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Sal Randolph

Spread Sheet: Library of 
the Printed Web
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View Only
It begins with a spreadsheet, a 

stand-in for the Library. Paul sends 
me the link along with an invita-
tion: “I’m trying to deliver the whole 
collection to MoMA by mid-next 
week (starting to photograph it now) 
so coming over soon, like on the 
weekend, would be best. Possible? 
(meanwhile, you can glance at the 
cataloguing that I’m doing here).” 

I open the sheet with excited eyes. 
Unconsciously, irrationally, expecting 
to see the library itself, my gaze meets 
the screen’s surface. Smooth, glow-
ing. A grid. White space. San serif. 
The information, as if without guile. 
In the moment of startlement, in the 
gap between anticipation and reali-
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andolph: Spread Sheet
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ty, the visual form of the spreadsheet 
itself appears with uncanny clarity. 

In the upper left a green rect-
angle with the grid icon of Google 
Sheets, the title of the sheet “Library 
of the Printed Web at MoMA / Janu-
ary 2017,” a row of menu items, sev-
eral greyed out, because this sheet is 
marked with a blue rectangle and an 
icon eye, meaning: View only. Paul is 
permissive, but not excessively. I view.

In bold, in a repeating line 
down the left side of the screen:

&amp; 
(Amperamp
Press)
&amp;
(Amperamp
Press)
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Sal R
andolph: Spread Sheet

&amp;
(Amperamp
Press)
&amp;
(Amperamp
Press)
&amp;
(Amperamp
Press)
&amp;
(Amperamp
Press)
&amp;
(Amperamp
Press)
&amp;
(Amperamp
Press)
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To the right are titles, bold  
and italic: 

“eSIGS, DEFACEBOOK, 
American Surnames Vol 1, All Time 
Top 100 Best Novels Vol 1, Sorry to 
hear this news and understand the 
fault is not from me, Secret Recipes, 
List of recurring The Simpsons 
characters, No network selected.” 

Further right, descriptions, 
regular weight. 

“A selection of signatures from 
PDFs. Posts from Facebook. Found 
list of surnames. Found book pag-
es. A collection of spam. Recipes with 
‘naughty’ in the title, found on Pinter-
est. Printout of the Wikipedia article 
‘List of recurring The Simpsons char-
acters.’” (there are the Simpsons again) 
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andolph: Spread Sheet

“Screenshots of lists of wifi net-
works.” Then object type: “zine, zine, 
zine, zine, zine, zine, document, zine.”  

And then location, all US.
This meeting between me and the 

Library, however partial, is a good 
one. To begin with, the ampersand 
and its html representation, the am-
peramp—“&amp;”—are my fa-
vorite typographic symbols. I often 
choose fonts just for the beauty of 
their ampersands. So I feel immedi-
ately among friends. Next, I detect 
a wave of irony from the list of titles, 
and I understand we are in a land-
scape that includes humor and satire. 
By the descriptions I know we are in 
the fields of mundane web use: detri-
tus from email, social media, inter-
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net pop culture, quotidian moments 
of interaction with our devices. 

There is repetition and redundancy, 
inherent in both the material and the 
spreadsheet, forcing the hand of the 
accurate describer to be repetitious as 
well. So I see that I am inside a system, 
a system with rules, and these rules 
are what generate sensations of beauty 
and ugliness, rightness and wrongness 
both. We are in the zone of contempo-
rary art brutalism, an aesthetic shared 
by post-internet art and conceptual 
writing where a simple premise, car-
ried out with the terrible thorough-
ness of a natural disaster, generates 
a novel aesthetic result. The premise 
of the work acts like a machine, a 
black box apparatus, processing the 
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andolph: Spread Sheet

unrelenting flow of digital matter 
and bringing it intimately to hand.

I scroll down in a kind of free 
fall, watching names fly up the screen: 
names I know, names half-familiar, 
names unknown. Thick paragraphs 
of description texture the right-cen-
ter column. At row 249, the text ends, 
but the sheet scrolls on, blank white 
rectangles until it terminates at row 
1003.  I especially enjoy these empty 
fields, where virtually nothing hap-
pens. Then I glide right across the 
column headings from A to AA: First, 
Last, Artist 2, Artist 3, Description, 
Object type, Location, Publisher, 
Year, Printing Method, Printer, Bind-
ing, Cover, Packaging, Size, Pages, 
Edition, Series, Platform, Key Con-
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cept, Artist URL, Work URL, PDF 
URL, Copies, Photography, Notes.

Like other web entities, the sheet 
has no fixed form. In the days that 
follow, I open it on various devic-
es: phone, pad, laptop, sometimes in 
Google Drive, sometimes in Sheets, 
sometimes in a browser. The sheet is 
data-plus-screen, data-plus-device. 
On my phone, opened in Sheets, it’s 
comically fragmentary: even the word 
library is cut off mid-a, but diago-
nal scrolling with my finger gives a 
strange fluid game-like feeling. At 
maximum zoom the text is unread-
ably tiny, but I get a sense of power 
over the whole, as if flying across a 
landscape. As my finger hits different 
cells, words and fragments appear in 
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andolph: Spread Sheet

the function box: “laserjet,” “sad-
dle stitch,” “My Google search his-
tory,” “Mood Disorder documents 
the propagation of a photograph of 
David Horvitz across th,” “soft.”

All of this is very literal, exces-
sively literal, but the spreadsheet 
itself is excessively literal. It is liter-
al and yet strange; the literal is its 
form of estrangement. It echoes the 
works it describes. Digital content, 
seen straight on through the win-
dow of its context in a social media 
feed or a video chat is the stuff of or-
dinary life. Seen slant, in its full ex-
cess, it approaches the sublime. This 
sheet, defamiliarized by just looking, 
claims status as an aesthetic object. 
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The Body of Books
“Come over for soup,” said Paul, 

“and you can look at the library while 
it’s still here,” but by mid-afternoon 
we were both on Twitter seeing pic-
tures of the crowds forming at JFK 
where immigrants and refugees were 
being detained. It was impossible 
to think of anything else. Paul tex-
ted: “The soup’s looking good but 
I’m wondering—should we head to 
JFK?” I put on my long underwear, 
packed protein bars, a bottle of wa-
ter, took the subway to the air train 
and found Paul waiting at Terminal 
4. He was carrying the baguette he 
had gotten for our soup and a bag of 
big green grapes. Neither of us had 
paused long enough to make a sign.
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We shouted together, standing 
against the railing of the parking ga-
rage overlooking the crowd. “Fuck 
the wall!” we yelled with everyone 
around us. Over the people’s mic 
we heard that a judge in Brooklyn 
would be ruling that evening on an 
emergency stay of the order. On the 
long ride back Paul said, “I never 
finished the soup, but we could have 
the broth at my place.” So we found 
ourselves in Paul’s apartment after 
all, with the volumes of the Library.

He had them stacked tightly on a 
low round table. They were simulta-
neously many and few: 244 published 
objects. Some were slim, zines, some 
were fat and glossy print-on-demand 
volumes, some were pro, some were 
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spiral bound, some were wrapped in 
plastic, some in folders or held by clips. 
I opened books at random, flipping 
through the pages, letting the images 
flash in front of my eyes: screenshots, 
lists, grids of images, landscapes, porn, 
pages of mangled text, beautiful lay-
outs, blocks of color. Impossible, real-
ly to see in such a short time. Several I 
knew well, many I didn’t, a few I had 
copies of. I wanted to keep all of them.

Paul told me the story of the Li-
brary, beginning first as a follow-
ing of his curiosity, then becoming 
a body of objects that he wanted to 
show people. He built a box, a cabi-
net on wheels, and took the Library 
to “Theorizing the Web.” No one had 
seen anything like it, and everyone 
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wanted to know if the books were for 
sale. The library itself had a voice.

Many or most of the objects in 
the Library would be impossible to 
replace already, just a few years after 
they were made. Some were singular, 
or in editions of two or ten copies, 
others were print on demand but from 
sites and situations that have already 
disappeared. The Library is a doc-
ument of a moment and a sensibility 
that seems simultaneously contem-
porary and historical—just by being 
gathered in this way, the manifold and 
subtle affects and design choices gath-
er force and become expressive of a 
period. As I held the books I felt them 
slipping out of my grasp. The Library 
was about to be boxed and carried. 
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What was left to me was the sheet.

Spread Sheet
If the sheet is an aesthetic object, 

a net object, then the obvious move 
is to capture and render it in print. 
Given the huge imaginary expanse of 
paper which is the underlying met-
aphor, a poster would seem obvious 
but, the spreadsheet is perhaps most 
importantly a reference, an index, a 
handy condensation.  A pocket sized 
book comes to mind. The most useful 
form of a such reference might have 
244 pages—one for each item in the 
library—gathering the information 
as neatly as possible, but this would 
betray the nature of the sheet. The pri-
mary characteristic of the spreadsheet 
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is not the way it gives information, 
but how it withholds: it simultaneous-
ly offers and frustrates, displays and 
hides. What you want to see can never 
be seen in one glance, much is invisi-
ble or cut off at the edge of the screen, 
even as the ‘sticky’ cells persist in ev-
ery view, taking up a good portion of 
what is seen and seeable. Let us choose 
fidelity to this fragmentary, halt-
ing, repetitive, irritatingly real view.

I begin with screenshots, capturing 
rectangles of the sheet in dimensions 
that correspond to my view, drag-
ging the cursor in diagonals across 
the screen, positioning the rows and 
columns, from 0,345 to 703,518, then 
345,697 to 703,518, repositioning col-
umns and repeating. I copy and place 
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each layout in InDesign: a screenshot 
per page, five pages for each set of visi-
ble rows. I love this kind of digital ar-
tisanal labor, where the human worker 
sits in front of a keyboard and screen, 
handcrafting what becomes the seam-
less looking surfaces of web and print 
publications. Whenever I take up one 
of these tasks I feel the pleasurable 
weight of countless hours of repetition 
lying before me. Of course, there are 
boredoms, but there are correspond-
ing satisfactions, as if the interfaces 
of TextMate, MYSQL, Preview, Pho-
toshop, InDesign, web browsers, and 
the rest are very bland video games.

Like many such tasks, there is 
something inherently absurd about 
this one. What seemed to be a unitary 



43

Sal R
andolph: Spread Sheet

object (the spreadsheet) has become 
260 pages of screenshots. Scrolling 
the spreadsheet in its natural habitat 
is fluid; transferring it into print is 
chunky and effortful. I feel the er-
ror-prone intimacy of my own human-
ness playing against the machinic pre-
cision of code and the lucid optimism 
of design. As I work, I listen to an au-
diobook of Margaret Atwood’s  
The Handmaid’s Tale, less dys-
topian than the news. 

Some of the work in the Library is 
completely scripted from conception 
to printing, but much of it requires 
precisely this, repeated human se-
lection, adjustment, placement. The 
digital does not imply the automat-
ic—it most often requires intimate 
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human action. Coding itself is a bodi-
ly action (just think of all those cups 
of coffee). Even this text happens at 
the human boundary of the artifi-
cial, written into a laptop, my fingers 
moving across the keys with little taps 
of beautifully calibrated audibility.

Between the Dream and the Body
I once spent a few thousand hours 

with Visicalc, the first commercial 
spreadsheet: long days and nights 
filling the black screen of a primitive 
monitor with vivid phosphor-green 
numbers describing imaginary busi-
ness scenarios. In this way, the percep-
tual experience of the earliest spread-
sheet technology was fused with the 
hedonism and hubris of being 22 and 
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in a startup, ostensibly in charge of 
dreaming. I was writing the plan for 
our next phase, making documents 
to convince venture capitalists of our 
promise. Visicalc was like magic: if 
profitability looked too far off, sales 
projections could be increased with a 
few taps, expense estimate formulas 
reduced, and beautiful changes would 
ripple across the sheet. The spread-
sheet, as invented, is a form of imag-
ination. It offers itself as an index to 
reality, but is in fact helpless in the 
face of whatever information you enter. 
Between the user and the spreadsheet 
is a dream. Which is more intimate, 
more human: dream or body? The 
representation or the represented?

I want to put my hands on one of 
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the books. Step away from the index 
and towards the real. I know I own, 
for instance, David Horvitz’s Mood 
Disorder, but my own library is disor-
derly; searching through my piles, I 
find instead his book Watercolors. I 
wonder, did I ever have Mood Disorder 
in the first place? The book is a thing 
that can be present or absent, physical 
or imagined. A book, like a body, can 
be mistaken. How many times had I 
come across Watercolors and thought 
it was Mood Disorder? Or was it Pub-
lic Access that I have somewhere?

In the spreadsheet, I scroll down 
the alphabet to the H’s, a bit jerki-
ly since the internet in my studio is 
stubborn and slow, but once I arrive 
I can just slide along row 83. Where 
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the body of the book is not to hand, 
the description is: “Mood Disorder 
documents the propagation of a pho-
tograph of David Horvitz across 
the internet.” I can easily picture 
the photo, which I’ve seen count-
less times. “The image—a self por-
trait of the artist with his head in his 
hands, ocean waves crashing in the 
background—was initially upload-
ed to the Wikimedia Commons, and 
placed on various Wikipedia pag-
es. From there, the image began to 
circulate, appearing on over a hun-
dred websites as a ‘stock’ photo to 
illustrate articles on a wide range of 
mental health and wellness issues.”  

This seems like a place to land, a 
story. But the row goes on and tells 
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another story: book, US, New Doc-
uments, 2015, offset, saddle-stitch, 
soft, 9.875 x 13.75, 72, 2,000, Wiki-
pedia, image circulation, http://www.
davidhorvitz.com/ https://new-doc-
uments.org/books/mood-disor-
der, 1, X, purchased at NYABF. The 
cataloguing entries speak of the 
object of the book, its making, its 
size, and ultimately its presence on a 
table at Printed Matter’s New York 
Art Book Fair where Paul picks it 
up, pages through it, takes it home.
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A complete inventory 
of the 244 works in 

Library of the Printed 
Web as acquired by 

The Museum of 
Modern Art Library, 

4 West 54 Street, 
New York City, on 
January 31, 2017.
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1–6. &amp; (Amperamp Press),
collection of six zines.

US, 2013. Saddle-stitched laserjet booklets, 
self-cover, 5.5 in x 8.5 in. 

Each 60 pages.
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1. DEFACEBOOK.
Posts from Facebook.

2. American Surnames Vol 1.
Found list of surnames.

3. All Time Top 100 Best Novels Vol 1.
Found book pages.

4. Sorry to hear the news and understand 
that the fault is not from me.

A collection of spam.
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1–6. &amp; (Amperamp Press),
collection of six zines.



57

 

5. no network selected.
Screenshots of lists of wifi networks.



1–6. &amp; (Amperamp Press),
collection of six zines.
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6. eSigs.
A collection of found signatures from PDFs.
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Printout of the Wikipedia article “List of 
recurring The Simpsons characters.”
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7. &amp; (Amperamp Press),
List of recurring The Simpsons characters.

US, 2013. Stapled laserjet prints, no cover, 
8.5 in x 11 in. 

29 pages.
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8. &amp; (Amperamp Press), Secret Recipes.
US, 2013. Laserjet prints with binder clip, 

self-cover, 5.5 in x 8.5 in. 
30 loose sheets.



63

 

Recipes with ‘naughty’ in the title, found 
on Pinterest.
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9. Chris Alexander, McNugget.
US, Troll Thread, 2013. Print-on-demand, 
Lulu. Perfect bound, soft cover, 8.5 in x 11 

in. 528 pages. 
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Every mention of the word ‘mcnugget’ on 
Twitter from January 29–30, 2012.
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Posts on Facebook 
and other social media platforms.
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10. Ori Alon, Facebook Statuses.
US, Alfassi Books, 2014. Saddle-stitched 

inkjet prints with collage, cardboard cover, 
5.5 in x 8.5 in. 28 pages. 
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11. Anonymous, Hypersphere.
US, 2015. Print-on-demand, Lulu. Perfect 

bound, 6 in x 8 in. 736 pages. 
Hypersphere, written by Anonymous with 

the help of the 4chan board /lit/ (of The 
Legacy of Totalitarianism in a Tundra 
fame) is an epic tale spanning over 700 

pages. A postmodern collaborative writing 
effort containing Slavoj Žižek erotica, top 

secret Donald Trump emails, poetry, re-
pair instructions for future cars, a history 

of bottles in the Ottoman empire; actu-
ally, it contains everything since it takes 
place in the Hypersphere, and the Hyper-

sphere is a big place; really big in fact.
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Two research sessions made with Goo-
gle “Search by Image,” started ran-

domly and ending as they get to simi-
lar results as Matisse drawn by a child 
and bacteria picture taken with a mi-

croscope. Every result has been re-
searched generating a chain/narration.
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12. Federico Antonini, a palindrome book.
Italy, 2012. Digital printing with tape 

binding and self-cover. 
5.75 in x 8.25 in. 

