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The TypEFAcE USEd TN pARTS.
0F ThTs publreaTTon was
TNSpTRED by TLo pROTEST
STQNS STQNT FTYyING QUEER
resTsTewce. THE TYPESET CON-
SIDERS UPPERCASE LETTERS
AS NOT HAVING ANY HIER-
ARCHICAL IMPORTANCE OVER
LOWERCASE LETTERS. Each seT
0F chaARACTERS TS UNTQUE
AND PORTRAYS TWO dTF~
FERENT MOMENTS 0F pROTEST
FroM The early days oF
The gay ITberaTTon Move-
MenT. THIS TYPESET, NAMED
AFTER THE STATEMENTS "1 AM
YOUR WORST FEAR | AM YOUR
BEST FANTASY” AND "FIRST
GAY AMERICANS,” 1S TO BE
USED BY QUEER, TRANS AND
NON-BINARY FOLKS OR BY
QUEER PEOPLE OF COLOR. The
TYyPEF ACE TS OPENTSOURCEJ
pNd caN be downlosded ow
The gENJERTF AT| WEbSTTE.









In Defansa of the Poor Image

o N S TS T

1. This text was inspired in part by “In
Defense of the Poor Image” by Hito Stey-
erl. The following quotes are fragments
of selected quotes that | highlighted,
underlined or circled in my copy of “The
Wretched of the Screen.” These quotes
are meant to help formulate the way
readers engage with In Defense of the
Softcover Book. Each quote is annotat-
ed in the text to illustrate its connection
to the ideas formulated in this writing,
particularly to the ethics of the dissem-
inated printed object. This is a practice
in mapping influence, showing a direct
connection between Hito Steyerl’s essay
and my own. The exercise is an experi-
ment in citation, appropriation and pla-
giarism.
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“The poor image is a copy in mo-
tion.”

THE ZINE 1S THE POOR (MAGE OF THE PUBLISHING
WORLD.

“Poor images are poor because
they are not assigned any value
within the class society of imag-
es” ’

THE DISSEMINATED PRINTED OBJECT HAS AN IDENTI-
FLABLE CONNECTION TO THE LOWER CREATIVE ECO-
NOMIC CLASS, ONE THAT WELCOMES T WITH OPEN
ARMS.

“Their lack of resolution attests
to their appropriation and dis-
placement”

THE DISSEMINATED PRINTED OBJECT 1S A COMPI-
LATION OF BORROWED IDEAS THAT BUILD UPON
EACH OTHER QVER TIME IN THE REALIZATION OF
A SHARED KNOWLEDGE.

“Most of all, its visually is res-
olutely compromised:, blurred,
amateurish, and full of artifacts.”

1



THE DISSEMINATED PRINTED OBJECT (& CREATED
WITHOUT ANY FORMAL TRAINING AND EMBRACES
THE HAPPY ACCIDENT OF AMATEURISM.

“The networks in which poor
images circulate thus constitute
both a platform for a fragile new
common interest and a battle-
ground for commercial and na-
tional agendas.”

THE DISSEMINATED PRINTED OBJECT S MADE BY
PEOPLE WHO HAVE AN URGENCY TO SHARE CON-
TENT BY ANY MEANS NECESSARY.

“Perhaps one has to redefine
the value of the image, or, more
precisely, to create a new per-
spective for it.”

THE DISSEMINATED PRINTEQ OBJECT HAS A VALUE
THAT 1S NOT ALWAYS RECOGNIZABLE TO THOSE
WHO VALUE WORTH ONLY N TS RELATION TO
CAPITAL.

“Poor images are poor because

they are heavily compressed
and travel quickly.”

12
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THE DISSEMINATED PRINTED OBJECT IS CIRCULATED,
TRADED AND PUBLICIZED QUTSIDE OF ANY TRACK-
ABLE MEANS.

“The poor image thus constructs
anonymous global networks just
as it creates a shared history”

THE DISSEMINATED PRINTED OBJECT THRIVES IN THE
PERFECTLY INCOMPLETE COLLECTIONS OFf: COUNTLESS
AMATEUR QUEER ARCHIVES.

“Based on the permanence of
the ‘original, but on the tran-
sience of the copy.”

THE DISSEMINATED PRINTED OBJECT IS BUT ONE OF
MANY COPIES FROM WHICH THE ORIGINAL 1S CON-
TRIVED.

