŻƿƷ�ŉŻǜ� ŦŎǛĩƪ܌� ĚĩŉþǛŎŻƢƪ܌� ĩǡƟĩƢŎĩűěĩƪܪ��ŉŻǜ�¼N/�®¼�¦æ�ŻŁ� þ� ƷŎůĩ�ŻƢ� ƟŦþěĩܪ��ǜþƪ�
pieced together using the deep study of correspondence, notebooks, and other physical 
documents which are no longer the norm in many lives and practices. As we move our 
creative behaviors towards digital note taking, and even audio and video, what can 
we predict about future technology that is in any way assuring that our stories will be 
þěěƿƢþƷĩŦǢ� ƷŻŦĢܫ��ŻƢ� ƷŻŦĢ�þƷ�þŦŦܓ�NŻǜ�ǜŎŦŦ�ǜĩ� ŦĩþǛĩ� Ʒŉĩƪĩ� ƷŉŎűłƪ� ŁŻƢ� Ʒŉĩ� ƢĩěŻƢĢܓ� Sű� Ʒŉĩƪĩ�
documents we say:  

WE WERE HERE, WE EXISTED, WE HAVE A DIFFERENT STORY

ܴ�/ŦĘ�rŻƪƪܒ�FŻƿűĢĩƢܞ ƢĩþƷŎǛĩ�'ŎƢĩěƷŻƢ�
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SűƪƷŎƷƿƷŎŻű�Ŏƪ�þ�ßĩƢĚ܋���£þűŻƟŦǢ�£ĩƢŁŻƢůþűěĩ�hþĚ� ŻůƟŎŦþƷŎŻűܮ��/ƪƷŉĩƢ�tĩǲŁ܌��Ǣþűþ�
/Ǜþűƪ܌�¼ƪĩĢþǢĩ�rþţŻűűĩű�þűĢ�/ŦŎǬþĚĩƷŉ�hþůĚ܌�ĩĢŎƷŻƢƪܒ
Vidhu Aggarwal - Daughter Isotope
Johnny Damm - Failure Biographies 
Power ON - Ginger Ko
Spite - Danielle Pafunda  
Acid Western - Robert Balun
 

KIN(D)* TEXTS AND PROJECTS 

SűƷĩƢłþŦþěƷŎě�¼ƢþǛĩŦƪ܋�£Żĩůƪ�ŁƢŻů�þ�FƿłƿƷŎǛĩ��ŦŎĩűܮ���Ŧþű�£ĩŦþĩǬ�hŻƟĩǬ
HOAX - Joey De Jesus [Kin(d)*] 
¦Żƪĩ®ƿűàþƷĩƢܮ���űłĩŦ�'ŻůŎűłƿĩǬܡ��fŎűܣĢܘ܇ܤGŦŻƪƪþƢŎƿůܢ
�ŻĢŎĩƪ�ŻŁ�àŻƢţܮ��/ŦĘ�rŻƪƪޣ��GĩŻƢłŎþ�/ŦƢŻĢ
 

GLOSSARIUM: UNSILENCED TEXTS AND TRANSLATIONS

®ƷĩǛĩű��ŦǛþƢĩǬܮ��rþűŉþƷŎƷŦÿűܡ�GŦŻƪƪþƢŎƿůܢ
Híkurí (Peyote)  - José Vincente Anaya (tr. Joshua Pollock)
/ƢűƪƷ�¼ŻŦŦĩƢܼƪ�ܹ ßŻƢůŻƢłĩűܺ ��rþƷŉŎŦĢþܮ�þĢŎěþŦ��ƢěŉŎǛþŦ�¼ƢþűƪŦþƷŎŻűƪ¦�ܮ�ůůǢ�NĩűűŎűłƪ/�ޣ�
 ƿŦŦĩűܡ�GŦŻƪƪþƢŎƿů�ǡ�fŎűܣĢܗ܇ܤ�GĩƢůþűܮ/űłŦŎƪŉܢ
�Ŧþěţ�þűĢ��Ŧƿĩ�£þƢƷŎƷŎŻűܻܣ�rŎƪƷƢǢܮ�ܤ�rŻűěŉŻþěŉŎܣ�ƷƢܒ�£þƷƢŎěŎþ�NþƢƷŦþűĢܤ 
 ܢűłŦŎƪŉ/ܘ��űƷŎŦŦĩþű� ƢĩŻŦĩޣ��FƢĩűěŉܗGŦŻƪƪþƢŎƿůܡ