96 pages. 
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13–20. Cory Arcangel, The Source (eight 
booklets)

US, Arcangel Surfware, 2013–2015. 
Saddle-stitched digital booklets, soft-cover, 

8.5 in x 11 in.
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13. Cory Arcangel, The Source: Issue 1 / 
Desktop Wireform, 2010 (SRF-014)

Source code for “Desktop Wireform,” a 
perl file which generates .dae3 data for a 
line consisting of random XYZ points 
in 3d space where the Z dimension is al-

ways increasing. Printed on archival 
inks and paper, footnoted with artist txt, 

writing, poetry, whatevz, etc, etc, etc
8 pages.
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14. Cory Arcangel, The Source: Issue 1 / 
The Source: Issue 2 / Pizza Party, 2004 

(SRF-015)
Source code for “Pizza Party,” a com-

mand-line utility for ordering cus-
tomized Domino’s Pizza (tm) to your 
door. Printed on archival inks and 

paper, footnoted with artist txt, writ-
ing, poetry, whatevz, etc, etc, etc

28 pages.
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15. Cory Arcangel, The Source: Issue 3 / I 
Shot Andy Warhol, 2002 (SRF-016)

Source code for “I Shot Andy Warhol,” 
a mod of the Nintendo Entertainment 
System’ game Hogan’s Alley where the 
characters were changed to Andy War-

hol, the Pope, Flavor Flav, and Col. 
Sanders. Printed on archival inks and 
paper, footnoted with artist txt, writ-

ing, poetry, whatevz, etc, etc, etc
16 pages.
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16. Cory Arcangel, The Source: Issue 4 / 
On and On, 2013 (SRF-017)

Source code for “On and On,” an Ap-
plescript bot which will broadcast to 

Facebook (through Spotify) that the user 
listens to Far East Movement’s “Like a 
G6” on repeat, every night from 7pm 
– 5am. Printed on archival inks and 
paper, footnoted with artist txt, writ-

ing, poetry, whatevz, etc, etc, etc
4 pages.
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17. Cory Arcangel, The Source: Issue 5 / 
Space Invader (SRF-020)

Source code for “Space Invader,” a mod 
of Atari game Space Invaders where all 

the invaders — except one — have been 
deleted. Printed on archival inks and 
paper, footnoted with artist txt, writ-

ing, poetry, whatevz, etc, etc, etc
8 pages.
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18. Cory Arcangel, The Source: Issue 6 / 
HP Pen Plotter Hello World (SRF-022)
Source code for “HP Pen Plotter Hel-

lo World,” a Perl file which generates a 
Hewlet Packard Graphics Language file 

consisting of lines drawn between 0 & 100 
random points. Originally programmed 

as a “Hello World” file in order to test my 
HP7476A pen plotter. Printed on archi-

val inks and paper, footnoted with artist 
txt, writing, poetry, whatevz, etc, etc, etc

12 pages.
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19. Cory Arcangel, The Source: Issue 7 /
Dooogle (SRF-023)

Source code for “Dooogle,” a search en-
gine which only returns results for Doogie 

Howser. Originally performed at http://
www.doooogle.com. Printed on archi-

val inks and paper, footnoted with artist 
txt, writing, poetry, whatevz, etc, etc, etc

16 pages.
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20. Cory Arcangel, The Source: Issue 8 / 
Six, Sixty-six (SRF-024)

Source code for “Six, Sixty-six,” a script 
to compress an mp3 recursively (666) 
times. Printed on archival inks and 

paper, footnoted with artist txt, writ-
ing, poetry, whatevz, etc, etc, etc

24 pages.
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21. Cory Arcangel, Working On My Novel.
US, Penguin Books Ltd. 2014. Offset, 

perfect bound, soft cover book. 
5 in x 7.75 in. 144 pages. 

Working On My Novel is a book which 
is based on a Twitter feed that re-

tweets the best posts featuring the 
phrase “working on my novel.”
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22. Cory Arcangel, Olia Lialina,
Asymmetrical Response Reader.

US, 2017. Laserjet sheets, sprial bound, 
with plastic cover. 8.5 in x 11 in. 68 pages. 

Articles, texts, images, interviews, and 
reviews from the web, printed as a reader 

for the joint exhibition “Asymmetrical Re-
ponse” at The Kitchen, NYC.
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23. Mina Arko, Sex and Architecture.
Slovenia, 2014. Offset, saddle-stitched 

booklet with self/clear plastic cover. 5.125 
in x 7 in. 16 pages. 

The following was inspired by the recent 
events concerning the new stadium in 

Qatar, designed by architect Zaha Had-
id. The shape of the building unknow-

ingly resembles a vagina and it started a 
heated world debate on yonic architecture, 

followed by a debate on phallic architec-
ture. Strong media response towards this 
issue made it an interesting topic to be ex-
plored visually. Resemblance of buildings 
and genitalia was examined and internet 
was searched for some of the best couples.
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24. Kate Armstrong,
Source Material Everywhere, a remix.

US, 2011. Print-on-demand, soft cover 
book, perfect bound. 
6 in x 9 in. 110 pages. 

Collects the Wikipedia entries for 
the three terms “Source,” “Materi-

al” and “Everywhere” and compiles 
them into a printed book in an edition 

of 1. Commissioned by Mark Ameri-
ka as a response to remixthebook.
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25. Corina Arrieta,
Fealdad, ordinariez y fantasía.

Brazil, Feira Plana Edições, 2015. Four 
offset sheets, glued and folded into printed 

enclosure. 5 in x 9.25 in. Edition of 500. 
Four posters bound into a fold-

er. Each poster contains an array of 
found images from the web that de-

pict architecture typologies.



91

 



92

A B&W photocopied compilation zine fea-
turing original photographs posted on 
social media sites by friends and friends 
of friends. Contributors were asked to 

submit images deemed to be forgotten, ig-
nored, or perhaps un-loved by others.
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26. Arts & Sciences Projects, Wall Papers.
US, 2013. Laserjet prints bound with 

plastic slide n grip bar, plastic sheet cover. 
8.5 in x 11 in. 56 pages. Numbered 66/100. 
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All text in this book has been copied and 
pasted directly from spam emails.
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27. Robert Blair,
Junk Poems: a selection in my junk folder.

TXT Books, US, 2014. Risograph, saddle-
stitched, soft cover booklet. 4.75 in x 7.5 in. 

20 pages. 2nd edition of 100. 
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28. Justin Blinder, Hardcore Architecture.
US, Public Collectors, 2016. Risograph/
digital booklet, saddle-stitched, 2-color 

riso cover. 8.5 in x 11 in. 20 pages. 
Edition of 400. 

Documentation of the artist’s project “Va-
cated,” including an interview with the 
artist by Michelle Millar Fisher. Illus-

trated with project images of urban land-
scapes from Google Street View. Part 
of the Hardcore Architecture series by 
Marc Fischer and Public Collectors.
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29. Melanie Bonajo,
Matrix Botanica—Non-Human Persons.

US, Capricious, 2015. Offset, perfect 
bound, soft-cover book. 6.5 in x 9.5 in. 142 

pages. Edition of 500. 
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Thousands of animal pictures collected 
from the web. Poster / booklet insert. 

Design by Experimental Jetset.
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30. Franziska Brandt, Moritz Grünke,
Ich bin so sanft! (I am very gentle).

Germany, Gloria Glitzer, 2011. Laserjet 
stapled zine. 5.5 in x 3.75 in. 9 pages. 

Numbered edition 39/50. 
Found images of pillows.



101

 



102

31. Martin Brink, martin_brink_wind.gif.
Sweden, 2013. Eight loose sheets with clip, 

plastic sleeve. 8.25 in x 11.625 in. 
Numbered edition of 1/5. 

A printed GIF. Includes seven images.
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32. Ulrike Brückner, Mobile Book.
Germany, Fachhochschule Dortmund, 
2015. Digitally printed book, perfect 

bound, exposed stitching. 
8.25 in x 11.625 in. 176 pages. 

Documentation of a mobile publish-
ing workshop conducted by Ulrike 
Brückner at Fachhochschule Dort-

mund in the form of a printed email 
thread. The entire book is designed and 

produced within an email platform.
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33. Ludovic Burel,
Lobster / Page Sucker numéro 4.

France, it: éditions, 2009. Offset printed 
saddle-stitched booklet. 7.875 in x 11.75 in. 

32 pages.
Found images of people with lobsters.
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34. Ludovic Burel,
Fist / Page Sucker numéro 5.

France, it: éditions, 2009. Offset printed 
saddle-stitched booklet. 7.875 in x 11.75 in. 

32 pages.
Found images of people holding up a fist.
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35. Susanne Bürner, Vanishing Point: How 
to disappear in America without a trace.
Germany, Revolver Publishing, 2013. 

Offset booklet, saddle-stitched, self cover. 
4.75 in x 6.75 in. 136 pages. 

An edited reprint of an anonymous upload 
to The Skeptic Tank website: http://www.

skeptictank.org.
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36. Mimi Cabell, Jason Huff, 
American Psycho.

US, 2010. Print-on-demand (Espresso 
Book Machine), perfect bound, soft cover 

book. 5.5 in x 8.5 in. 410 pages. 
American Psycho was created by sending 
the entirety of Bret Easton Ellis’ violent, 
masochistic and gratuitous novel Ameri-

can Psycho through GMail, one page at a 
time. We collected the ads that appeared 
next to each email and used them to an-

notate the original text, page by page. In 
printing it as a perfect bound book, we 

erased the body of Ellis’ text and left only 
chapter titles and constellations of our 

added footnotes. What remains is Ameri-
can Psycho, told through its chapter titles 

and annotated relational Google ads.
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36. Mimi Cabell, Jason Huff,
American Psycho.
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37. Olivier Cablat,
Enter the Pyramid, 2008–2012.

France, RVB Books, 2012. Digitally 
printed book, perfect bound, with hard 
cover. 9 in x 11.75 in (triangle). 72 pages. 

All pictures were collected from the 
Internet using the keyword “Pyramid.” 

Project originally released 
as an HTML program.
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38. Phil Cao, Dear Chrome…
US, 2014. Laserjet sheets, glue binding. 8.5 

in x 11 in. 32 pages. Unique print. 
A series of experiments made pure-

ly in HTML, CSS, and Javascript, at-
tempting to create various forms using 

systems of shapes as means of gener-
ating color, texture, and pattern tests 

suited for printing from the web.
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39. John Cayley, Daniel C. Howe,
How It Is in Common Tongues.

US, NLLF Press, 2012. Print-on-demand, 
perfect bound, soft cover book. 

5.5 in x 8.5 in. 296 pages. 
Numbered 2A in sequence 0–ff. 

This book was composed by searching for 
the text of Samuel Beckett’s How It Is using 

a universally accessible search engine, at-
tempting to find, in sequence, the longest 
common phrases from How It Is that were 
composed by writers or writing machines 

other than Beckett. These phrases are 
quoted from a portion of the commons 

of language that happens to have been in-
dexed by a universally accessible engine.
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40. Alexis Chrun, Benjamin Mouly,
INDEX.

Switzerland, 2014. Loose, folded and 
tabbed laserjet sheets in folder, with rubber 
band. Envlope enclosure. 8.5 in x 11.75 in. 

26 folded sheets. 
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The result of a workshop with Joachim 
Schmid at the Haute école d’art et de 
Design, Genève, Switzerland. A cata-
logue of images of painted fingernails 

found online. The images are orga-
nized alphabetically by category (ani-
mals, beer, internet, war, sports, etc.).
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 A book containing 240 manipulated 
versions of Leonardo da Vinci’s ‘Mona 

Lisa’ found online. The images are 
sorted into alphabetical order, accord-
ing to their file names. They combine 

to form a hybrid depiction of the Mona 
Lisa along the fore-edge of the book.
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41. Fraser Clark, Mona Lisa.
Scotland, 2013. Digitally printed, hand-

glued accordian folding book. Handmade 
slipcase enclosure with unique marbled 
paper lining. 5.125 in x 7 in. 480 pages. 

Edition of 10. 



124

41. Fraser Clark, Mona Lisa.
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42. Christopher Clary,
Sorry to dump on you like this.zip.

US, Printed Web Editions, 2016. Print-on-
demand (Blurb), perfect bound, soft cover 

zine. 8.5 in x 11 in. 72 pages. 
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It’s tempting to call Sorry to dump on you 
like this.zip a pornographic work, since 
an actual porn collection is embedded 
within it — the artist’s own archive of 
men accumulated in fifteen years of web 
browsing. But these JPGs serve only as a 
substrate: thin scaffolding for an epic tex-

tual work that hangs loosely from the files. 
The numerous written narratives describe 

intimate exchanges between boyfriends 
and lovers, alternating between dramatic 

betrayals, breakups, and banalities. Laced 
through the work are heart-breaking ut-
terances, illustrated by found images of 
men that have already been downloaded, 
stored, and used. In making them avail-
able for us to “re-use,” Clary discards 

them — the title of the work an apology, 
even, for offloading his memory onto ours.
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43. Christopher Clary,
Sorry to dump on you like this.zip.

US, 2016. Unique USB drive in cardboard 
box, with felt insert and printed card. 

5.5 in x 7 in.
Collection of modified JPGs of profile 

pics and images from porn sites 
(112 MB) stored on unique rusted USB 

drive, in a box.
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44. Timothy Coghlan,
Homogeneous Observations, Redux.
Australia, 2015. Print-on-demand 

(Amazon), perfect bound, soft cover book. 
8 in x 10 in. 204 pages. Edition of 40. 

Images on the verso pages originally ap-
peared in National Geographic. Imag-
es on the recto pages were produced by 
Google’s reverse image search function.
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45. Simon Denny,
The Personal Effects of Kim Dotcom.

Germany, Walther König, 2013. Offset, 
perfect bound book with soft cover and 

clear plastic dust jacket. 6.5 in x 9.5 in. 80 
pages. Edition of 700. 

This publication documents an installa-
tion by New Zealand artist Simon Den-
ny, which consists of reproductions of 

objects seized from Kim Dotcom, owner 
of the file-sharing platform Megaupload, 
in 2012. The bizarre collection includes 

a jet ski and a large quantity of cash.
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46. DIS, #artselfie.
France, Jean Boîte Éditions, 2014. Offset 
printed book, perfect bound, with hard 

cover. 6.75 in x 9.75 in. 128 pages. 
#artselfie emerged in 2012, just as the 
photographic phenomenon known as 
the selfie reached its tipping point. It 
was subsequently activated by New 

York based collective DIS, as an aggre-
gated mode of art-tourism and docu-

mentation. The book is a collection of 
photos tagged #artselfie, with a text 
by Douglas Coupland and a conversa-
tion between DIS and Simon Castets.
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47. Eric Elms,
Famous People with Monkeys!!!

US, And Press, 2010. Photocopied, saddle-
stitched, soft-cover zine. 5.5 in x 8.5 in. 16 

pages. Edition of 100. 
Found images of famous people 

with monkeys.
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A zine referencing an art restoration ca-
tastrophe. Cecilia Gimenez, an 81-year-
old local to the Spanish city Borja, de-

stroyed a fresco portrait of Jesus by 
Elias Garcia Martinez in an attempt to 
restore it to its original quality. Imag-
es of the ruined painting go viral, mak-

ing the botched painting an internet 
sensation worthy of meme status.
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48. Sabrina Fernández Casas, Ecce Homo.
Spain, 2013/14. Black-and-white digital 

printing, with color laser prints tipped in. 
Perfect bound, with French folds. Self 
cover, with flap. 5.875 in x 8.25 in. 60 

pages. Edition 14/20.
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This artist book is based on a quotation 
system to classify Farenheit 451’s burned 
books from three different perspectives: 
the original story by Ray Bradbury, the 

film adaptation by François Truffaut and 
a personal selection of books. Each title 

was searched on the Facebook book groups 
and linked to their followers (likes). A 

photo of one of these has been chosen to 
represent each burned book and has been 
placed, through the page number, with 

the first sentence of its original story.
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49. Sabrina Fernández Casas,
It Was a Pleasure to Burn.

Switzerland, activeRat, 2014. Offset 
printed, perfect bound, soft cover book. 

3.5 in x 5.5 in. 194 pages.
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50. Florian Freier, Profile Page.
Italy/Germany, Link Editions, 2015. Print-

on-demand (Lulu), perfect bound, soft 
cover book. 5.875 in x 8.25 in. 112 pages. 

#10 in series “In My Computer.”
Documenting living rooms in a huge bru-
talist housing unit with more than 600 
standardized student flats — taking a 

photograph of each room and a screenshot 
of its inhabitant’s Facebook profile page.
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51. Ben Fry, Frankenfont.
US, Fathom Information Design, 2011. 
Print-on-demand (Lulu), perfect bound, 
soft cover book. 6 in x 9 in. 336 pages. 