“The circulation of poor images
thus creates ‘visual bonds’”

THE DOISSEMINATED PRINTED O0BJECT CREATES A
CONNECTION WITH A PUBLIC THAT DESPERATELY
NEEDS (TS CONTENT.
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2. This writing was influenced in
part by THE NEW ART OF MAK-
ING BOOKS by Ulises Carrion.
Ulises Carrion is a major influ-
ence for GenderFail because

of his decisive role in defining
and conceptualising the artistic
genre of artists’ book through
his manifesto “The New Art

of Making Books” (1975). The
following quotes are fragments
of text that | highlighted, un-
derlined or circled in my re-
reading of THE NEW ART OF
MAKING BOOKS. Each resulting
quote is paired with an image
of a publication from the Gen-
derFail Archive that illustrates
the quote presented here. The
books shown on the follow-

ing pages are scanned copies
from the archive that have been
digitized for display on gender-
failarchiveproject.com.
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(1
“A book can also exists as an

autonomous and self-sufficient
form, including perhaps a text that

emphasizes that form, including

perhaps a text that emphasises
that form, a text that is an organic
part of that form: here begins the

new art of making books”

(2)

“In the new art every page is
different; everyone is an individual
element of a structure (the book)

wherein it has a particular func-
tion to fulfill.”

(3
“This is so because in order to
transcribe poetical language into
paper it is necessary to translate
typographically the conventions
proper to poetic language.”

(4) -
“Verses ending halfway on the
page versus having a wider or a
narrower margin, verses being
separated from the following one
by a bigger or smaller space - all
this is exploitation of space.”

(5)
“A book is a volume in the space”

(6)
“What is more meaningful: the
book or the text it contains?”

(7

“New art’s language is radically

different from daily language. It
neglects intentions and utility, and
it returns to itself, that gives birth
to, couple with, unfold into, space-

time sequences.”

15



(8)
“The words in a new book might
be the author’s own words or
someone else’s words.”

(9)
“A writer of the new art writes
very little or does not write at all.”

(10)
“Words cannot avoid meaning
something, but they can be divest-
ed of intentionality.”

(1)

“A person may go to the bookshop
to buy red books because this
colour harmonises with the other
colours in his sitting room, or for
any other reason, thereby reveal-
ing the irrefutable fact, that books
have a colour.”

(12)
“pPlagiarism is the starting point
of the creative activity in the new
art”

(13)

“For new art’s author’s language is
an enigma, a problem; the prob-
lem; the book hints at ways to
solve it.”

(14)
“In new art the reading itself
proves that the reader under-
stands.”

16



(15)
“In the new art every book re-
quires a different reading.”

(16)
“In the new art the reading
rhythm changes, quickens,
speeds up.”

an
“The old art takes no heed of
reading. The new art creates
specific reading conditions.”

(18)

“The new art doesn’t discrim-
inate between its reader; it
does not address itself to the
book-addicts or try to steal its
public away from the TV

(19)

“In order to be able to read the
new art, and to understand it,
you don’t need to spend five
years in a Faculty of English”

(20)

“The new art appeals to the
ability every man possesses
for understanding and creating
signs and systems of signs.”

17
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THE DEFENSE OF
THE SOFTCOVER
PUBLICATION.

| devend The soFfcover books Tw The
Genderf o1l LTbrary. v our collecTTow,
The FTRST Thrvg you wrll worTce sbout
suy aRT book (3), publresrron (4) or
zrwne (B) 1s 17s Form. The vrsual sTg-
NITFTERS 0F AN ARTTSIbrsed publrcp-
TTon ok selF-publrshed book communr™
cATE 30 Much TNFORMATTON QUTSTdE 0F
The WRTTTEN conTewT. The qualrTy oF The
pARER, The PRINTTNg pPROCESS, ANd hou
The book Ts bound Tell 4 foT sbouT The book
be%ore TT's evew opewed. Touch becomes
A JEFINTNG ASPECT 0F ONE'S EXPERT™
ENCE WITh AN ARTTSIMade publTcaTTON.
Books Made by ARTTSTS sRE ART obuecTs.
v 2RTS publrcaTTon, Forq TS AS TM™
PORTANT 48 The conTewT housed wrThrw
wha TS consTdered 4 book. (6)