 
IN CORPORE SANO  

Hypermobilities - Ellen Samuels 
Goodbye Wolf-Nik DeDominic
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�Ƣţ�NŎǛĩܮrþƢƷŉĩ�¦ĩĩĢ� 
S�rþĢĩ�ŁŻƢ�æŻƿ�þ�tĩǜ�rþěŉŎűĩ�þűĢ��ŦŦ�ŎƷ�'Żĩƪ�Ŏƪ�NŻƟĩܮ��¦ŎěŉþƢĢ�hƿěǢƪŉǢű�

SŦŦƿƪŻƢǢ��ŻƢĢĩƢƪܮNĩŎĢŎ�¦ĩƪǬŎĩƪ
��æĩþƢ�ŻŁ�rŎƪƢĩþĢŎűł�Ʒŉĩ�àŎŦĢěþƷƪܮ���ƢěŉŎĢ�¼ŎĩƢűĩǢ�

�Ł� ŻŦŻƢ܋�£ŻĩƷƪܼ�àþǢƪ�ŻŁ�rþţŎűł�ު��ű��űƷŉŻŦŻłǢ�ŻŁ�/ƪƪþǢƪ�Żű�¼ƢþűƪŁŻƢůþƷŎǛĩ�£ŻĩƷŎěƪܮ��
�ůþűĢþ�GþŦǛþű�NƿǢűŉޣ��hƿŎƪþܒ���SłŦŻƢŎþ܌�/ĢŎƷŻƢƪ 

KIN(D)* TEXTS AND PROJECTS 

A Bony Framework for the Tangible Universe-D. Allen [In Corpore Sano]
Opera on TV-James Brunton 

Hall of Waters-Berry Grass
¼ƢþűƪŎƷŎŻűþŦ��ĚŠĩěƷܮ�ĢƢŎþű�®ŎŦĚĩƢűþłĩŦ�

 
GLOSSARIUM: UNSILENCED TEXTS AND TRANSLATIONS

¯űŎĩűŎĩܘ��'ƢĩþůŎűłܮ��rþƢƷþ�ðĩŦǜþűܘfƢǢƪƷǢűþ�®þţŻǜŎěǬ܌��
�ܤ�ßŎěƷŻƢŎþ�rŎŦƿěŉܒ�ƷƢþűƪ܌ŻŦþűĢ£ܣ

NŎłŉ�¼ŎĢĩ��Ł�ȃĩ�/Ǣĩƪܮ���ŎŠþű�/ŦþŉŎܣ�FþƢƪŎܮ/űłŦŎƪŉܘĢƿþŦܮŦþűłƿþłĩܤ
trans. Rebecca Ruth Gould and Kayvan Tahmasebian  

�Sű�Ʒŉĩ�'ƢǢŎűł�®ŉĩĢ�ŻŁ�®ŻƿŦƪ܋��£ŻĩƷƢǢ�ŁƢŻů� ƿĚþܼƪ�GĩűĩƢþƷŎŻű�ðĩƢŻ
fþƷŉĩƢŎűĩ�NĩĢĩĩű�þűĢ�ßŐěƷŻƢ�¦ŻĢƢŐłƿĩǬ�tǀźĩǬ܌�ƷƢþűƪŦþƷŻƢƪܘĩĢŎƷŻƢƪ�

®ƷƢĩĩƷ�GŦŻƪƪܮ���ƢĩűƷ��ƢůĩűĢŎűłĩƢ�ǜŎƷŉ�ƷƢþűƪŦþƷŎŻűƪ�ŻŁ��ŦĩŠþűĢƢŻ�rĪűĢĩǬ܌�rĩƢěĩĢĩƪ�
¦ŻǲŁĪ܌�FþĚŎÿű� þƪþƪ܌�'Ŏþűþ��ĩŦŦĩƪƪŎ�
�ܤ�ƢłĩűƷŎűþܣ��tĪƪƷŻƢ�£ĩƢŦŻűłŉĩƢޣ

�ƟĩƢþƷŎŻű�Żű�þ�rþŦŎłűþűƷ��ŻĢǢܮ��®ĩƢłŎŻ�hŻŻ�
�ܢSű� ŻƢƟŻƢĩ�®þűŻܡܤ�àŎŦŦ�®ƷŻěţƷŻűܒ�ƷƢþűƪ܌rĩǡŎěŻܣ