An edition of Mary Shelley’s 
Frankenstein laid out using characters 
and glyphs from PDF documents ob-

tained through internet searches. The 
incomplete fonts found in the PDFs were 

reassembled into the text of Franken-
stein based on their frequency of use. The 
most common characters are employed at 
the beginning of the book, and the text 

devolves into less common, more gro-
tesque shapes and forms toward the end.
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Hundreds of female personal ads scraped 
from a porn site that poses as a 

membership dating site.
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52. Angela Genusa,
onlinedating.teenadultdating/Adult-Dating.

US, 2013. Print-on-demand (Lulu), perfect 
bound, soft cover book. 
6 in x 9 in. 122 pages.
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53. Angela Genusa, Spam Bibliography.
US, Troll Thread, 2013. Print-on-demand 
(Lulu), perfect bound, soft cover book. 8.5 

in x 11 in. 92 pages. 
Spam emails collected and reformatted by 

the artist.
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54. Gabriel Gianordoli,The Google Trends 
Weekly / November 23–29, 2014.

US, 2015. Photolithography, folded sheet 
pamphlet, self cover. 5.875 in x 3.625 in. 8 

pages. Edition 1 of 2. 
Two printed pamphlets with the most 

popular search terms in Google from No-
vember 30th to December 6th, according 
to Google Trends. The pages display the 

protests that followed the death of Mi-
chael Brown and Eric Garner, as well 

as consumerism — Black Friday, Cyber 
Monday, entertainment, sports. Printed 
with the guidance of Martin Mazorra.
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55. Gabriel Gianordoli,
The Google Images ABC Book.

US, 2014. Photolithography, hand-folded, 
cut, and glued pamphlet, self cover. 4 in x 

2.75 in. 28 pages. 
A compilation of autocompleted words 
that are generated by Google’s search 

engine based on the first letter of the al-
phabet. The artist designed the book 
and wrote a Node.js script to save the 

Autocomplete predictions everyday. Pre-
vious versions included an online plat-
form where users could generate and 
print their own books. Printed with 

the guidance of Martin Mazorra.
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56. Sébastien Girard, Strip-O-Gram.
France, 2012. Offset printed book, perfect 
bound, French fold with interior printing, 

folding sleeve. 9.625 in x 11.75 in. 144 
pages. Edition of 750. 
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After setting up search notifications for 
items linked to the keyword of “strip-

per” on the auction house Ebay, the art-
ist received email offers between 2007 
and 2012 regarding the sales of thou-

sands of amateur photographs taken at 
domestic strip-tease parties in Ameri-

can homes. Strip-O-Gram is two books 
in one with the photographs printed on 
the outer pages and a Japanese binding 

that allows a partial look at an inner ma-
trix — a slightly hidden text correspon-
dence between Ebay and Girard during 
their own game of teasing and buying.
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57. Daniel Glendening, Bibliography 2014.
US, 2016. Digitally printed, copper wire 

bound, self cover book. 
5.5 in x 8.5 in. 150 pages. Edition 3 of 15. 
All media consumed by the artist in 2014, 

arranged as a formal bibliography.
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58. James Goggin, Dear Lulu.
UK/Germany, 2008. Print-on-demand, 

perfect bound, soft cover book. 
5.875 in x 8.25 in. 96 pages. 

A test book which was researched 
and produced by graphic design students 

at Hochschule Darmstadt, Germany, 
during an intensive two-day workshop 

with London-based designer James Goggin 
(Practise). The book’s intention is to act 

as a calibration document for testing 
color, pattern, format, texture and 

typography on the web-based print-on-
demand service Lulu.
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59. Wade Guyton, 1 Month Ago.
US, Karma, 2013. Offset book, perfect 

bound, soft cover, with dust jacket. 8 in x 
10.75 in. 368 pages. Edition of 500.

Documents the contents of the hardcore 
blog sfcrewcut.tumblr.com one month af-

ter a single painting of Guyton’s appeared 
in its feed. Making the digital tactile, the 

publication examines the realm of reap-
propriation amongst online subcultures. 
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60. Chris Habib (Visitor Design), Factory 
Doll by Ai Weiwei.

US, 2013. Print-on-demand (Lulu). Perfect 
bound, soft cover. 6 in x 9 in. 60 pages. 

The artist mined Chinese sex doll whole-
saler websites for images and text, cred-
ited to Ai Weiwei. The best were cached, 

and an illustrated anthology of erotic 
sales literature for our sterile age of si-

lent convenience emerged. The collection 
took its title from a sellers’ watermark: 
FACTORYDOLL. The anthology pre-
sented 30 excerpted item descriptions 

(edited with line breaks) as poetry, and 
set each poem beside a product photo ap-
propriated from the same website. Four 

printers refused to print the book.
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61. Travis Hollenbeck, Flickr favs.
US, 2010. Print-on-demand (Lulu), perfect 
bound, soft cover. 8.5 in x 8.5 in. 316 pages.
A collection of the artist’s favorite photos 

saved on Flickr.
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62. Halo Productions,
(Ch)a(ts)ccumulations.

Belgium, Halo Publications, 2014. Print-
on-demand (Blurb), perfect-bound, soft 

cover book. 5 in x 8 in. 440 pages. 
Five volumes of cat images.
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63. Halo Productions,
http://haloproductions.tumblr.com.

Belgium, Halo Publications, 2014. Laserjet 
book. Nested and folded sheets with elastic 

band. 8.5 in x 11.75 in. 164 pages. 
An archive of the publisher’s Tumblr site.
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64–66. Andrew Hammerand,
The New Town, Volumes 1–3.

Volumes 1–2: US, Houseboat Press, 2013.
Volume 3: US, Houseboat Press, 2014.
Laserjet book, spiral wire bound, with 

hard cardboard cover. 
8.5 in x 11 in. 70 pages. 

A web-based remote-controlled cam 
located in a midwestern town is used to 
generate surveillant images. Volume 3 

includes a photographic print.
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67. Jonathan Hanahan, The Dictionary of 
the Analogue / The Dictionary of the Digital.

US, 2014. Perfect bound, 
print-on-demand hard cover book. 

6.125 in x 9.25 in. 304 pages. 
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The project explores language in both 
physical and digital environments. By 

archiving words which contain alterna-
tive meanings in each world through a 
singular window, specifically the win-

dow of a Google image search, this proj-
ect slightly vibrates our associations 

with language in contemporary society.
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68. Adam Harvey, 
Sam Lavigne, 
Surya Mattu,

Big Data Pawn Shop 
(Candygram Mug).
US, Big Data Pawn 

Shop, 2014. 
Print-on-demand 
graphic on mug 

(Zazzle). 3 in x 3.75 
in x 4.75.

Merchandise printed 
with the leaked 

NSA ANT Catalog. 
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69. Deanna Havas, Actual Person.
US, Social Malpractice Publishing, 2014. 
Saddle-stitched soft cover booklet. 5.25 in 
x 8.5 in. 24 pages. #23 in edition of 100.
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A poem sourced from communities on web-
sites like Experience Project, Whisper App, 
and the Reddit AMA (Ask Me Anything).
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70–71. Mishka Henner, 
No Man’s Land,
Volumes 1–2.

England, 2011 (Vol 1), 
2012 (Vol 2). 

Print-on-demand perfect 
bound soft cover books 

(Blurb). 9.5 in x 8 in. 
120 pages each.

Isolated people occupy-
ing the margins of south-

ern European environ-
ments, shot entirely with 

Google Street View.
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72. Mishka Henner, Dutch Landscapes.
England, 2011. Print-on-demand, 

perfect bound, soft cover book (Blurb). 
9.5 in x 8 in. 12 pages. 

Images of sites deemed sensitive to na-
tional security, censored by the Dutch 

government in Google Maps.
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73. Mishka Henner, 
Harry Potter and the Scam Baiter.

England, 2013. Perfect bound, 
print-on-demand hard cover book (Blurb). 

6.25 in x 9.25 in. 330 pages.
A novel within a novel, Harry Potter and 
the Scam Baiter presents one of the most 

notorious scam baits in the brief histo-
ry of web culture; the cross-continental 
encounter between Barrister Musa Issah, 

Mrs. Joyce Ozioma, and Arthur Dent.
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74. Mishka Henner,
IMG01 / Australian-troops-passing-014.jpg.
England, 2014. Print-on-demand perfect 

bound, soft cover book, with silver gelatin 
print inserted between last page and back 
cover. 5.5 in x 8.5 in. 740 pages. #10 of 97 

numbered copies. 
The code for a digital photograph origi-

nally taken by James Francis (Frank) Hur-
ley on 29 October 1917. The book includes 

a 5x7 inch silver gelatin print of the cor-
responding photograph, housed in a pro-
tective sleeve, tucked into the back cover. 
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75. Roc Herms,
<YO> <YO> <YO> Un viaje desde el 
enchufe hasta el interior del ordenador.
Spain, 2015. Offset, saddle-stitched 

book with die-cut cover. 
9.25 in x 13.375. 96 pages. 

A photobook depicting the Campus Party 
in Valencia, Spain, featuring online 

images, computer directories, and desktop 
screengrabs. Designed with Eloi Gimeno.



187

 



188

76. Roc Herms,_Postcards from Home.
Spain, Terranova, 2015. Offset, perfect 

bound book, soft cover. 7.75 in x 10.875 in. 
422 pages. Edition of 750.
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Postcards from Home compiles more 
than five years photography and chats 

within Home, a virtual communi-
ty platform created and managed by 
Sony for its PlayStation 3 consoles.
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77. David Horvitz,_A Wikipedia Reader.
US, ASDF, 2009. Folio; loose offset 

newsprint sheets with belly band. 8.5 in x 
11 in. 48 pages.

Documentation of 23 travels within Wiki-
pedia (navigating from article to article via 
hyperlinks, producing a string of connect-

ing articles). Formatted as a newspaper.
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78. David Horvitz,_Mood Disorder.
US, New Documents, 2015. Offset, saddle-
stitched book, soft cover. 9.875 in x 13.75 

in. 72 pages. Edition of 2,000.
Mood Disorder documents the propaga-
tion of a photograph of David Horvitz 
across the internet. The image—a self 

portrait of the artist with his head in his 
hands, ocean waves crashing in the back-
ground—was initially uploaded to the 

Wikimedia Commons, and placed on var-
ious Wikipedia pages. From there, the 
image began to circulate, appearing on 

over a hundred websites as a “stock” pho-
to to illustrate articles on a wide range 

of mental health and wellness issues.
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79. David Horvitz,_Sad, Depressed, People.
US, New Documents, 2015. Offset, saddle-
stitched book, hard cover. 7 in x 9.75. 64 

pages. Edition of 800.
A set of images circulating within stock 

photography collections. Actors are 
photographed holding their heads in their 

hands, ostensibly depressed.
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80. David Horvitz,
An Impossible Distance.

US, 2012. 26 loose on-demand digital 
photographic prints (CVSphoto.com). 
Store envelope and two title/directory 

prints. 4 in x 6 in.
A distributed exhibition of 24 works 
by 24 artists contained inside a cheap 

photo-envelope. Each work is 4 x 6, the 
US standard size for consumer photo-

graphs. The exhibition is distributed us-
ing file uploading software found on the 

photo department web pages of chain 
drugstores. Artists: Barbara Ess, Nishi-
ko, Duane Linklater, Sena Basoz, Sean 
Dockray, Daniel Gustav, Marley Free-
man, Ian Cheng, Jeanne Liotta, John 
Sisley, Michaela Gleave, Ed Steck, Na-

talie Häusler, Toril Johannessen, Anto-
ni Wojtyra, Lisa Rave, Claudia Sola, Gi-
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useppe Licari, Oraib Toukan, Penelope 
Umbrico, Alice Ladenburg, Cameron 

MacLeod, Frank Heath, Zach Houston.
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81. David Horvitz,_Public Access.
US, 2011. Risograph book, stapled, self-

cover. 7 in x 9.5 in. 94 pages. 
This publication documents David Hor-
vitz's work Public Access (2010), which 

includes photographs of the artist at var-
ious public beaches in California, which 
were uploaded to the Wikimedia Com-

mons and then inserted into the Wikipe-
dia pages, and the subsequent reaction of 
the Commons and Wikipedia communi-

ties to his actions. These actions included 
criticism of the quality and artistry of the 

images, suspicion of the uploader’s mo-
tives, and deletion of most of the images 
and/or removal of himself from the imag-
es. The book contains photographs, scans 

of Wikipedia articles, and the complete 
conversation from Wikipedia discussing 
Horvitz's image. It also contains various 
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texts written by Horvitz about the project, 
as well as personal stories about the Cal-
ifornia coast. This project was originally 
commissioned by SF Camerawork for an 

exhibition with the writer Ed Steck (a close 
friend of Horvitz). This version includes 
a text by Steck. Designed by Miya Osaki.
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82. Jason Huff,_AutoSummarize.
US, 2010. Print-on-demand book, perfect 

bound, soft cover (Espresso Book 
Machine). 5 in x 8 in. 114 pages.
The top 100, most downloaded, 

copyright free books summarized using 
Microsoft Word 2008’s AutoSummarize 

10-sentence function. 



202



203

 

83–84. Callum Leo Hughes,
Eboys, Ebabes.

England, 2012. Two print-on-demand 
books, perfect bound, soft cover. 

5.875 in x 6.25 in. 200 pages each. 
Images of male- and female-appearing 

bodies used to sell items on ebay.
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85. Astrid Huguet, Éléonore Joulin,
Santé et Bonheur.

France, 2013. Risograph book with metal 
spiral, soft cover. 5.25 in x 7.75. 

220 pages. Edition of 100.
Images and comments from web forums 

about health and happiness.  
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86. Gregory Eddi Jones, 
Another Twenty-Six Gas Stations.

US, In the In-Between: Journal of Digital 
Imaging Artsts, 2014. Digitally printed 

book, perfect bound, soft cover. 7 in x 5 in, 
48 pages. Edition of 450.

Still images of gas station crime scenes 
captured from YouTube.
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87. Jean Keller, Blank.
France, 2011. Print-on-demand, 

perfect bond, soft cover (Blurb). Hand 
stamp on inside back cover. 

5 in x 8 in. 80 pages.
Print-on-demand blank book.
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88. Jean Keller, The Black Book.
France, 2013. Print-on-demand, 
perfect bound, soft cover (Lulu). 

5 in x 8 in. 740 pages.
A print-on-demand book containing the 

maximum number of pages possible, 
printed entirely in black ink. 

Packaged with Blank.
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89. Nicole Killian, Patrick Gantert,
untitled (Thoughts for a Title).

US, 2011. Digitally printed book, perfect 
bound, soft cover. 6 in x 9 in. 214 pages.

Collaboration with Patrick Gantert. Web 
pages, desktop images, text messages and 

other representations of digital life.
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90. Dawn Kim, Creation.IMG.
US, 2016. Digitally printed book, plastic 

spiral, soft cover. 7.75 in x 10 in. 150 pages. 
Edition of 50. 



215

 

Creation.IMG is a collection of found 
images, which attempts to visually 

narrate the seven days of creation as told 
in the book of Genesis. Guided by Google’s 

visually-similar search algorithm, 
the sequence explores the visual and 

thematic connections between disparate 
elements of Earth and its origins.
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91. King Zog, Google Volume 1.
France, Jean Boîte Éditions, 2013. Offset 
book, perfect bound, hard cover. 8.5 in x 

12 in. 1,328 pages. Edition of 1,000.
A complete dictionary of 21,110 words, 

where each entry has been replaced 
by the first result for its Google Im-
age search. King Zog is the collabo-
ration of Felix Heyes and Ben West.
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92. Karolis Kosas,
Anonymous Press (A–Π)

(set of 15 zines; includes: Material, 
Captcha, Reflection, Tumblr, Search, Object, 

Venice Biennale (2), It Narratives, 
Information, Digital, Postal, Internet, 

Movement, Circulation).
US, Anonymous Press (A–Π), 2013. 

Set of 15 laserjet zines, saddle-stitched, 
soft cover. 5.25 in x 8 in. 

12 pages each. Ongoing series.
Anonymous Press (A–Π) is a self-suffi-
cient publishing platform. Every publi-

cation by A–Π is a byproduct of an indi-
vidual and a database, i.e. Google Image 
Search. Human author defines the topic, 

the content and the form is generated from 
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the most relevant images found online. 
Each publication is added to a public 

library. Every item in the library can be 
printed on-demand and is available to 

everyone for a small fee covering shipping 
and production costs.
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93. Aaron Krach, JENNIFER.
US, 2016. Digitally printed book, 

saddle-stitched, self cover. 8.5 in x 11 in. 
44 pages. Edition of 50.

Dedicated to the actresses and celebrities 
named Jennifer. Found images of megastar 

Aniston, Hudson, and Lopez to niche-
players such Goodwin, Grey, and Garner. 

Companion publication to CHRIS.
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94. Aaron Krach, 4,582 Stars.
US, 2014. Offset book, perfect bound, soft 

cover. 6.875 in x 4.75 in. 130 pages. 
Edition of 500.