ls The book sTeple~bound? s TT prIWT-
€d ON SOFT PAPER, STTFF pApER, OR A
PAPER yOU NEVER THAQTNEd exTsTed? s
The book RTSOGRABh-PRINTES? IS IT pho-
TocopTed 7 |s The cOver ScREENRRINTES ?
The Focus ov FoRM WIThTN ARTS"besEd
publTShTNg sNd SElF ~publrshed works T3
WhaT sefs These obuecTs ApaRT FROM The
TysTcal NOTTONS 0F haT books are. (7)
The cpRe pul TWTo » book Mpde by 4N
ARTTST ExpaNds The woTTow 0F whal &
book's FuneTTon TS. | Am 0FTENTTMES
JusT S TNSpTREd by The Foem 0% The
book as | amM by The coONTENT IwNSTde.
WhaT do These FORMS cOMMUNTcATE sbouT
The cONTENT oN TheTR TNTERTOR?
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I define an art book as a book of cre-
ative writing, essays on art, or other
text-based works made about art.

So the actual definition of publication
is “the preparation and issuing of a
book, journal, piece of music, or other
work for public sale.” But that’s not
exactly what | mean. A publication is
something that is a multiple and that
is made to be disseminated widely.

A zine is the 4,000 sheets of 8.5 x
11-inch printer paper you took from
the adjunct faculty office in your MFA
program. A zine is 4,000 sheets of
paper that you printed on the black
and white copier that you can use for
free but you definitely took advantage
of. A zine is made using the long-arm
stapler that you keep borrowing from
your friend instead of buying one
yourself.

Scholar G. Thomas Tanselle has said
“There can be no books in which the
format and other physical features are
unrelated to the process of reading
and understanding the texts in them.”
(Literature and Artifacts, 1998)

Think about the most boring book you
can think of. Think of the history text
book from one of those red states
filled with racist, false and colonialist
information. Books that are as stiff to
the touch as they are blithely mun-
dane. This is what | mean when | say
books. Books that are not made by
artists. Books that when you touch
them you feel absolutely unimport-
ant. The books where your disinterest
builds with every page turned.

21



When | mpde The decTsTon To scTTvely
sToRT collecTTng ART books, ZTwes Awd
publTcATTONS AS A pROJUCER 0F SOFT-
cover books, | Made o choTce To scTTvEly
suppoRT oTher publTshTwg provecTs Irke
My oun (8). Thrs decTsTon was largely
eThTcal. As o prOJUcER 0F publTcarTTONS
IV A coMMunTTy 0F sel¥-publrshers,
small presses  pnd covcepTuplly—besed
PRINTI‘Ng PRACTTCES, I‘F!s PLRAMOUNT
To SuppoRT The <OMMUNITY ThaT you ARE
peITVely TRyTNg To be o pakl 0%, s
THPORTANT To dRaw ITWES beTweew whal
TypeS 0F ARTTST Made books | wanl To
Thclude TW My collecTrov snd whreh
JESERVE RECOQNITTON, ANd The wuMER™
ous oTher publTcalTons Thal c=Treulsle
ARTS coMMuNTTTES. My plaTFoRM cRrELTES
Though collecTTung, drsplayTing, ANd sR™
chTvrng 9Tves sprce To books whreh
COMMUNTCATE £ SOFTNESS Thal exTends
pAST TheTr covers. The conTen™ 0% These
s0FTcover books TS woT owly TwFluenced
by Irved experrences, bul The books
Themselves sRe plso vulversble To ITved
EXRERTENCE ThrRough ThETR EXpOSURE T0
The world. The books Tw The Gewdewfari
Lrbrary sre unspologerTcplly sowr.
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Here is a list of some of the projects
that utilize in some way the book or
printed matter that has been a source
of inspiration, friendship or context for
GenderFail: 3 Dot Zine, 8 Ball Com-
munity, Alicia’s Klassic Kool Shoppe,
Art Metropole, Badlands Unlimited,
Banner Repeater, Bureau of Gener-