�Ƣĩ�ȃĩƢĩ� ŻƟƟĩƢ�£ŎƟĩƪ�Ŏű�NĩþǛĩűܮ��fþƷƢŎű��ƷƷþƢƪĢʆttir 
�ܤ�rþƷƷŉĩǜ�hþűĢƢƿůܒ�ƷƢþűƪ܌FþƢŻĩ�SƪŦþűĢƪܣ



DOC U MENT
ܘĢĎţǢϊůϊűƷܘ

FŎƢƪƷ�ůĩþűƷ�ܹŎűƪƷƢƿěƷŎŻűܺ�ŻƢ�ܹĩǛŎĢĩűěĩܺ܌ �ǜŉĩƷŉĩƢ�ǜƢŎƷƷĩű�ŻƢ�űŻƷܒ

űŻƿű�ܴ�a piece of written, printed, or electronic matter that provides 
ŎűŁŻƢůþƷŎŻű� ŻƢ� ĩǛŎĢĩűěĩ� ŻƢ� ƷŉþƷ� ƪĩƢǛĩƪ� þƪ� þű� ŻǲȀěŎþŦ� ƢĩěŻƢĢ
ǛĩƢĚ� ܴ� record (something) in written, photographic, or other form
ƪǢűŻűǢůƪ� ܴ� paper - deed - record - writing - act - instrument

[rŎĢĢŦĩ� /űłŦŎƪŉܒ� ƟƢĩěĩƟƷܒ� ŁƢŻů� �ŦĢ� FƢĩűěŉܒ� ŁƢŻů� hþƷŎű� ĢŻěƿůĩűƷƿůܒ�
ĩǡþůƟŦĩܒ�ƟƢŻŻŁܒ�ŁƢŻů�ĢŻěƢĩܒ�ƷŻ�Ʒĩþěŉܝ�ƪĩĩ�Ģĩţܴ�Ŏű�SűĢŻܴ/ƿƢŻƟĩþű�ƢŻŻƷƪܘ]

Who is responsible for the manufacture of value? 

Based on what supercilious ontology have we landed in a space where we vie against other creative 
ƟĩŻƟŦĩ� Ŏű� ǛþŎű� ƟƿƢƪƿŎƷ� ŻŁ� Ʒŉĩ� ǴŦĩĩƷŎűł� ěƢĩĢŎĚŎŦŎƷŎĩƪ� ŻŁ� Ʒŉĩ� ƪěþƢěŎƷǢ� ĩěŻűŻůǢ܌� ƢþƷŉĩƢ� Ʒŉþű� ŁƢĩĩŦǢ�

ěŻŦŦþĚŻƢþƷŎűł�þűĢ�ƪŉþƢŎűł�ŻƟĩűŦǢ�ǜŎƷŉ�ĩþěŉ�ŻƷŉĩƢ�Ŏű�ĩěƪƷþƷŎě�ěĩŦĩĚƢþƷŎŻű�ŻŁ�r�fStGܓ

While we understand and acknowledge the economic pressures and fear-mongering that 
threatens to dominate and crush the creative impulse, 

we also believe that 
now more than ever we have the tools to redistribute agency via cooperative means,  

ŁƿĩŦĩĢ�ĚǢ�Ʒŉĩ�ȀƢĩƪ�ŻŁ�Ʒŉĩ��Ɵĩű�®ŻƿƢěĩ�rŻǛĩůĩűƷܒ�

Looking out across the invisible vistas of that rhizomatic parallel country 
we can begin to see our community beyond constraints,  in the place where intention meets 

resilient, proactive, collaborative organization.

Here is a document born of that belief, sown purely of imagination and will. 
When we document we assert.  We print to make real, to reify our being there.

When we do so with mindful intention to address our process,  to open our work 
to others, to create beauty in words in space,  to respect and acknowledge the strength 

of the page we now hold physical, a thing in our hand, we remind ourselves that, 
like Dorothy:  ǜĩ�ŉþĢ�Ʒŉĩ�ƟŻǜĩƢ�þŦŦ�þŦŻűłܒ�ůǢ�ĢĩþƢƪܘ

the PRINT! DOCUMENT SERIES
Ŏƪ�þ�ƟƢŻŠĩěƷ�ŻŁ

the trouble with bartleby
Ŏű�ěŻŦŦþĚŻƢþƷŎŻű�ǜŎƷŉ

the operating system
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