Osama Bin Laden was killed May 2, 2011, 
in Abbottabad, Pakistan, where he lived 
for six years. Since then, more than 1,465 

people have reviewed Bin Laden’s “Hideout 
Compound” on Google Maps rating the 

location between one and five stars. 
Average rating: 3.2 stars. Additionally, 397 

people submitted written reviews, which 
are contained in this book.
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95. Hubert Kretschmer,
Various Small Dicks.

Germany, 2013. Digitally printed book, 
saddle-stitched, self cover. 4.125 in x 5.875 

in. 16 pages. Edition of 1,000.
Found, cropped images of women’s 
hands making the universal “small” 

sign with their fingers. Images are en-
larged and pixelated. Design is in-
spired by Ed Ruscha photobooks.
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96. Anouk Kruithof, Pixel Stress.
France, RVB Books, 2013. 

Loose folio of folded sheets and inserts. 
Offset printing with elastic band. 

8.5 in x 12.75 in. 100 pages.
On the 18th of April, 2013 Anouk 

Kruithof and two assistants went to Wall 
Street in New York City and built a tem-
porary installation of 14 framed prints 

of different sizes on the edge of the city’s 
pavement. The prints looked like pixelated 

monochromes, but were in fact illustra-
tions blown up to a maximum size (3200% 

in Photoshop) of images found by using 
Google searching the word stress. Anouk 
Kruithof asked pedestrians to look at the 
installation and then had conversations 
about the pixelated monochromes, the 
meaning of this project and the poten-

tial interpretations of the work. Kruithof 
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asked the people involved if they would 
like to buy a print, both engaging a com-
mercial gesture and condemning the scar-

city of the city dwellers encounterings. She 
sold 8 of the 14 prints bought by 7 par-

ticipants when the day’s rain warded off 
further efforts. Kruithof was not allowed 
to conduct monetary transactions, so that 
once a participant told her a price for the 

print, she actually gave it for free, thus 
creating an imaginary sale transaction.
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97. Anastasia Kubrak, 
Lost and Found Information.

Netherlands, 2015. Unique assemblage. 
Stapled, inkjet sheets in printed, plastic 

folio. 8.5 in x 12 in. Various pages 
depending on content. 

A proposal for readapting the Soviet tactic 
of secret distribution called samizdat. The 
artist prototypes a decentralized network 
of physical places for anonymous peer-to-
peer information exchange. Each publica-
tion is a collection of censored or sensitive 
web-based material, printed on ordinary 

office paper and enclosed in a marked, 
plastic folio for offline distribution.
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98. Brian LaRossa, Der Klaus.
US, The Post-Art Poets, 2013. Print-on-

demand book, perfect bound, soft cover. 6 
in x 9 in. 56 pages.
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A singular poem resulting from tweets 
exchanged by The Post-Art Poets and 

Klaus Biesenbach between June 12 and 
September 10, 2013.
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99. Nate Larson, Marni Shindelman, 
Geolocation.

US, Flash Powder Projects, 2015. Offset 
book, perfect bound, hard cover. 
Cardboard sleeve. 10.5 in x 8 in. 

128 pages. Edition of 500.
Traces Twitter posts to the point of origin 

and makes a photograph to mark the 
location in the real world. Texts by Kate 

Palmer Albers, Jamie Allen, Chad 
Alligood, Julia Dolan, Mark Alice Durant, 
Paul Soulellis, Michael Wolf, Natalie Zelt.
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100. Tanja Lažetic, Train Stations from 
Vienna to Istanbul in Alphabetical Order.
Slovenia, 2014. Offset book, sewn, soft 

cover. 4 in x 6 in. 48 pages. Edition of 300.
Google Street View images of the 

Bulgarian village of Biser, on the railway 
route between Vienna and Istanbul.
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This book contains 3,000 tweets posted to 
Twitter for OWS from November 26, 2011 

to November 29, 2011. It was auto-
generated and published on demand by 

Ether Press on November 29, 2011.
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101. Andrew Leclair, Occupy Wall Street 
November 26, 2011–November 29, 2011.
US, Ether Press, 2011. Unique print-on-
demand book, perfect bound, soft cover 

(Lulu). 4.25 in x 6.875 in. 498 pages. 
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102. Antoine Lefebvre,
La Bibliothèque Pirate (Collection pirate 1).

France, La Bibliothèque Fantastique, 
2013. Set of 18 zines in printed, cardboard 

box. Each zine is saddle-stitched, 
self cover. 6.5 in x 9 in.  

A collection of 18 zines that present sig-
nificant historical artists’ books in photo-
copy form. PDFs of each zine are distrib-
uted online at the artist’s project website.
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103. Jonathan Lewis, The End.
US, 2011. Print-on-demand book, 
perfect bound, soft cover (Blurb). 

6.75 in x 6.75 in. 28 pages. 
Images of Malevich Black Square paintings 

collected from Google Image Search.
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104. Jonathan Lewis, Loading.
US, 2015. Print-on-demand, perfect 

bound, hard cover book (Blurb). 
8 in x 10 in. 88 pages. 

Screencaptures from a mobile de-
vice depicting image search results 
for gun-related search queries, ren-

dered as solid blocks of color.
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105–109. Guthrie Lonergan, 
93.1 Jack FM Los Angeles 2008 

(Vol I: #–C, Vol II: D–G, Vol III H–M, 
Vol IV: N–R, Vol V: S–Z).

US, 2012. Set of 5 print-on-demand, 
perfect bound, soft cover books. 

Each is 5.5 in x 8.5 in. 
Page counts: 627, 595, 565, 565, 718. 

A website-scraping script which down-
loaded the date, time, artist and title 

of every track played on 93.1 JACK FM 
in Los Angeles in 2008. The 5 volume 

book series generated from this data doc-
uments the radio station's entire year, 

organized alphabetically by artist.
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110. Silvio Lorusso, Giulia Ciliberto,
Blank on Demand.

Italy, 2011. Print-on-demand, perfect 
bound, soft cover book (Lulu). 4.25 in x 

6.875 in. 40 pages.
The two volumes constituting the project 
are produced through the self-publishing 
platform Lulu.com. The volumes’ formats 
correspond respectively to the maximum 
and minimum dimensions currently avail-
able for the print; similarly, page amount 

and price are set according to the lim-
it values allowed by the platform. The 
two volumes are completely blank, ex-
cept for the presence of the ISBN code.
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111. Silvio Lorusso, Sebastian Schmieg,
56 Broken Kindle Screens.

Italy/Germany, 2012. Print-on-demand 
perfect bound book, soft cover. 4.25 in x 

6.875 in. 80 pages.
A print on demand paperback 

that consists of found photos depicting 
broken Kindle screens.
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112. Seth Lower, Hunting Partners.
US, 2011. Print-on-demand, perfect bound, 
soft cover book. 5.75 in x 8.25 in. 66 pages.

A collection of hunting pictures gleaned 
from the web in which the hunters look 

very similar to their prey.
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113. Rob Lycett, 23187425 (1000 Haiku).
England, 2013. Print-on-demand, perfect 

bound, soft cover book. 5.5 in x 8.5 in. 
252 pages. Unique copy.

This is a generative book. A poetic rep-
resentation of the search queries of AOL 
user 23187425, dating from May 2006. 
A randomly quoted monologue, by an 
unknown hand (or machine), original-
ly discovered within the released AOL 

search queries by Thomas Claburn. Each 
printed book is a unique impression of 
the data, and is enabled by print on de-

mand technologies. In July, 2015, a unique 
copy of this book was purchased for Li-
brary of the Printed Web, New York.
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114. Mike Mandel, Chantal Zakari,
Lockdown Archive.

US, Eighteen Publications, 2015. Print-on-
demand, perfect bound, hard cover book 
(Blurb). 8.25 in x 10.25 in. 80 pages. AP.

A collection of images related to the 
response to the 2013 Boston mara-

thon bombings, all found on the web 
and reorganized by the artists chrono-

logically, by location, or by various 
catagories in order to create an ency-

clopedic overview of the manhunt.
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115. Michael Mandiberg, 
Print Wikipedia, German version / 

Volume 2167 (MEN to MEN).
US, 2016. Print-on-demand, perfect bound, 

hard cover book (Lulu). 6.25 in x 9.25 in. 
700 pages. Volume #2,167.

Print Wikipedia is an art project that 
creates print versions of Wikipedia. The 

German version is comprised of part of the 
supposed 3,406 volumes of DE Wikipedia 

as it existed on March 5, 2016.
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116. Sarah Marshall, Am I.
US, 2013. Digitally printed, perfect bound, 

soft cover book. 4.25 in x 6.875 in. 
184 pages. Open edition.

An alphabetical collection of popular 
Google search suggestions for the phrase 
“am I…” that explores the way in which 

contemporary culture uses the search 
engine as a type of oracle.
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117. Sarah Marshall,
Searches: 2007–2013

(Weeks 2, 29, 68, 135, 183, 257, 320).
US, 2013. Set of 7 zines. Digitally 

printed, saddle stitched, card stock covers. 
5.5 in x 8.5 in. 8 pages each. 

Seven year archive of the artist’s weekly 
Google search history (approximately 

37,000 searches) transcribed into a 
collection of books and zines.
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118. Eva Mattes, Franco Mattes,
Ceiling Cat.

US, 2016. Digitally printed sticker. 
7 in x 4 in.

Sticker of the ceiling cat sculpture by the 
artists, based on the internet meme.
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119. Albertine Meunier,
My Google Search History.

France, l’air de rien, 2011. Offset printed 
book, perfect bound with French folds. 

Soft cover. 5.5 in x 8 in. 168 pages. 
First edition, unnumbered.

In 2006, Google launched the Web Search 
History function and began saving us-

ers’ search criteria. Since that very first 
day, Albertine Meunier has been scru-
pulously compiling her Google search-
es and publishing them online. More 
than three years later, Albertine’s suc-
cessive searches tell a story—not just 

her own, but also the story of the Web.
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120. Sabrina Montimurro,
Deleting David Horvitz.

Germany, 2015. Digitally printed folded 
sheet/zine. 9 in x 12.625 in. 8 pages. 

A collection of messages and screenshots 
from Wikipedia related to the deletion 
of David Horvitz’s Wikipedia profile. 

Created for Library of the Printed Web 
workshop at Merz Akademie, Stuttgart.
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Contains the most plain, uninteresting 
detail areas from the one hundred least 

popular images in the Hubble Space Tele-
scope image gallery, in order with the least 

popular first. Accessed on November 12, 
2012, the gallery contained 1,298 images.
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121. Heidi Neilson,
Details from the Least Popular.

US, 2013. Print-on-demand, perfect 
bound, soft cover. 6 in x 9 in. 

208 pages. Edition of 50.
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122. John M. O’Toole, O’Tooles.
US, Oranberg, 2011. Digitally printed zine 
in paper bag, self cover. 4.25 in x 5.5 in. 44 

pages. Numbered 32 in edition of 100.
Found images collected over a three 
year period through various web im-
age and archive searches with the key-

word being the surname O’Toole.
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123. Eric Oglander,
TRI-MIRROR (Craigslist Mirrors).

US, 8 Ball Zines (no date). Digitally 
printed book with tape binding, plastic 
sheets cover, mirrored padded envelope. 

7.125 in x 10.25 in. 100 pages.
A collection of found images of mirrors 

for sale on Craigslist.
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124. Parastic Ventures Press,
Sculls’ Angles, a novel.

Canada, Parastic Ventures Press, 2015. 
Print-on-demand, perfect bound, soft cover 

book. 8.25 in x 11.625 in. 64 pages.
This book (a novel, really), tells the story 

of Robert and Ethel Scull through 
reproductions from the New York Times 

online archive.
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125. Mina Park,
Geocities, Selected Works / 1999.

US, 2015. Digitally printed booklet, saddle 
stitched, self cover. 7 in x 9 in. 44 pages.
GIFs and backgrounds from Geocities 
pages found at Archive.org. Includes 
a printed plastic sheet for animating 

the printed GIFs.
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126. Vanessa Place,
Vanessa Place…blocked.

US, 2015. Print-on-demand book, 
perfect bound, soft cover (Lulu). 

6 in x 9 in. 115 pages.
From 2012 to 2014, the poet and artist Va-
nessa Place regularly re-posted other poets’ 
Facebook status updates as if they were her 

own. One such appropriated update, re-
printed as the cover of this book, prompt-

ed a poet to block Place. Thirty-eight 
poets responded to his announcement “Va-
nessa Place… blocked.” This book repro-
duces verbatim their Facebook discussion.



279

 



280



281

 

127. Angelo Plessas, Robot Poetry Reading.
Greece, The Angelo Foundation, 2011. 
Print-on-demand, perfect bound book, 
hard cover. 6.25 in x 9.25 in. 152 pages. 
A selection of poems compiled from the 

website RobotPoetryReading.com where 
users go and write poetry in collaboration 
with a “Robot.” The Robot is a software 

that proposes popular words or even makes 
an entire readymade poem for you. The 
poems were published on the main page 
of the website from 2008 through 2011.
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128. Wolfgang Plöger,
Google Image Search, Death Row, 
May 19–22, 2003 (Volumes 1–3).

Germany, 2003. Three digitally printed, 
perfect bound, hard cover books. 8.38 in x 

6.1 in. 288 pages each.
The book is comprised of all the imag-
es provided by the Internet search ma-
chine Google in response to the term 

death row. Sources are not provided, yet 
the order of all the images is retained.
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129. Richard Prince, New Portraits.
US, Gagosian Gallery, 2014. 

Digitally printed booklet, saddle stitched, 
self cover. 6 in x 8 in. 76 pages.
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A catalogue that accompanied 
the exhibition “New Portraits” 

at Gagosian Gallery. Includes 37 
appropriated Instagram posts with 

comments by @richardprince4.
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130. Grégoire Pujade-Lauraine,
The Significant Savages.

France, RVB Books, 2011. Offset 
book, perfect bound, hard cover with 

belly-band wrap. 6.5 in x 9.5 in. 
392 pages. Numbered 167.

The book exploits an arbitrary selection 
of Facebook profile images in which al-

ternative artefacts are represented instead 
of the person: seascapes, forests; dogs 

and horses and cats; cars, bikes or fancy 
boats; cities, socks and shells, galaxies.
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131. Kasper Pyndt,Missed Opportunities:
3 years of profitable proposals.

Denmark, 2014. Digitally printed book, 
perfect bound, soft cover. 6 in x 9 in. 

108 pages.
Sixty-one monetary proposals re-

ceived in the artist’s junk-folder over the 
course of three years. Proposals that 

most likely are spam. The content is di-
vided into four sections (Inheritanc-

es, business proposals, lottery winnings 
and misc.) in a total of 108 pages.
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132. Jon Rafman,
Sixteen Google Street Views.

US, Golden Age, 2009. Digitally printed 
booklet, saddle stitched, soft cover. 

8.5 in x 11 in. 20 pages. Edition of 100.
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The images in this book, captured 
by the roving Google vehicle, depict 
solitary individuals in a variety of 

contemporary landscapes.
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133. Jon Rafman,
The Nine Eyes of Google Street View.
France, Jean Boîte Éditions, 2011. 

Offset book, perfect bound, soft cover. 
6.625 in x 9.5 in. 160 pages. 

Images from Google Street View.
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134. Sean Raspet,
2GFR24SMEZZ2XMCVI5L8X9Y38 
ZJ2JD25RZ6KW4ZMAZSLJ0GBH0

WNNVRNO7GU2MBYMNCWY
B49Q DK1NDO19JONS66QMB2RCC2

6DG67D187N9AGRCWK2JIHA7E
22H1G 5TYMNCWYM81O4OJSPX11

N5VNJ0 (A Novel).
US, 2013. Print-on-demand, perfect bound, 

hard cover book. 6.25 in x 9.25 in. 
516 pages.

An accumulation of CAPTCHA test re-
sults. The CAPTCHAs were transcribed 
by workers commissioned anonymous-

ly via Amazon.com’s Human Intelli-
gence Task marketplace—a site where 
labor is sourced on a per-task basis to 

internet users through a searchable data-
base of work requests. The material has 

been composed in the form of a novel.
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135. Doug Rickard,
A New American Picture.

US, Aperture Foundation, 2012. Offset 
printed book, perfect bound, hard cover. 

10 in x 13 in. 144 pages. 
Depicts American street scenes, located 

using the internet platform Google Street 
View. Over a four-year period, Rickard 

took advantage of Google’s massive image 
archive to virtually explore the roads of 
America looking for forgotten, econom-
ically devastated, and largely abandoned 

places. After locating and composing 
scenes of urban and rural decay, Rick-

ard re-photographed the images on his 
computer screen with a tripod- mount-
ed camera, freeing the image from its 
technological origins and re-present-

ing them on a new documentary plane.
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136. João Rocha,
Kim Jong II looking at things.