al Services—Queer Division, Cake

Boy Magazine, Capricious Publish-

ing, DIK Fagzine, Drew Sisk, E-Flux
Journal, Endless Editions, Facadomy,
Film Front, FIST, Garden Library for
Refugees and Migrant Workers, Girls
Like Us, Homie House Press, Issue '
Press, Issues, La Chamba Press, Leslie
Lasiter, Liz Barr, Lunar Insurrection,
Margins, Martian Press, Microeditorial
Amistad, Nicole Killian, Other Forms,
Paige Hanserd, Papercut Zines, Paul
Soulellis, Pegacorn Press, Phile Mag-
azine, Picture Newspaper, Pilot Press
Londen, Pioneer Works Press, Post
Office Journal, Press Press, Public
Fiction, Publication Studio, Reading
Zimﬁabwe, RISE Indigenous, hope
Press, Sarah Faith Gottesdiener, Slavs
and Tartars, Small Editions, Soft City
Printing, Sternberg Press, Temporary
Services, The Asia Art Archive, The
Betty’s, Triple Canopy, Ulises Books,
Ulises Carrion, Unity Press, Wendy's
Subway, Yugoexport (irena Haiduk).
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DIsseEmTWATTON, 08T aNd pcceESSThTIT-
Ty ARE EXTREMElN, THMPORTANT To My ATHMS
A3 A collecTor 0F books mpde by ARTTSTS,
The soFTcover book wenTs To be collecr-
£d, SAved, Touched ~Nd used. These books
gATher valug Through Therr conlacl wITh
people. ThTs velue does woT come From TTs
RARTTY bul TTs commonslTTy (9). Books
TV The GenderFaTl ITbRARY <N be Found
W aNy place where ARTTSTMade pub-
ITcsTTONS pRE gTveEN » plaTForm. These
books e woT alupays sold For prOFTT
FROM The pROVIJER To GewderfaTl, bur
ARE 0FTEN TRAdEd, gTFTEd, FOUNJ OR EX™
chenged. Each publTcprTToN £dded To The
Gewderf o1l ITbRoRy has TTS oun wak™
ReTTVE cReEpTEd by The unvTque wpy TW
whreh IT was AcquTred; Thrs TS AN
THMPORTANT paRT 0F The book's hrsTomy
EVEN TF TT SEEMS bORTNg, UNTHMpORTANT,
OR EXPECTED

These s0FT<over books ~RE STEEpEd TN The
AFTEREFFECTS 0F collsboraTToN. Such
collaborarrons (10) hoppen TW varTOUS
usrys JURTNg A publTcsTTon's process
0F cREATTON, ANd They cONTTNUE TO hep™
peN lowg AFTer The oboecT T3 ITvrwg
oul Tv The world. CollsboraTron T3 £ Key
pART 0F ty TNTeResT TW The books | col-
lecT Tw The GewderFor! LTbrery. Eprch
book 13 A collecTron 0F Thoughts ThaT
spesk To Therr MullTple suThors wrTh-
TN ove FORM. The producers (publTsher,
bookbTNJER, PRINTER, PAPERMAKER) 0F
ANy book (zTwe, publTcsTTon ok ~RTTST
book) sre TN collaborsTTon wWITh esch
AUTHhoR (WRTTER, JEST GNER, THpGEMAKER,
€dTTOR) TW The MAKTNG 0F The pRINT-
£d oboecl. As These publTc,TToNs sre
dTsSseMTNATEd TWT0 The world They Are
WATTING FOR TheTk TNTERACTTONS WITh
Sﬁ\:"“ publre They TwhebIT.
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The commonality that comes with

a widely-disseminated object. The
commonality that is trying to become
“common knowledge” to a public that
is not yet convinced. The commonality

. of a collective struggle illustrated in

the pages of each book. The common-
ality that is desperately needed for
those who are positioned as “other”
in dominant culture. The commonal-
ity that comes from a free or afford-
able content. The commonality that is
important to those looking to foster
community. The commonality that
comes from the resistance against a
common oppressor.

Collaboration, in this text, meaning
the feedback implemented, creative
work undertaken, labor spent doing
or time spent engaged with a printed
object. In this way, my malleable defi-
nition of collaboration extends to any
public that comes into contact with a
publication. The act of engagement is
an enactment of collaboration.
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lwrll derend, unspologerTe plly, The soFT-
cOVER book, The selF ~publrshed zTwe, The
book Mpde by 4 small Twndependent pub-
[Tsher, 2s AN TrMpoRTANT Tool For The
THusTRATTON 0F £ RpdTcrl SOFTNESS AS
A boundless Form 0F ReESTSTANCE.