France, Jean Boîte Éditions, 2012. 
Offset book, perfect bound, hard cover. 

6.75 in x 9.75 in. 192 pages.
Images of Kim Jong Il looking at things 

and pointing. Collected from Tumblr.
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137. Rafaël Rozendaal, Abstract Browsing.
US, Printed Web Editions, 2016. 

Print-on-demand zine, perfect bound, soft 
cover (Blurb). 8.5 in x 11 in. 72 pages. 

The browser plugin is a free software that 
you can easily install. When you turn on 
the plugin, you can surf the web but all 
web content is reduced to abstract com-
positions (colored rectangles). It shows 

the skeleton of the web. It’s like seeing an 
X-ray of a building, showing the structur-
al elements. Web pages are built of many 
elements, information is organized and 

categorized. Things we use every day but 
are not aware of. Invisible parts. Web-

sites are constantly tweaked to maximize 
their efficiency, separate from aesthetic 
concerns. They are a weird hybrid of hu-
man design and machine optimizing. It 
is these anti-compositions that interest 
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me, to not look for beauty but to look 
for strangeness, for unexpected deci-

sions. Software coding by Reinier Feijen.
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138. Danny Schissler, What We Sold.
US, Houseboat Press, 2014. Digitally 

printed booklet, saddle stitched, self cover. 
8 in x 8 in. 40 pages. 

This project is an ever-growing archive of 
images culled from the online marketplace 

Craigslist. These images are presented 
anonymously, as artifacts documenting 

both an economic exchange and an interac-
tion between human, camera and subject.
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139. Joachim Schmid, Cyberspace.
Germany, 2004. Digitally printed book, 

saddle stitched, soft cover. 5.75 in x 8.25 in. 
28 pages. Edition of 50.

A series of screenshots taken from 
interactive pornography websites, but 

without the sex worker.
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140. Joachim Schmid,
The ABC of Popular Desire.

Germany, 2013. Digitally printed 
booklet, saddle stitched, self cover. 

8.25 in x 11.625 in. 32 pages.
A visual index of the most popular 

internet searches made between 
January and May 2013.
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141. Joachim Schmid, X Marks the Spot.
Germany, 2013. Digitally printed book, 

perfect bound, self cover. 4.125 in x 5.875 
in. 84 pages. Edition of 100.

A webcam is positioned in a window on 
the sixth floor of the former Texas School 
Book Depository, the site where, on No-
vember 22, 1963, an assassin allegedly 

fired the shots that killed Kennedy as the 
presidential motorcade passed through 

Dealey Plaza. The camera’s perspective ex-
actly matches that of the assassin: it now 
shoots the tourists shooting their own 

memorial photos, and we can watch this 
in real time. The publication combines 
snapshots taken by tourists at Dealey 
Plaza with footage from the webcam.
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142–143. Joachim Schmid,
Other People’s Photographs, Volumes I & II.
Germany, 2011. Print-on-demand books, 

perfect bound, soft cover (Blurb). 
6.75 in x 6.75 in. 400 pages each. 

Images found on photo sharing sites 
such as Flickr have been gathered and 
ordered in a way to form a library of 

contemporary vernacular photography 
in the age of digital technology and on-

line photo hosting. This is a two-volume 
paperback edition including all 3,072 
photographs, organized in categories.
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144. Joachim Schmid, 
Are you searching for me?

Germany, 2012. Print-on-demand book, 
perfect bound, soft cover. 4.25 in x 6.875 
in. 48 pages. First edition (discontinued).
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There are many Joachim Schmids. Some 
play a role in public life, others don’t. 

People who wish to learn what we do or 
what we did, what we wrote or what we 
said, begin by searching the internet. It’s 
all there: names, dates, pictures and the 

rest. Thanks to the search engine the 
world has become transparent and there 

are no more secrets. Or so we think. If 
it’s me you’re looking for, most of the 
information you’ll find is not correct.
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145. Andreas Schmidt,
30 glorious looking 10 x 8 prints of my 
last 30 Facebook posts, in an original 

ILFORD 8 x 10 inch box, signed ca. 1991.
England, 2014. 32 loose, signed, digital 
prints in found box. 8.625 in x 10.625 in. 

#1 in edition of 2. 
Photographic prints of the artist’s 

Facebook posts.
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146–148. Andreas Schmidt,
?w=all&q=red&m=text#page= (red),

?w=all&q=green&m=text#page= (green),
?w=all&q=blue&m=text#page= (blue).

England, 2010. Set of 3 print-on-demand 
books, perfect bound, hard cover. 7.25 in x 

7 in. 82 pages each. Edition of 100.
A set of 3 books that pulls images from 
Google Image Search according to RGB 

screen colors (red, green, blue). 
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149. Andreas Schmidt, Porn.
England, 2011. Print-on-demand book, 
perfect bound, hard cover. 7.25 in x 7 in. 

80 pages. Edition of 100.
Google Image Search results for search 
query “porn;” all images replaced with 

black blocks. 
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150. Sebastian Schmieg, Florian 
Kuhlmann, Thomas Artur Spallek,Books 
and Blankets 1 / 250 Books and 3 Blankets.
Germany, TFGC Publishing, 2013. Offset 
printed book, saddle stitched, self cover in 
plastic sleeve. 11.75 in x 15.75 in. 28 pages. 

Edition of 250. #1 in ongoing series.
Using a self-developed script, Google is 

fed with image information, and the result 
is used for the next request. The result is a 
dynamic feedback loop, converted to im-
ages clips, which present the images like 
a flipbook. Collaboration with Florian 
Kuhlmann and Thomas Artur Spallek.
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151. Tina Schwizgebel, 2015.
Switzerland, 2015. Laserjet printing. Glue-
bound calendar with tear-off sheets. 2.375 

in x 3.375 in. 368 pages. Edition of 10.
A tear-off calendar illustrated with found 
images of people wearing air masks. Proj-

ect produced in a workshop with Joa-
chim Schmid at the Haute école d’art 

et de Design, Genève, Switzerland.
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152. Mindy Seu, Visually Similar Images.
US (no date). Laserjet book, hand sewn, 

soft cover. 5.5 in x 8.5 in. 92 pages.
A formulaic dissection of Ruscha’s 
prints generated page after page 

of “visually similar images” on Goo-
gle, creating an exponential web of 
new connections and associations.
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153. Travis Shaffer, Eleven Mega Churches.
US, 2010. Offset printed book, perfect 

bound, soft cover. 5.5 in x 8.5 in. 
28 pages. Edition of 1,000.

Google maps screen-captures of a selection 
of 11 of the 100 largest churches in the US.
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154. Benjamin Shaykin,
Special Collection / An Assortment of Books, 

Digitized by Google, Un-Digitized by 
Benjamin Shaykin, 2009–13.

US, 2013. Digitally printed book, 
perfect bound, soft cover. 

6.625 in x 10.25 in. 304 pages.
Special Collection consists of a dozen 

hand-sewn books, each partial recreations 
of books found on Google Books. Each 
is reproduced at its original size, reveal-
ing multiple disruptions and errors, in-

troduced during Google’s own scanning 
process: the scanner’s hand, holding down 

and obliterating the page; type and il-
lustrations which have degraded and 

blurred to the point of illegibility; pag-
es scanned while in the process of being 

turned; fold-out maps and charts that were 
scanned while closed. Some of these ar-
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tifacts are beautiful and evocative. They 
are the found poetry of this new machine. 
This publication is a paperback edition 
of all twelve books in a single volume.
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155. Benjamin Shaykin, Date Due.
US, 2013. Print-on-demand book, 

perfect bound, soft cover. 4.875 in x 
6.875 in. 40 pages.

A collection of images of library due date 
slips found in Google Books.
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156. Show-n-tell (aka Chantal Zakari),
webAffairs.

US, Eighteen Publications, 2005. Offset 
book, perfect bound, hard cover. 9.75 in x 

13.25 in. 144 pages.
An artist’s documentation of an adult 

video web community. The artist, 
Show-n-tell, tells her story of being a 

voyeur and eventually becoming part of 
this community through a series of images 

and actual chat text.
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157–162. Max Siedentopf, set of six zines: 
Holiday, My Favorite Pictures, Self Portrait, 

Thumbnails Everyone Loves Tennis in 
Malibu, Sculptures.

Netherlands, 2013. 6 laserjet zine, hand 
stitched, card stock cover. 5.75 in x 8.25 in. 

Various page counts.
Screenshots taken from Google Street 
View, Google Image Search, and web-
cams, photos found on display smart-
phones in retail environments, tiny 

photos, and a collection of images de-
picted as outlines and file names.
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163. Victor Sira, Voyeur A Midsummer.
US, 2011. Print-on-demand book, 
perfect bound, soft cover (Blurb). 

6 in x 9 in. 40 pages.
A mix of photographs found in the In-
ternet and photos from a book about 

color photography from the 60’s. This 
artist’s book is inspired by hypothe-
sis argued by Vilém Flusser in “To-

wards A Philosophy of Photography.”
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164. Travess Smalley, Book 45.
France, Rrose Editions (Tarek Issaoui), 
2015. Print-on-demand book, perfect 
bound, soft cover (Lulu). 8.5 in x 11 in. 

164 pages. #27 / 150. 
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One of 63 volumes. Drawings and collages 
produced by automated scripts.  
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165. Travess Smalley, set to some of.
Austria, Galerie Andreas Huber, 2016. 

Digitally printed book, wire spiral, plastic 
cover. A4, 20 pages. Edition of 30.

Exhibition catalogue for exhibition at 
Galerie Andreas Huber, Vienna. Drawings 

and collages produced by automated 
scripts, with code and script poetry. Text 

collaboration with Paul Soulellis.
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166. Emma Souharce, Voyeur.
Switzerland, Rollo Press, 2013. Offset 

book, perfect bound, soft cover. 4.375 in x 
6.5 in. 256 pages. #36 in series.

Using Google’s “Search by Image” func-
tion, Artist Emma Souharce processed 

every single one of the 813 images in 
Hans-Peter Feldmann’s legendary “Voy-
eur.” The result is half generated, half 

edited, and certainly most entertaining 
when read parallel to the original, which 
delivers a spot-the-difference type of fun.
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A 150-page printout of the Library 
of the Printed Web Tumblr website 
submitted to Kenneth Goldsmith’s 
exhibition Printing Out the Inter-

net in Mexico City (June 2013).
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167. Paul Soulellis, Library of the Printed 
Web (150 pages printed 22 June 2013 in 
Long Island City, NY USA for Kenneth 

Goldsmith’s PRINTING THE INTERNET 
c/o Labor, México D.F.).

US, Library of the Printed Web, 2013. 
Look inkjet sheets with clip. 8.5 in x 11 in. 

150 pages. #2 in edition of 2.
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168. Paul Soulellis, Printed Web 1.
US, Library of the Printed Web, 2014. 

Print-on-demand newspaper (Newspaper 
Club). Loose nested sheets, self cover. 11.75 

in x 14.5 in. 64 pages. Edition of 1,000. 
Artists’ publication containing web-

to-print work by artists who use screen 
capture, image grab, site scrape and 

search query. First issue includes Hito 
Steyerl, Joachim Schmid, Penelo-

pe Umbrico, Christian Bök, Clem-
ent Valla, Kenneth Goldsmith, Da-

vid Horvitz, Chris Alexander, Mishka 
Henner, &amp;, Benjamin Shaykin.
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169. Paul Soulellis, Library of the Printed 
Web (Presentation of the inventory).

US, Library of the Printed Web, 2013. 
Print-on-demand book, perfect bound, soft 

cover (Blurb). 5 in x 8 in. 124 pages. 
Catalogue of the original 

Library of the Printed Web collection, 
published on the occasion of “The Book 

Affair” art book fair at the opening 
of the Venice Biennale, 2013.
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170. Paul Soulellis, Printed Web 3
(Index / Reader).

US, Library of the Printed Web, 2015. 
Print-on-demand book, perfect bound, 

soft cover. 5 in x 8 in. 388 pages.
Artists’ publication containing web-

to-print work. Third issue includes 149 
artists from an open call. The paper-

back Reader / Index contains an index 
of all submissions received, as well as 
an interview with Alexander Gallo-
way and a text by Silvio Lorusso.
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171. Paul Soulellis, Printed Web 2.
US, Library of the Printed Web, 2014. 

Print-on-demand, perfect bound, soft cover 
(IngramSpark). 8.5 in x 11 in. 180 pages.

Artists’ publication containing web-
to-print work. Second issue includes 
Constant Dullaart, Daniel Temkin, 
James Bridle, John Zissovici, Cheryl 

Sourkes, Brian Droitcour, Tan Lin, An-
gela Genusa, Webdriver Torso, Rafaël 

Rozendaal, Olia Lialina, Cory Arcangel.
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172. Paul Soulellis, Printed Web 4.
US, Library of the Printed Web, 

International Center of Photography 
Museum, 2016. Print-on-demand 

newspaper (Newspaper Club). 
Loose, folding, nested sheets. 10.25 in x 

14.75 in. 64 pages.   
Artists’ publication containing web-to-
print work. Fourth issue includes Wolf-
gang Plöger, Lorna Mills, Molly Soda, 

Travess Smalley, Angela Genusa, Eva and 
Franco Mattes, Anouk Kruithof, Elis-
abeth Tonnard, Christopher Clary, Mi-
chael Connor. Co-published with Inter-
national Center of Photography for the 

exhibition “Public, Private, Secret.”
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173. Paul Soulellis,
Stripped: Sixty Six Sunsets Stripped.

US, 2012. Digitally printed book, perfect 
bound, soft cover. 5 in x 8 in. 74 pages. 

Edition of 20.
A print-on-demand homage to Ed Rus-
cha’s 1966 Every Building on the Sunset 
Strip using Google image search results. 

The book follows Ed’s layout and the total 
length of the pages is 25 feet (as was his 

work, which folded out into one long strip).
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174. Paul Soulellis, The Spectral Lens 
(Twenty-Six Stories from the Book Machine).

US, 2012. Digitally printed book, perfect 
bound, soft cover. 8 in x 10 in. 140 pages.

A visual poem featuring images pho-
tographed by Google book scanners 

through tissue paper. The scanner treats 
the tissue paper as a “valid” page in 
the book and scans it as it would any 

page, capturing the image (or text) be-
hind it. The images are degraded in var-

ious ways, depending on the texture 
and opacity of the vellum. Rips or folds 

in the tissue are sometimes captured.
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175. Paul Soulellis, 
Library of the Printed Web flyer.

US, Library of the Printed Web, 2013. 
Offset newsprint sheet. 11.5 in x 16.25 in. 

Edition of 1,000.
A single-sheet poster announcing the 
launch of Library of the Printed Web, 

produced for Theorizing the Web, 2013.
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176. Paul Soulellis, New Media.
US, 2014. Print-on-demand 

newspaper. Loose, folded, 
nested sheets (Newspaper 
Club). 10.25 in x 14.75 in. 

32 pages.
An archive of 420 videos from  

“Webdriver Torso,” a YouTube 
channel. Produced for the 
project ABCEUM by ABC 

[Artists’ Books Cooperative].
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177. Paul Soulellis, LaRossa Mix.
US, 2014. Print-on-demand newspaper. 

Loose, folded, nested sheets 
(Newspaper Club). 10.25 in x 14.75 in. 

8 pages. Edition of 150.
A score for making a publication contain-
ing three categories of content (A, B, C) 
drawn from eight openly accessible web 

archives. A chance-determined publi-
cation produced and installed for “Un-
defined by Design,” Lorimoto Gallery, 

Brooklyn, April 2014. Loosely inspired 
by “Williams Mix” (1951–53), John Cage.
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178. Paul Soulellis, Las Meninas.
US, 2013. Print-on-demand newspaper. 
Loose, nested, folded sheets (Newspaper 

Club). 7.5 in x 11.375 in. 32 pages. 
Edition of 50.

A series of 17 photographs depicting 
the photographer and/or camera’s re-
flection visible in mirror or glass. All 

of the photographs are taken using 
Google Street View (interior views).
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179. Paul Soulellis, Cooking With Dog.
US, 2015. Print-on-demand book, 

perfect bound, soft cover (Blurb). 8.5 in x 
11 in. 337 pages. Unique edition.

A book produced by students in the 
Experimental Publishing Studio at 

Rhode Island School of Design, with 
instructor Paul Soulellis. Creat-
ed in one hour in a Google doc. 



370

180. Paul Soulellis,Apparition of a distance, 
however near it may be.

US, 2013. Print-on-demand zine, 
saddle-stitched, soft cover (Blurb). 

8.5 in x 11 in. 42 pages.
A collection of found images portraying 
Google employees physically interacting 
with books inside the digital space of the 

book scanner, gathered into a 42-page 
print-on-demand publication.
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181. Paul Soulellis, Chancebook #1: 26 
March 2013 / Why Does It Hurt So Bad.