The ZTwe, The soFTesT 0F The soFTcover
book, TS Tewder. There pre culfurel odes
burll Twlo ITs ForM, ubTeh IT sTGNT™
FTes lovg beFore you Tury TTs FIRST
pege (11). A zrwe evokes 2 legacy
0F AUThoRShTp ThaT Ts wol exclusrvely
WRTTTEN by STRATGN, <Ts, uhrTe Mew
buT has, 0F course, beew mMTshewndled by
sTRaTgh, <Ts, whrTe men. These zTwes
CONTATN VARTOUS WAVES 0F FEMINTST
twrsTorTES, The hrsforTes oF DIY subeul-
TURES, QUEER hTISTORTES ANd The hrslo-
RTES 0F WUMEROUS ACcOUNTS OF OppRES™

stov (12).
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Class is built into its format. A zine
communicates a level of accessibili-
ty through its materials and its form.
White copy paper, staples, and black
and white toner- materials that are
typically associated with heteronor-
mative office work- are radically
transformed into something different.
Here | am referring to the most sim-
plistic notion of what a zine can look
like.

Acts of oppression by police, acts of
oppression by the government, acts
of oppression by multinational cor-
porations, acts of oppression under
capitalism, acts of oppression by
white men, acts of oppressicn by sec-
ond-wave feminists, acts of oppres-
sion from toxic masculinity, acts of
oppression by white nationalists, acts
of oppression by people in positions of
power, acts of oppression caused by
the war on drugs, acts of oppression
thinly veiled as the illusion of prog-
ress, acts of oppression that separate
people from their families, acts of
oppression that help to uphold white
domesticity, acts of oppression that...

27



A ZINE TS Made To be dTSseMTNATEd To
publTcs oTherwTse ForgofTen by herd-
cover books (13). IF 13 Mede AT 4 grEAT
expense (14). 1 s made wrThoul e
cEsS T0 aNyThTNg SubsTANTT 2l To prOduce
A WORK UTTh subsTawnce.
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The low production costs of zines give
this softcover book the ability to be
reached by a larger number of people.
A hardcover book for example, takes

a lot more money to produce and
therefore its each is limited. My main
critique of the hardcover book is not
the content housed within its covers,
but the amount of money needed to
produce and acquire these objects. |
make, produce, collect and dissemi-
nate works that are as close to being
free as possible. The softcover forms
allows for an accessibility that fits
within the conceptual framework of
how | wish to position myself as facili-
tator of printed matter.

Okay, here | am not talking about a
“great expense” as in the “great ex-
pense” that it takes to buy a zine. | am
talking about the labor that went into
its creation, the life lived behind each
word written, each photo stolen. The
time that was spent in between jobs,
stresses, relationships, belittlements,
anguishes, feelings of instability, tears,
traumas, and regrets.

29



Zrives cTreulpaTe WTThrwv on alfeens-
rrve econory (15). They sre mpde ov 4
VARTETY 0F SURFACES ANd cONSTRUCTES
TN o vaRTETY 0% places (16). They sre
Made anonytously (17). They sre shere-
pble oboecTs.
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Economies that thrive in corners of
your local community center. Econo-
mies that do not look to outsell, buy
out, merge, take over or run out of
business. The economies that exist in
anarchist free spaces and in the col-
lective memories of the 1990%.

There isn’t an ideal surface or place
for constructing a zine. Zines are
produced in a variety of places. These
places range from public to private,
familiar to foreign, crowded to empty,
porous to smooth, messy to clean...

There are a number of zines that |
have made in my life where my name
does not appear anywhere on the
cover or inside the pages. There are a
number of these zines in my collec-
tion that are also anonymous. There is
something about the urgency of mak-
ing zines in which authorship doesn’t
become the most important part.
This lack of a regard for authorship
becomes an anti-capitalist gésture,
something like the complete opposite
of a trademark. This invites others to
build up the ideas of the unknown au-
thors; to plagiarize the content in the
refusal of complete ownership over
any idea.

N



They cOVER 4 VARTETY 0F SubsecT Mal~
Ters, concervs snd content (18).

32

18. A zine thanks god for abortion, Azine helps men untearn rape.f' zine Is a leshian
utopia. A zine you disappear in america without a trace, A zine explains
ledmishommm&ukzinefuckln(hmdo lsitnmw.A:lmka
guida to homemade revolution. \ﬂnoismhu!iybﬂia iumm«u. Azine s

where'memas go to dia. A zine a.collacti otos of affolding & sup-

Imu.:\ihnisadlsplayof ams generated msﬁetyrktnxfmcolhﬂhnof

magnofpoophw!mlng ps from game shawis. A 2ina i5 & collection of

melpes formomnf ests. A zine Is a collection of work from the Wrﬁnlpantn of

rom og

uados, A zine asks questions like “Who itl Police the
Mm‘nﬂnainwywmﬁepmm;lm Azine ﬂldw
plnmn in the age fav. A zing talks ahm

positivity. A &sm:mclmudms Ath'-ehagmum
zinefm. A:inohkuyoulmthﬂilunfaqum archi izmt.nzlne
stibws Images of naked gay men, hzlnehfnrmam audiences, A ks about
consent, baby. A zine is a testimonial for topics too il to say out loud. a zine
Is-about ail utyandmammﬁthsofm zineisa iorium-uw-
sular injections. A zine is an excavatlon Into a lbrary. A zine Is IM
pression, dysphorla, and anxioty. A zine is In pursult of the breakdown of capital-
ism. A zine magukhm survivin, ﬂncoltapu of society. A zine istblwwuuh
against prisons. A zine s a comic af ] dog hkin m‘ﬁ against thefr crust punk
owner. A zine Is an itlustration of work &< and war. A zine is a col-
!mﬂmﬂﬁnwglﬁshyahalbpyaﬂmmmen o s sick of the lack of media

: upmsunathnﬂla: can refate to, A zina is a field m and sudlo companion

1o real fake clouds. A zine is o' influenced by

critical theorists. & zine is an uparimenm! movie review platform, A zine Is a col-

lection of props , manifestos, & experi A zine Is a collection of rainy

dqﬂdht.mmmmnpurcwmyhas lected a white su t who
rags a

ng:n{y about sexually assault) A zine talks about g gueemess and

the art'af possi A zine is a collect! no!ﬂlmfaod nsmcom anied Nlm
Mmmg ad lmag cnﬂ'uh hy

is pratty
!:d(apﬂ!h! trip to thalland. A zlne isa how-te ulde hr iumt mak shan
hura.ﬂzinaiumlhuﬁanof .  earth ima -';géf ro- li’#a prng;
a tie is a colloction of unsolicited t! VAzineisa Iist of some things

-.%Mlﬂm!sadwiuacapﬂaﬂﬂm xlnaaskssgroup people in a

to explaln th define their queerness. A
tica, A zine critiques the

monnuhip of pride fests, A zlne is an introduction to anarchy 101, A

music and house shuws, A zine ahm}ag the first 100 google images
ruunsnfthowd twink. A zine about gay goths. A zine about safer spaces, A zine
in pursuit of a whiteness that doesn't axist, A zine of wiung: on the greek insur-
rection, A zine by a famous queer painter. A zine of naked i“ men surrounded by
ﬁmmﬂ:imnafﬂde tumtofnm:tnn#ng nidar. A zine about the powesr
of politics of pride. & zine on being an intravert. A :mu of female crane operators.
A zine with an mnmia:m:mm tape. A zine is a collection of images of
g towsrd a connection of parts that remalh foreign.

18.1
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in my attempt to print footnote 18 on
my risograph machine using newsprint
paper, | ran into “difficulties” in the
execution of the print. Rather than
giving up on my failed attempts to
achieve a “perfect print”, | decided to
let the printing process dictate the fi-
nal outcome of the edition. Below are
the notes from the resulting variated
edition of footnote 18, a collection of
various subject matters addressed by
the zines in the GenderFail library.

Note: the edition number of the pub-
lication yocu are currently reading is
directly linked to the individual nature
of each print in this edition of 99,

18.1 - Text is printed in the intended
orientation on both the top and the
bottom. Print at times is off-centered
but the text is more or less legible.
1-1

18.2 - Text is printed in the correct
orientation on the top but is upside
down on the bottom side. Print at
times is off-centered but the text is
more or less legible. 12-18

18.3 - Text is printed in the wrong ori-
entation on the top but is in the cor-
rect orientation on the bottom. Print
at times is off-centered but the text is
more or less legible. 19-22

18.4 - Text is printed in the wrong ori-
entation on both the top and the bot-
tom. Print at times is off-centered but
the text is more or less legible. 23-26

18.5 - Text is printed in the correct
orientation on the top and the riso-
graph machine would not feed the
bottom half of the text. Print on the
top half is at times off-centered but
the text is more or less legible. 27-47
33
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18.6 - Text is printed in the wrong ori-
entation on the top and the risograph
machine would not feed the bottom
half of the text. Print on the top half
is at times off-centered but the text
is more or less legible.