US, 2013. Print-on-demand, perfect bound, 
soft cover book. 5.5 in x 8.5 in. 112 pages. 

Unique copy. 
Each Chancebook is a one-of-a-kind col-
lection of up to 100 randomly pulled arti-
cles from Wikipedia. The selection and se-
quence of content is generated in real-time 
as the artist repeatedly clicks the “random 
article” button that appears on all Wikipe-
dia pages and individually adds each page 

to the book. The total number of articles is 
determined by first pulling a random num-
ber (1–100) at random.org. Chancebook 

#1 (Why Does It Hurt So Bad) [39 articles] 
was created at 2:29pm on 26 March 2013 
and delivered to the artist 29 March 2013.
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182–191. Paul Soulellis,
Printed Web 3 / set of 10 zines: 

COCA-OR, CSS, JPG 2000, Personal Blue, 
fffffffunnyfearlessfemmefataleorvery

naughtygurls, Nakamoto, J-LO, 
FREEBEER (AND ONE DONUT), Western 

Typologies, Little Nicolas.
US, Library of the Printed Web, 2015. 

Set of ten print-on-demand zines, 
saddle-stitched, soft cover (Blurb). 8.5 in x 

11 in. 24 pages each. 
Ten zine containing selections from the 

Printed Web 3 open call.
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192. Space Caviar,
Some Interiors / Brompton & Hans Town.

England, 2015. Print-on-demand booklet, 
saddle-stitched, self cover (FOMObile). 

5.875 in x 8.25 in. 36 pages. Unique copy. 
A unique pamphlet generated and printed 

on 26 May 2015 at 01:18PM by the 
FOMObile for Paul Soulellis during the 

exhibition “What is Luxury?” at the 
Victoria and Albert Museum, London.
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193. Thomas Artur Spallek,
Western Typologies Nr. 1.

Germany, TFGC Publishing, 2012. 
Digitally printed book, perfect bound, 
soft cover. 3.625 in x 5.875 in. 92 pages. 

#61 / 100. 
Photos taken by soldiers on active duty in 

Iraq and Afghanistan, found in private 
albums uploaded to Facebook.
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194. Katja Stuke,
Lonely Planet, A Guidebook to the Internet.

Germany, Böhm Kobayashi, 2010. 
Digitally printed book, perfect bound, soft 

cover. 5 in x 8 in. 120 pages. #46 / 150.
Photographs of San Francisco, Los 

Angeles, and Silicon Valley, taken from 
Google Street View.
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Screenshots of YouTube videos. Key 
images are superimposed in the final 

frame, forming an abstract image.



383

 

195–198. Andrew Super, set of four books 
in Non(Graphic) Images of Violence series: 
The Death of Gaddafi, World Trade Center 

Attack, Napalm Girl, The Self Immolation of 
Thích Quảng Đức.

US, 2015. Set of four digitally printed 
books, perfect bound, soft cover. 8.25 in x 
5.75 in. Page counts: 146, 104, 108, 146. 

Numbers 3, 7, 4, 2 in editions of 25. 
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199–208. Stephanie Syjuco, 
Re-editioned Texts: Heart of Darkness:

http://www.congoforum.be/upldocs/toccer-
new2.htm

http://www.sparknotes.com/lit/heart
http://www.fullbooks.com/Heart-of-Darkness.

html
http://www.gradesaver.com/heart-of-

darkness-e-text/
http://www-958.ibm.com/software/data/

cognos/manyeyes/datasets/full-text-of-heart-
of-darkness-by-jo/versions/1.txt

http://pvirtane.tripod.com/heart.html
http://sunsite.berkeley.edu/Literature/

Conrad/HeartOfDarkness/03.html
http://etext.virginia.edu/etcbin/toccer-

new2?id=ConDark.sgm&images=images/
modeng&data=/texts/english/modeng/

parsed&tag=public&part=all
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http://www.gutenberg.org/cache/epub/526/
pg526.txt

http://www.enotes.com/heart-of-darkness-
text.

US, 2012. Set of 10 print-on-demand 
books, perfect bound, soft cover (Lulu). 
4.25 in x 6.875 in. Various page counts. 
Twelve different paperback versions of 
Joseph Conrad’s “Heart of Darkness” 

using text files downloaded from different 
online sources.
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209. Camille Thirot-Lafond,
Holy Mistranslation.

England, 2013. Digitally printed 
book, perfect bound, soft cover. 4 in 

x 5.5 in. 128 pages. Edition of 50.
An edition of 50 hand bound con-

temporary bibles. A selection of 100 
passages from the bible have been 

translated using internet tools and pre-
sented in the form of short poems.
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210. Lauren Thorson, 
Wikipedia Random Article Collection.

US, 2013. Set of 13 laserjet zines, 
folded, gathered with rubber band. 

5.5 in x 8.5 in. 12 pages each.
A growing archive inspired by content 

generated from Wikipedia’s random arti-
cle search function. By clicking once, par-
ticipants use Wikipedia’s random article 
search function to generate endless con-
tent. Each printed article is inspired by 
and created from images and text found 
in the online original — as well as any 
Wikipedia worm-hole discovered. The 

collection supports a web-to-print-based 
artistic practice which utilizes search en-
gines and other algorithmic operations 

as content generators. As such, the entire 
Wikipedia Random Article Collection and/

or individual zines are available as PoD.
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211. Elisabeth Tonnard, Where is God.
Netherlands, 2007. Digitally 

printed, perfect bound, soft cover 
book. 7.5 in x 9.625 in. 118 pages.
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Signs here have become independent, no 
longer referring to things. Baudrillard’s 
thoughts on simulacra and simulations 

were an influence. The color surfaces are 
simulacra of simulacra. The artist tries to 
locate God and searched an online phone-
book for the numbers of names (“Where”, 

“Is”, and “God”) connected to the question. 
The numbers were used in Photoshop’s 
digital palettes to create color fields and 
gradients. The same numbers were used 
to compose short texts on each spread.
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212. Penelope Umbrico,
flashes that have the character of ghosts.
US, Conveyor Editions, 2014. Offset 

printed booklet, sewn binding, cloth cover. 
7 in x 9 in. 32 pages.

A special artist’s publication in conjunction 
with Conveyor Magazine Issue 5. Contains 
images revealed in the reflection of screens 
when posted to self-service commerce sites.
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213. Penelope Umbrico, Out of Order.
France, RVB Books, 2014. Loose folio of 
booklets and prints in folder with elastic 

band. 9 in x 11.25 in. #374 / 500.
Out of Order: Used Office Desks and Used 
Office Plants for Sale comprises images I 

found on office liquidations websites that 
buy the entire stock of furniture from 

offices going out of business.
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214. Penelope Umbrico,
Many Leonards, Not Natman.

US, 2010. Offset printed booklet, 
saddle stitched, self cover.
5.25 in x 6.5 in. 60 pages.
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A collection of thumbnail images from the 
15,000,000 results of a Google image 
search for Leonard (without Natman). 

Produced for the artist’s “Leonards for 
Leonard” installation at Brooklyn 

Academy of Music (January – March 2010).
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215. Penelope Umbrico,
Desk Trajectories (As Is).

US, 2010. Offset booklet, saddle stitched, 
self cover, in paper bag envelope, 

stamped with edition number. 5.5 in x 
8.5 in. 64 pages with bound paper insert. 

Numbered #0329.
Found images of used office desks for sale 

on Ebay, Craigslist, and other websites. 
Off-set printed at 125% ink density; this 

means that the ink sits heavily on the page 
and never actually dries: it rubs off onto 
things. When you hold the book, it rubs 

off on you and you leave a mark on it.
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216. Penelope Umbrico,
Signals Still / Ink (Book).

US, 2011. Offset booklet, saddle stitched, 
self cover, in paper bag envelope, 

stamped with edition number. 6 in x 
9 in. 64 pages with loose paper insert. 

Numbered #0042.
Images of the screens of TVs for 

sale on Craigslist.
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217. Clement Valla, Three Digs A Skull.
US, Printed Web Editions, 2015. Print-on-

demand zine, perfect bound, soft cover 
(Blurb). 8.5 in x 11 in. 72 pages. 

The 38 texture maps included in Three 
Digs A Skull were created by photo-mod-
eling software. The maps are used to add 

photorealistic surface information to 
web-based 3D models scanned by differ-
ent users. They are produced by an algo-
rithm and meant to be parsed by model-

ing software, but not seen by humans. As 
such, their aesthetic is non-intentional. 

Each visitor to tex_archive.com activates 
a search for a new texture map, which is 
then presented, archived, and posted to 
twitter at @tex_archive (where it is cat-
aloged by the Library of Congress). By 

retrieving these images the texture maps 
are removed from their normal operation 
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for display to a human viewer. Divorced 
from the software and 3D model, they no 
longer function as operative images. The 
tex_archive records this transformation.
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218. Clement Valla,
Samples from Seed Drawing 51.

France, Rrose Editions (Tarek Issaoui), 
2014. Risograph book, perfect bound, soft 

cover. 11 in x 11 in. 86 pages. #68 / 250. 
The drawings in this book were produced 

online by anonymous workers through 
Amazon.com’s micro-labor market known 
as Mechanical Turk. The drawings began 

with an intitial seed drawing that was cop-
ied 8 times. Each of these copies was then 
copied in turn, and so on, so that all the 
drawings are copies of copies of copies of 

the original seed drawing — a huge game 
of ‘telephone’ played out in a 2-dimen-

sional grid. Each page tracks the distance 
of the drawings from the original seed.
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219. Clement Valla, 
Postcards from Google Earth.

US, 2010. Set of 10 offset postcards. 
4 in x 6 in. 

Screenshots from Google Earth, 
printed as postcards.
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220. Elliot Vredenburg,
This Is Cloud Country.

US, 2012. Digitally printed book, perfect 
bound, soft cover. 6 in x 8 in. 450 pages.
Student MFA thesis book that includes 

screenshots, texts, images and other 
material from the web.
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221. Elliot Vredenburg,
Corporate Image Search.

US, 2012. Print-on-demand book, perfect 
bound, soft cover. 6 in x 9 in. 78 pages. 

A directory of visual identities of 
corporations compared with their visual 
identities as presented by a search engine.
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222. Angie Waller,
The Selected Poems of WB8S.

US, Automatic Automatic Writing, 2015. 
Print-on-demand, perfect bound, soft 

cover. 5 in x 8 in. 44 pages. 
Transcribes YouTube’s automated 

closed captions generated by the reading 
of W. B. Yeats’s verse.
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223. Angie Waller,
Last Night Bus Stop Yoga Pants.

US, Love Unknowns, 2015. Laserjet 
pamphlet, hand stitched, letterpress card 

stock cover. 4 in x 8 in. Edition 7 / 20
The Love Unknown series uses person-
al ads from the internet as source mate-
rial. Each volume is uniquely composed 
from real world scenarios that are cata-
loged and recombined by an algorithm.
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224. Angie Waller, How to Find a Friend, 
Be a Good Friend, and Delete a Friend.

US, Unknown Unknowns, 2015. Print-on-
demand book, perfect bound, soft cover. 5 

in x 8 in. 52 pages. 
A self-help book written by an 

online digital ghostwriter based in 
Bhubaneswar, India.
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225. Angie Waller, 
What Does the Bible Say About…

US, Unknown Unknowns, 2014. Perfect 
bound, soft cover. 6 in x 9 in. 56 pages.

The puzzles in this book are 
alphabetized lists of Google search 

queries made using the string 
“What does the Bible say about…”
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226. Angie Waller,
A Selection of Love Unknown: Baltimore, 
Chicago, Dallas, Honolulu, Los Angeles.

US, Unknown Unknowns, 2016. Print-on-
demand, perfect bound, soft cover. 

4 in x 7.75 in. 88 pages.
The Love Unknown series uses person-
al ads from the internet as source ma-
terial. Each volume is uniquely com-
posed from real world scenarios that 
are cataloged and recombined by an 

algorithm. Novel generating script by 
Zannah Marsh and Roopa Vasudevan.
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Contains online forum posts and 
tweets from social media on the sub-
ject of data loss, from the perspec-

tive of people online losing informa-
tion and dealing with the aftermath of 

dead or non functional hard-drives.
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227. Thomas Walskaar,
My Hard-Drive Died Along With My Heart.

Netherlands, 2016. Print-on-demand 
book, perfect bound, soft cover (Lulu). 

5.875 in x 8.25 in. 124 pages.
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228. Angela Washko,
On Public Opinion: reponses to ‘banged.’

US, 2015. Print-on-demand book, perfect 
bound, soft cover. 6 in x 9 in. 210 pages. 

A book based on seven months of exchang-
es between feminist artist Angela Washko 
and the “internet’s most infamous misog-
ynist” (a pick-up artist, author, blogger 
and notorious manosphere leader). The 

book uses the format of public commentary 
— from comment sections of mainstream 
news sites, to the pick-up artist’s commu-

nity forums to Twitter to the artist’s Face-
book feed and more to look at the many 
narratives that developed around Wash-
ko’s investigative art project BANGED.
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229. WassinkLundgren, Aaaaaaaao~.
Netherlands, Badger & Press, 2011. Offset 

book, perfect bound, hard cover. 5 in 
x 6 in. 100 pages. Edition of 1,000.

During the 2011 Chinese New Year, the 
song Disturbed, performed by Gong 

Linna, went viral on the Internet. Her 
resonant voice modulation, extreme 
facial expressions and powerful ges-

tures inspired a great number of view-
ers to record their own versions of 

the song. Moments of private joy in 
which nothing else seems to matter.
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This tiny catalogue, published on the oc-
casion of WassinkLundgren’s solo show 
at Foam, shows their work through the 
eyes of Google Images. Combined with 
articles, reviews and a preface by Sean 

O’Hagan (art critic for the Guard-
ian), this booklet gives an overview 
of their work from 2005 until 2013.
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230. WassinkLundgren, Hits.
Netherlands, Fw:Books, 2013. 

Offset book, perfect bound, self cover 
with exposed spine. 3.375 in x 4.75 in. 

190 pages. Edition of 1,500.
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231. Erin Watson, No Experiences.
US, 2014. Offset booklet, 

saddle stitched, soft cover. 3.5 in x 5 in. 
32 pages. Edition of 400. 

Poems based on tweets from 
the spambot @Horse_ebooks.
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232. Barron Webster, :( problems.
US, 2015. Laserjet zine, hand-stitched, self 

cover. 5.5 in x 7.75 in. 44 pages. 
A collection of human problems mined 

from Yahoo Answers, 4chan, Reddit, 
Shitty.space, Twitter, and Quora.
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233. Barron Webster, buymyprivacy.com / 
internet edition 1 (4/12/15 – 4/26/15).

US, 2015. Print-on-demand book, 
perfect bound, soft cover (Blurb). 6 in x 

9 in. 180 pages. #1 of 3 volumes.
This book contains every website vis-
ited on the artist’s computer for two 

weeks. Included in the publication are 
the site visited, the time, and the URL.
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234. Barron Webster, buymyprivacy.com / 
typing edition 1 (4/3/15 — 5/1/15).
US, 2015. Print-on-demand book, 

perfect bound, soft cover (Blurb). 6 in x 
9 in. 110 pages. #2 of 3 volumes.

Every single thing typed into the art-
ist’s computer, in full, from April 3 
to May 1, 2015. Included in the pub-
lication is every key pressed, and the 

applications they were pressed in.
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235. Barron Webster, buymyprivacy.com / 
location edition 1 (11/1/14 – 1/31/15).
US, 2015. Print-on-demand book, 

perfect bound, soft cover (Blurb). 6 in x 
9 in. 188 pages. #3 of 3 volumes.

This book contains every place visited by 
the artist for three months. Included in the 
publication are maps corresponding to his 

movements on each day.
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236. Gregor Weichbrodt, Chicken Infinite.
Germany, 0x0a, 2015. Print-on-demand 
book, perfect bound, soft cover (Lulu). 

4.125 in x 6.875 in. 500 pages.
Chicken recipes from the web have been 
collected and mixed randomly together. 

The result: a cooking recipe for 500 pages.
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237. Gregor Weichbrodt,
Dictionary of non-notable Artists.

Germany, Frohmann Verlag / 0x0a, 2016. 
Print-on-demand book, perfect bound, soft 

cover. 6 in x 8.25 in. 132 pages.
A python script downloads the contents of 

every “marked for deletion” article on 
Wikipedia from the past ten years, and 
filters the results by artistic occupation.
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238. Kurt Woerpel, Face Book.
US, 2014. Laserjet book with prong 

fastener, self/plastic sheet cover. 6.375 in x 
9.875 in. 254 pages.

Face Book is a book about Kurt Woerpel’s 
Facebook. It features insights into Kurt’s 

Facebook usage and its metadata.
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239. John  Zissovici, Night Greens.
US, 2013. Digitally printed book, perfect 
bound, soft cover. 6 in x 9 in. 570 pages.

Golf driving ranges in Japan, 
as found on Google Maps.



447

 



448

240. Damon Zucconi, Milaoecur Red.
US, 2016. Print-on-demand book, 
perfect bound, soft cover. 4.25 in x 

6.875 in. 486 pages.
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A version of “Molecular Red” by 
Mackenzie Wark, re-published with 

misspellings. 1 of 6 books featured in the 
exhibition “Red Roses for a Blue Lady” at 

JTT Gallery, NYC (March-April 2016).
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241. Erin Zwaska, On the Road.
US, 2012. Print-on-demand book, 

perfect bound, soft cover. 
5 in x 7.625 in. 312 pages.

A reinterpretation of Jack Kerouac’s 
famous novel in which the original has 

been largely erased. All that remains is the 
handful of passages that qualify as Kindle 

Popular Highlights.
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242–244. Erin Zwaska, 
This Is Where, Mexico City

This Is Where, Paris, France
This is Where, Tokyo, Japan

US, 2012. 3 print-on-demand books, 
saddle stitched, soft cover (Lulu). 5.75 

in x 8.25 in. 56, 48, and 64 pages.
An ongoing chance-based publication 

project in the spirit of Ed Ruscha. 
Images are randomly-selected Google 
streetviews (which are often captured 
at noon to avoid shadowing) of cities 

like Paris, Tokyo, etc. The copy is 
compiled from all tweets containing the 

phrase “this is where” between noon 
and 12:15pm local time for each city. 

Consequently the text and imagery for 
each 15-minute issue originates from the 
same, albeit ambiguous, time and place.
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David Senior and 
Sarah Hamerman

D
avid Senior and Sarah H

am
erm

an: Screen life and shelf life

Screen life and shelf life: 
critical vocabularies for 
digital-to-print artists’ 

publications
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The Library of the Museum of Modern 
Art in New York has been an institu-
tion of record for artists’ publications 
for the last forty years. Through its 
artists’ books collection, the library 
has traced the various ways in which 
artists have used printed matter as an 
integral aspect of their practice. In 
the present context, as publishing now 
takes place in digital spheres of social 
media, personal websites and email 
correspondence as well as in print, the 
library must constantly reconsider 
how it “collects” across these media. 
The surprise of our current context 
is the degree that digital networks, 
image exchange, etc. are feeding into 
an increased output of printed artists’ 
books, magazines and little architec-
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D
avid Senior and Sarah H

am
erm

an: Screen life and shelf life

ture and design publications. Such 
web-to-print artists’ books can be 
considered ‘hybrid’ publications that 
exist between online and offline spaces. 
Following Paul Soulellis, we argue 
that these artists ‘perform publishing’ 
by investigating multiple materialities 
and design possibilities as their works 
travel through the network. We situate 
web-to-print artists’ publishing in 
a historical context while offering a 
vocabulary for the new ways that art-
ists are activating and appropriating, 
screen-grabbing and searching, the 
mass of verbal and visual information 
on the Internet. Notable web-to-
print publications by Dexter Sinister, 
Paul Soulellis, Sabrina Fernandez 
Casas, David Horvitz and others il-
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luminate the aesthetics and tactics of 
this genre. Finally, we propose that 
collaborations between art librarians 
and web archivists might adequate-
ly preserve these hybrid works.

In a manifesto on typogra-
phy, published in an issue of Kurt 
Schwitters’ amazing little maga-
zine Merz (1923), El Lissitzky ends 
his description of the new typog-
raphy with an emphatic invocation 
of the THE ELECTRO-LIBRARY. 
He bombastically proclaims, “The 
printed surface transcends space and 
time. The printed surface, the in-
finity of books, must be transcend-
ed. THE ELECTRO-LIBRARY”1

Lissitzsky was summoning a fu-
ture context for the new typography 
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of his generation. This setting was 
fully imagined in concert with the 
technological changes of the moment, 
of increased industrialization of the 
urban sphere and changing speeds of 
communication. As with many publi-
cations of the historical avant-garde, 
there was a clear agenda to agitate the 
existing formats of print design and 
there was an endless pursuit of ‘the 
new’, even to the degree, in Lissitzsky’s 
case, to imagine a departure from 
print itself. It is hard not to relate this 
context to our present situation in re-
gards to print culture and our various 
digital media languages, of the feeling 
we are on the horizon of something 
else. When we think of the history of 
technology, elements of hybridity and 
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mixture of different media languages 
may feel specific to our 21st century 
context and the current state of the 
‘page’. However, these are also defin-
ing characteristics of modernity in the 
early 20th century, with its new mass 
media and the interrelations between 
print media, visual media like pho-
tography, film and sound media like 
the telephone, gramophone, and oth-
er techniques of recording the voice.

Also, as we recognize a growing 
self-consciousness of media, of a crit-
ical recognition of media tools and 
how they operate in our contempo-
rary context, it is helpful to recall the 
impact of the writings of Marshall 
McLuhan in the 1960s, whose writ-
ings on media became the keywords 
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of counterculture movements that at-
tempted to re-route how media was 
produced and distributed. McLuhan 
discussed aspects of the end of the ep-
och of the book already in the early 
1960s and he also provided an impetus 
to a new generation of artists and de-
signers to create alternative networks 
for their media projects. The Whole 
Earth Catalog (1968–1972) was one 
pivotal example of a new media tool 
for the dispersal of information, a 
self-published information service 
directly inspired by the critical writ-
ings of McLuhan, which would lat-
er be described by Steve Jobs as the 
‘Google of his generation’.2 A digital 
book perhaps. It is no accident that a 
self-publishing movement of artists, 
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photographers, designers and archi-
tects also emerged at this moment, cre-
ating, publishing, distributing their 
own little books and journals. 

The language that we often use for 
describing artists’ books originated 
at this historical moment and reflect-
ed on artists’ practices that incorpo-
rated the book, often self-published 
as a critical means for distributing 
new work, for short-circuiting the 
normal spaces in which one could 
encounter art. We are reminded of a 
predecessor of ours at MoMA Library, 
former director Clive Phillpot, and 
his work in the 1970s in charting the 
field of artists’ publications during 
a time where the genre was growing 
and becoming an element in a discus-
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sion of new artist-directed spaces for 
the exhibition and staging of works.

As we can see from Phillpot’s chart, 
with a pear, an apple and a lemon, he 
was trying to help distinguish a spec-
trum of works that pivoted upon two 
central axes: 1) published vs. unique; 
and 2) books that used the architec-
ture of the codex as sculptural mate-
rial vs. using the codex as a container 
for images and texts that formed a 
work. Through this visual tool, he cre-
ated a framework through which one 
could distinguish categories of works 
within the genre of artists’ books. In 
the second example of Phillpot’s, we 
also have some distinction based on 
content, whether it is verbal or visual 
or some mixture of both. We can see 
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traces of McLuhan in Phillpot’s cat-
egories (most specifically one could 
recall the book Verbi-Voco-Visual Ex-
plorations that McLuhan published 
with Dick Higgins’ Something Else 
Press in 1967). When discussing our 
own collection development poli-
cy at MoMA for our artists’ books 
collection, these categories and dis-
tinctions still hold up in many ways 
for the massive amounts of new print-
ed materials being produced in this 
genre. Particularly, a great volume 
of new works still exist firmly within 
this spectrum between language art 
and photobooks—the verbi-visual 
spectrum—most bearing a graphic 
choreography between text and im-
age, of montage and sequencing.
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Looking at these charts, in the 
context of our current discussion 
of new critical vocabularies for art-
ists’ books, what is their relevance? 
What can we borrow and what be-
comes hard to locate on Phillpot’s 
schema? In terms of the categories of 
digital books or digital publications, 
does this terminology need to be re-
mapped—or at least re-wired for our 
current purposes? One question with 
digital books and our terminology for 
them is whether we need to add new 
fruit to Clive’s chart, or maybe, oth-
er varieties of pear, apple, or lemon?

Kione Kochi proposed one update 
of Phillpot’s fruit diagram in a riso-
graph poster series produced with Chi-
cago-based publishing collaborative 
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Temporary Services in 2015.3 Kochi’s 
poster adds ‘large print runs’ and ‘dig-
ital editions’ to Clive’s axes of ‘unique’ 
and ‘multiple.’ He shows ants carrying 
away chunks of ‘apple’ and ‘pear’ in 
the form of epub, .PDF and print-
on-demand formats, and commercial 
galleries, collectors, and gatekeepers 
appear as flies feeding off the fruit. 
This is a clever revision, though there 
may be other ways to think about how 
artists are distributing content online, 
and how these categories often overlap.

Perhaps, we can first just focus 
on the meridian of the multiple and 
drill down from there. We have a 
handy term, ‘artists’ publications’ that 
can be a rather large umbrella for a 
huge variety of subcategories. This 
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term is really useful as an inclusive 
term for projects like posters, ephem-
era, sound (LP, cassette, CD, DVD, 
USB), magazines, et al. In our digi-
tal spheres, what would we exclude 
from this category of ‘publications’? 
A legion of new forms can considered 
as ‘artists’ publications’ and it be-
comes an immense chore to try and 
name these categories. Social media 
sites like Twitter, Tumblr, Insta-
gram, Facebook, Yelp, Vine are all 
populated with artists’ interventions. 
Other categories are slightly more 
conventional settings, such as artists’ 
websites, digital journals and book 
publishers as well as digital archives 
that reproduce and circulate discrete 
image, sound, video and text files.
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Critical writing on hypertexts 
from the 1990s and 2000s positioned 
the reader in a new space to travel 
through texts or between texts and 
images. The CD-rom and other in-
teractive online media were given 
the pride of place in terms of the new 
horizon for the future reader. The es-
sential aspect in the current context 
seems less about the space occupied 
by the images and texts, than the 
communication networks that are 
shared and the condition of exchange 
and constant movement that define 
many of these digital contexts. Dig-
ital books with defined borders and, 
perhaps most significantly, defined 
paywalls are a very small fraction of 
the content of what we apprehend as 
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artists’ publications in digital formats.
The surprise of our current con-

text is the degree that digital networks, 
image exchange, coding languages 
are feeding into an increased output 
of printed artists’ books, magazines 
and little architecture and design 
publications. It is a counterintuitive 
idea: that many works in print are 
completely bound to a digital media 
language. Like in the 1960s and 1970s, 
artists’ publishing or little magazines 
of architecture and design were often 
considered alongside activities like 
newly possible video projects or gue-
rilla television experiments as new 
practices in artists’ communications 
and information distribution projects. 
These production methods were reck-
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oning with new kinds of mass media 
such as television, newspapers and 
magazines and the types of commer-
cial advertising language that infested 
each of these media-scapes. Artists’ 
books of this time period investigat-
ed and appropriated these formats in 
a kind of critical analysis. Now, art-
ists and designers work directly from 
the Internet, drawing out its content 
for various new kinds of inspection, 
analysis and play. Artists’ books and 
other kinds of print experiments use 
the space of the book to distill and re-
work online content—often creating 
new taxonomies for images or texts.

These books are wholly dependent 
on our current digital milieu. They 
are digital books in print. This fo-
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cus is not to discount the absolutely 
vast amount of visual and text experi-
ments that are happening online, but 
it is worth exploring this unexpected 
possibility of the printed book help-
ing us understand, or at least, parse 
the new media languages, memes 
and rapid revolutions that populate 
our digital worlds. This is part of the 
reason that we can conceive of these 
works as new media, as being a wholly 
new kind of mixture of technologies 
of reading, publishing and distribu-
tion. They are completely dependent 
upon digital modes of image exchange 
and searching, on the reproduction 
and movement of language across 
social media, popular memes and 
moving image sites like Youtube. Fur-
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thermore, as Florian Cramer writes, 
the zine and artists’ book commu-
nities ‘use print as a form of social 
networking which is not controlled 
by Google, Twitter or Facebook’.4

Beyond making individual art-
ists’ books, artists are experimenting 
with distribution systems by creating 
serials, published exhibitions, presses 
and archives that traverse print and 
online communication. Such artists’ 
publishing projects are nothing new, 
calling to mind well-known examples 
like George Maciunas’ Flux Boxes 
and Dick Higgins’ aforementioned 
Something Else Press. What is nov-
el is the way that they investigate the 
multiple materialities of information 
in today’s context: these projects are 
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‘hybrid’ publications that exist in print 
and online, privileging no one me-
dia over another. Artist and designer 
Paul Soulellis refers to this process as 
‘performing publishing’: ‘our ability, 
as artists, to disseminate a notion as 
an array of possibilities that ampli-
fies and expands along networks’.5

We will quickly introduce sever-
al projects here that express some of 
these characteristics of hybrid publi-
cations and the various modes of per-
forming publishing between print and 
digital media. The first project is the 
result of a decade-long collaboration 
between the graphic designers Da-
vid Reinfurt and Stuart Bailey, who 
established Dexter Sinister, a design 
workshop and bookstore, and edit-
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ed issues of the journal Dot Dot Dot. 
For the last five years, the two have 
also teamed with the artist Angie 
Keefer in producing The Serving Li-
brary, a publishing program, online 
text archive and roving project space. 

Dexter Sinister can be viewed as 
an early adopter of this now com-
mon scenario of artists and designers 
switching between multiple media to 
broadcast works, to publish. There 
was not a decisive movement from a 
print to digital platform, but an af-
firmation of the new kinds of hybrid 
media spaces made possible in our 
contemporary context. Both of their 
projects explore the way that texts can 
circulate. The Dexter Sinister project 
space existed in Manhattan’s Low-
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er East Side from 2006–2011.6 As 
part of their practice, they were also 
hosting a library of files they named 
Portable Document Formats. They 
began also to chart how the PDF’s 
circulated and how many downloads 
were logged for each file. This digital 
circulation of texts was an essential 
aspect of their project, consistently 
developing an infrastructure for them 
to move in both print and digital spac-
es. Reinfurt and Bailey, with Keefer, 
still work in this way, with a printed 
journal called Bulletins of the serv-
ing library, with all the texts from the 
issues available as PDF files on their 
website. MoMA Library subscribes to 
the print issue of the Bulletins of the 
Serving Library and also, with a link 
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to their site with all articles from the 
last ten issues available for download.7 
These projects are characterized by a 
play between media formats, in which 
each issue of the journal becomes 
an experiment with different possi-
ble mixtures of these design tools.

As examples of web-to-print ma-
terials, like Bulletins of the Serving 
Library, started to accumulate in the 
aughts and early this decade, some 
participants in the publishing com-
munity started to take note and cre-
ate documentation around this genre. 
Paul Soulellis’ Library of the Print-
ed Web is both a publishing project 
and an archive of web-to-print art-
ists’ publishing, and is one of the most 
substantial sources of information 
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on the way artists’ publications in-
vestigate the circulation of images 
in a new media context. The project 
consists of a physical archive and a 
Tumblr, Library of the Printed Web, 
that documents printed artists’ books 
that re-deploy Web content, and a 
semiannual publication, Printed Web, 
which invites artists to submit net-
work-based works for the printed 
page.8 Soulellis considers the Printed 
Web serial to be an exhibition space:

Each issue is a group show (af-
ter Seth Siegelaub). By circulating 
this work myself, I can enact various 
publishing experiments, including 
print-on-demand as an intention-
al, performative artistic practice, and 
how versioning enables published 
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works to occupy different positions, 
depending on how it’s dispersed.9

The Printed Web publication and 
the digital archive are distinct but 
overlapping projects that inform, ex-
tend and retranslate one another.

Many of the works featured in Li-
brary of the Printed Web are self-pub-
lished using print-on-demand technol-
ogy. The works demonstrate the vast 
accessibility of the tools necessary to 
compile, design, and publish an artists’ 
book in the digital age. As Soulellis 
writes, these publications ‘enact a kind 
of performance with the data, between 
the web and the printed page, nego-
tiating vast piles of existing material. 
Almost all of the artists here use the 
search engine, in one form or anoth-
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er, for navigation and discovery’.10

The individual web-to-print works 
in archives like Library of the Printed 
Web highlight the condition of images 
within digital information networks. 
Rather than presenting ‘originals’ they 
manipulate content, making visible 
the ways that images migrate across 
different media and platforms. They 
are ‘circulationist’ works, in Hito St-
eyerl’s terms: ‘Circulationism is not 
about the art of making an image but 
of postproducing, launching and ac-
celerating it’.11 Soulellis believes the 
transitional and fluid nature of these 
practices relates to Marcel Duchamp’s 
concept of the infrathin, ‘the immea-
surable gap between two things as they 
transition or pass into one another’.12 
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Soulellis delineates several actions 
that artists use to make books from 
web content—grabbing, hunting, and 
performing. The first two strategies 
might be thought of digital updates 
of traditional collage practices while 
the latter more directly illuminates 
the infrathin condition by activating 
its informational flows.13 While this 
list may not be exhaustive, it is a use-
ful starting point for thinking about 
how these books function critically.

Grabbing
‘Grabbing’ involves conducting a 

web search and then presenting the re-
sults in an organized way. ‘The grab-
bing is done with intent, around a 
particular concept, but of primary im-



481

D
avid Senior and Sarah H

am
erm

an: Screen life and shelf life

portance is the taking of whole images 
that have been authored by someone 
else, usually pulled from the depths 
of amassive database that can only be 
navigated via search engine’.14 These 
works fall into the lineage of appropri-
ation art, though the images are often 
so far removed from their (often anon-
ymous) original creator that they call 
into question the idea of authorship.

Sabrina Fernandez Casas’ zine 
Ecce Homo is a prime example of a 
‘grabbing’ project.15 The zine is based 
around the ‘potato Jesus’ meme, a 
botched art restoration by 81-year 
old Cecilia Gimenez of a 19th cen-
tury Fresco depicting Jesus. Casas’ 
zine, titled after the painting, consists 
of screen captures of Google Image 
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searches for the meme around the 
height of its popularity. The cheap, 
black-and white prints of the search 
results exemplify Steyerl’s notion of 
the ‘poor image’: ‘the poor image has 
been uploaded, downloaded, shared, 
reformatted, and reedited. It trans-
forms quality into accessibility exhi-
bition value into cult value, films into 
clips, contemplation into distraction’.16 

A text-based example of a grab-
bing project is Cory Arcangel’s Work-
ing On My Novel.17 The book is based 
on a Twitter account, created by Ar-
cangel, that re-tweets selected tweets 
featuring the phrase ‘working on my 
novel’. Arcangel claims to explore the 
‘gap between the different ways we ex-
press ourselves today’, opposing the 
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humor and banality of the tweets to 
the socially validated creative act of 
writing a novel.18 While there is some 
curation involved, the book still de-
rives from a simple search of a mas-
sive online aggregate of information.

Hunting
‘Hunting’ projects are less interest-

ed in presenting a mass of information 
as filtered through a search engine 
than they are in selecting highly ex-
ceptional images, outliers, or glitch-
es. Soulellis writes, ‘The hunter takes 
what’s needed and nothing more, usu-
ally a highly specific screen capture 
that functions as evidence to support 
an idea’.19 These ‘exceptional’ cases of-
ten point to the rule, calling into ques-
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tion the truth factor of the algorithms 
and imaging systems that structure 
our ways of making digital sense of 
the world. Mishka Henner’s Dutch 
Landscapes is a characteristic ‘hunting’ 
work, representing the artist’s practice 
of collecting Google Earth images to 
create print-on-demand photobooks.20 
The project beautifully explores the 
issues of visibility and government 
censorship that emerge with Google 
Earth’s satellite imaging. Accord-
ing to Henner’s project statement:

When Google introduced its free sat-
ellite imagery service, governments con-
cerned about the visibility of political, 
economic and military locations, exert-
ed considerable influence on suppliers of 
this imagery to censor sites deemed vital 
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to national security. One of the most 
vociferous of all governments to enforce 
this form of censorship were the Dutch. 
Their method of censorship is notable 
for its stylistic intervention compared to 
other countries; imposing bold, [multi-
colored] polygons over sites rather than 
the subtler and more standard tech-
niques employed in other countries.21 

As digital mapping and surveil-
lance technology increasingly make 
the world visible and knowable, Hen-
ner’s project shows the great lengths 
taken to preserve secrecy, and thus 
to preserve power. Because of the 
project’s visual appeal and political 
resonance, the images were widely 
dispersed, circulating in major on-
line news sources such as CNN and 
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the New Yorker. Henner also creat-
ed large-scale photographic prints 
of the series for gallery display in 
addition to the low cost, open edi-
tion print-on-demand book. 

Andrew Norman Wilson’s Scan-
Ops series is a ‘hunting’ project that 
was distributed at the higher end 
of the artists’ book spectrum. Wil-
son worked at Google for a period 
of time, and ScanOps is one of sev-
eral works in his oeuvre that exam-
ines the conditions of production at 
the Googleplex.22 To create the work, 
Wilson combed through the Google 
Books image archive to search for er-
rors, particularly instances in which 
the workers’ hands are visible. The 
series reveals the hidden conditions 
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of labour—generally repetitive and 
low-paid—that go into the scanning 
monolith that is Google Books. Like 
Henner, Wilson created fine photo-
graphic prints of the digital images for 
gallery display, as well as an artist’s 
publication. In this case, the publica-
tion is a multiple distributed through 
Art Metropole, containing nine prints 
of the Google Books images and a 
pair of white gloves, similar to those 
used in rare book rooms. The gloves 
mirror those worn by the workers 
in the prints, but their preciousness 
contrasts the rote monotony of the 
labour represented in the pictures.

Performing
Certain web-to-print works can be 
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thought of as a kind of performance 
with data. These works, Soulellis 
writes, ‘involve the acting out of a pro-
cedure, in a narrative fashion, from 
A to B. The procedure is a way to in-
teract with data and a kind of perfor-
mance between web and print’.23 The 
printed publication often serves as a 
summation of the procedure, creating 
an archive of the trails that one forges 
through the web. David Horvitz is an 
artist who is known for investigating 
(or infiltrating) online platforms for 
circulating information as a kind of 
performance work. In particular, his 
projects are often tied to Wikipedia 
and questions of the public domain.

In A Wikipedia Reader, Horvitz 
asked friends and colleagues to map 
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a thought process through Wikipedia 
articles — and then designed a publi-
cation that charted this process. In his 
own words, ‘What follows is the docu-
mentation of 23 travels within Wikipe-
dia (navigating from article to article 
via a connecting hyper-link, producing 
a string of connecting articles). The 
string of articles produced by each 
travel can be understood as a kind of 
mental map: a wandering in thought, 
or deeper continuous investigation. 
The decisions that each contributor 
made will hopefully produce not only 
an array of interesting subjects, but 
also serve as a kind of supplement 
reader to their own creative prac-
tice.’24 In one example, the artist Amy 
Yao starts with Stokely Carmichael, 
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then to the CIA, Missile technology, 
mobile phone technology, John Le-
Carre and somehow winding up with 
Charlie Brown and Peanuts gang.

Horvitz’s more recent work has re-
lated to digital databases of stock pho-
tography like Getty and Corbis. Sad, 
Depressed, People shows on its cover 
the catalogue numbers of the images 
in the books from these databases.25 
And the book is a collection of repro-
duced images that Horvitz found when 
he searched keywords: sad, depressed, 
people. The results revealed a selection 
of stock photography often used by the 
pharmaceutical industry to advertise 
for antidepressants and other mood 
disorders. Being interested in this 
phenomenon of stock photography, 
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particularly as it relates to mental ill-
ness and the pharmaceutical industry, 
Horvitz had recently inserted his own 
picture into the Wikipedia entry for 
Mood disorder. In the picture, he took 
a portrait of himself in a gesture sim-
ilar to many of the images that he had 
found within the stock photography 
archives. Once inserted into the Wiki 
format, Horvitz gave permission for 
the free use of the image. His most re-
cent publication, Mood Disorder, sim-
ply traces the numerous web articles 
in which his image has appeared.26 He 
did a reverse Google image search to 
find these examples and then published 
these screen-shots of various uses of 
his Mood Disorder images in web arti-
cles from across the globe. The book 
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presents a small archive, an image 
search, that traces how his image trav-
elled, providing a view into a digital 
economy of images as they circulate.

Like this example from David 
Horvitz’s Mood Disorder, web-to-print 
artists’ books have, intentionally or 
inadvertently, an archival quality, in 
that they fix ephemeral online phe-
nomena in a stable printed form. Of-
ten, however, these books are just one 
part of a ‘hybrid’ project that might 
span the printed page, the gallery, and 
the web. While art library collections 
can collect and preserve the printed 
books, they lose context without the 
accompanying projects on the web. 
Therefore, it may make sense to foster 
collaborations between digital archi-
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vists and librarians to preserve exper-
imental publishing online and offline.

Rhizome’s Digital Conservation 
team has already made strides into 
preserving artworks that exist on web 
and social media platforms. For in-
stance, in 2016, Rhizome created a 
dynamic archival version of the Ins-
tagram account @veteranas_y_ru-
cas, as part of a project to document 
how artists self-preserve and archive 
cultural memory online.27 Closer to 
the topic of artists’ books, Rhizome’s 
Artbase contains the archived web-
site of Paper Rad, a prolific collective 
that produced artist comics, zines, 
installations, animation, and music 
between 2001 and 2008. The bright-
ly hued, maximalist page is both 
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a time capsule of early-aughts web 
animation and an emblem of Paper 
Rad’s lo-fi, punk inflected style.28

Web archiving is still developing to 
meet the challenges of rapidly evolv-
ing media environments, varied media 
formats, and the sheer mass of art in-
formation being generated online. We 
might never be able, for example, to 
re-create the Google searches Sabrina 
Fernandez Casas conducted for Ecce 
Homo, but preserving the Tumblr of 
Library of the Printed Web is within 
reach. Though it is easy to view web-
to-print and artists’ publishing as a 
challenge to limited library resources, 
Silvio Lorusso offers a more optimis-
tic outlook on these poor media:29

The modest simplicity of poor media 



495

D
avid Senior and Sarah H

am
erm

an: Screen life and shelf life

doesn’t contradict the ability to preserve 
them. The duplicating aura they carry 
amplifies their resilience: “lots of cop-
ies keep stuff safe,” as archivists say.30

David Senior is Head of Library & Archives at 
San Francisco Museum of Modern Art. Previously, 
he was Senior Bibliographer at The Museum of 
Modern Art Library, New York.

Sarah Hamerman is a Project Cataloger at 
The Museum of Modern Art Library, New York.
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How do we choose what to preserve? 
Any text, image, threaded conver-
sation, or tweet may be considered 
a valuable artifact in today's post-
truth condition. While the pressure 
to save and accumulate is immense, 
so is our need to curate and amplify 
particular messages. After the most 
recent U.S. presidential election, I 
saw people printing tweets and car-
rying them high above their heads 
at protests. Bernie Sanders brought 
a large, printed tweet to the Senate 
floor during one debate on healthcare. 
This act of drawing from digital ar-
chives and displaying printed material 
publicly serves as a material reminder, 
or proof: at this particular moment, 
something was said. As each utterance 
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is broadcast, indexed, and archived 
into our hyperreal state, printing 
still seems to be one way to control—
or at least resist—the narrative.

Printing has always been politi-
cal. The act of transferring material 
to paper carries with it a charge, a po-
tential transfer of state—from private 
to public, from speech to text, from 
one copy to many. These affordances 
of the printed page come very close to 
the definition of publishing itself. Con-
tained within “making public” are 
paper’s properties of exposing, giv-
ing visibility, circulating, and saving. 
Printing digital material is especial-
ly fraught with this charge, because 
embedded within it is a particular 
instinct to pause and preserve what 
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might otherwise be lost—to down-
shift from fast to slow, to resist the 
speed and ephemerality of digital flow.

This call to examine digital ar-
chives has always been at the heart of 
the Library of the Printed Web. When 
I founded the project in 2013, it was to 
collect artists’ books and zines around 
a very simple idea: network culture ar-
ticulated as printed artifact. My inter-
est was centered around artists asking 
questions about speed and materiality 
in this context, as well as themes such 
as authorship, aura, and accessibility.

I would identify that peri-
od, roughly from 2008 to 2015, as 
post-iPhone and pre-Trump. It was the 
time when the network began to get 
personal, to build our trust, to travel 
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with us, to reveal itself in more sur-
prising places. It was the time of the 

“new aesthetic,” a term coined by artist 
James Bridle around 2012, referring to 
“a way of seeing that seemed to reveal 
a blurring between ‘the real’ and ‘the 
digital,’ the physical and the virtual, 
the human and the machine.” (“#sx-
aesthetic,” March 15, 2012, http://
booktwo.org/notebook/sxaesthetic/)

 It was also the beginning of to-
tal network saturation, as artists and 
designers learned to construct iden-
tity, negotiate presence, and pres-
ent work in truly networked space. 

We began to carry the browser 
around with us all day, and to sleep 
beside it at night. What did it now 
mean to see it on paper? How did 
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screen-based work change when print-
ed in this uncanny way? And what 
opportunities did web-to-print af-
ford for distribution, platforms, and 
audience? For a while, it seemed cru-
cial that we acknowledge spaces like 
the Instagram account and the reddit 
thread and text messaging as legiti-
mate venues for writing, publishing, 
and artistic practice. The hierarchy 
between web page and printed page 
had become less fixed, and Printed 
Web was a fitting venue to perform 
and celebrate this slippery condition.

ICP’s Public, Private, Secret ex-
hibition opened to the public on the 
same day as the Brexit vote was cast, 
and one month before Trump was of-
ficially nominated as the Republican 
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candidate for the U.S. presidency. In-
stalled in the museum’s new lobby on 
the Bowery that evening were all of 
the newsprint pages of Printed Web 
4, copublished with the Internation-
al Center of Photography Museum. 
Looking back now, it’s impossible 
not to see this installation—and per-
haps the entire Public, Private, Secret 
exhibition—within a larger context 
of socio-political angst and turmoil. 
I curated the work in Printed Web 4 
around the exhibition’s theme, so this 
sixty-four-page tabloid-size publi-
cation now seems like a particular-
ly good lens for viewing artists who 
worked with issues of identity, privacy, 
and digital archives at the very mo-
ment when #fakenews first appeared.
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Many of the artists in the issue 
suggested that the current state of the 
image was precarious and anxious. 
They did this through the use of found 
material and an acute interrogation 
of the digital archive: Angela Genu-
sa’s Throne (2016) presents hundreds 
of JPG snapshots of U.S. military per-
sonnel posing on Saddam Hussein’s 
throne. The images are part of a larg-
er digital archive assembled by the 
artist from various online locations. 

Wolfgang Plöger’s Accused (2016) 
consists of four tightly cropped, sil-
houetted images. Each depicts a per-
son accused of criminal activity, pho-
tographed in public while hiding their 
face behind paper. Eva and Franco 
Mattes’ The Others (2011) features fif-
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ty-one images from a collection of ten 
thousand photographs taken from 
random personal computers; the orig-
inal authors and subjects remain unac-
knowledged, and most likely, unaware. 

Elisabeth Tonnard’s Geldermalsen 
riots work (2016) consists of two 
zoomed-in images, each of a person 
who rioted at a proposed refugee cen-
ter in the Netherlands. The blurred 
photographs, taken from surveillance 
footage, were originally published 
by the local authorities to force the 
rioters to publicly identify them-
selves. Christopher Clary’s centerfold 
project, sorry to dump on you like this.
zip (2016) shows an arrangement of 
found images of men taken from gay 
porn sites. The work is part of the 
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artist’s ongoing effort to disperse a 
large collection of online porn that 
he accumulated over many years. 

I once tried to identify each of 
the artists in Library of the Print-
ed Web—there are now several hun-
dred—by the types of actions they 
enacted in their web-to-print work: 
grabbing, hunting, or transform-
ing the material in a performative 
way. These acts are nothing new; they 
seem like basic collage tactics now, 
not unlike how the cubists worked 
a hundred years ago. As a rubric for 
understand contemporary artistic 
practice in and around digital ar-
chives, formal moves like these no 
longer suffice; we now need to look 
deeper at the power structures that 
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flow into and out of works of appro-
priation. Who owns the platform? 
Who profits as the work circulates? 

Post-Trump, it’s difficult to see the 
word “grabbing” and not recognize an 
imperialist move. Taking material in a 
way that disturbs authorship remains 
an intriguing strategy for artistic 
practice, but not without these urgent 
questions: Who controls the narrative? 
To what end will the found material 
be used? Does the act of appropria-
tion work to reveal an imbalance of 
power, or amplify an underrepresent-
ed voice, or expose a site of oppres-
sion? Might the work even repair or 
stitch together broken relations?

Library of the Printed Web was 
recently acquired by The Museum of 
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Modern Art Library. I’m seeing the 
project from a different perspective 
now, absorbed into the ultimate ar-
chive of artists’ publications: at a criti-
cal distance, removed from my control, 
and in the context of a much larger 
timeline. More than a year after the 
installation of Printed Web 4 at Pub-
lic, Private, Secret, the project serves 
as a kind of cultural marker, point-
ing us more directly toward inherent 
anxieties embedded in our culture of 
accumulation. The condition of total 
saturation has arrived, and it’s not go-
ing anywhere. As we struggle to make 
sense of all of our material, questions 
around agency, trust, surveillance, 
automation, and labor seem impera-
tive now. The collective need to know, 
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print, share, track, preserve, and in-
terrogate our archives is doubtless an 
urgent one. The question now is not 
whether but how to mobilize curatori-
al practice as a strategy of resistance.

“Urgent Archives” appears in Public, Private, Secret 
(Charlotte Cotton, ed.) published by Aperture (2018). 
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