48-51

18.7 - Text is printed in the intend-
ed orientation on both the top and
the bottom but there are spelling
mistakes in the text printed. Print at
times is off-centered but the text is
more or less legible.

52-62

18.8 - Text is printed in the correct
orientation on the top but is upside
down on the bottom side and there
are spelling mistakes in the text
printed. Print at times is off-centered
but the text is more or less legible.
63-68

18.9 - Text is printed in the correct
orientation on the top and the riso-
graph machine would not feed the
bottom half of the text. There are
spelling mistakes in the text print-
ed. Print on the top half is at times
off-centered but the text is more or
less legible.

69

18.10 -~ The risograph machine would
not feed the top or bottom parts of
the text. A smaller printed copy of
the text is stapled in the upper left-
hand corner of the newsprint sheet.
70-20

18.11 Newsprint has been ripped or
destroyed in parts and and the prints
are in various states of legibility.
91-99
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They show The baTTle sTgNs 0F hesvy use.
ThETR SURTF AcES ARE FRagTlE 4Nd ££5THy
show STghs 0F daMpge. Each RTp, Tesw,
bRUTSE ANd MTSSTWNG PAGE COMMUNT™
=4TES A hTsTORy, ONE Thal TS covnecTed
To each pERSON Who has coMe TN cONTacT
Wwrth The obueer (19).

The soFTcover publTcaTTON, The ONE pRO-
duced WITh care by A small TwdependenT
sublTsher, TS The soFTwvess weeded TW
The MASS pROJUCTTON 0F cppTTalTsM. The
soFlcover book TS FTiled wrrh cowlent
Thal T TNFluenced by TTs Form, swNd
TAKES A FORM ThaT Ts TwFluenced by
TTs conTenT. The soFTcover publTcaTTon
TS JROUNTNG TN The ,cls 0F collpborp-
TTow.
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Returning to this idea of the abstract
notion of value, | see marks, bruises,
ripped pages, spills, highlighted pages,
fluids and other distributions upon a
book’s surface as marks of value that
have been administered by heavy use.
These marks of affliction add value to
an object that comes directly from its
interaction with a public. 1 can’t stress
enough how much value these marks
hold for each publication in the Gen-
derFail Library.

37



The s0FTcover book ExsMTNES TSsues Rel~
EVANT To AN ExpaNded ARTS publre (20).
These publTcaTTONs FITRT WITH The ForM
0F The herdcover book whTle ReT2TNTNg
EXPERTHENTATTON, coNcEpfupl RTgoR ~Nd
A MaTERT Al quAlTTY ThaT comes WTTh The
SOFTNESS 0F TheTR FoRMS. [he SOFTcOvER
publTcaTTON Ts The pERFECT MARRT AgE
befueen The pccessTbrirTy oF wmess
PROJUCTTON ~Nd EThTcs 0F selF-pub-
ITshrwg.
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Publications on the politics of design,
publications on art and etiquette,
publications on arts criticism and the
arts outpost, publications on a queer
anthology of loneliness, publications
on the future of curatorial education,
publications on political subversion,
publications on complete love, pub-
lications on public movement, pub-
lications on solutions to america,
publications on the solutions to the is-
raeli military occupation of palestine,
publications on care, intimacy and
warmth, publications on art and prac-
tice, publications on spells, publica-
tions on conversations about HIV/AIDS,
publications on militant print, publi-
cations on utopian knowledge, radical
pedagogy, and artist-run community
art spaces, publications on failure,
publications on the contemporary
condition, publications on publishing,
publications in defense of the poor
image, publications on dead manifes-
tos, publications on citizen culture,
publications on self-publishing, publi-
cations on the fantasies of the library,
publications on becoming impercepti-
ble, publications on the library of the
printed web, publications on queer
zines, publications on twenty-six
small swimming pools, publications on
sex of the oppressed, publications on
mother tongues & father throats, pub-
lications on montreal’s contemporary
arts community in 2017, publications
on teaching art in times of change,
publications on seven days in the life
of an artist, publications on socially
engaged art, publications on if fash-
ion matters?, publications on frontier
imaginaries, publications on gay phone
directories, publications on going four
times through the labyrinth...
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These publrcsTTons are Too common (21)
To be awyThTng speeT sl (22). The so¥7-
coveR book TS RTPE FOR The WEAR™ANJ™
Tear 0F heavy use (23).

The soFTcover publTcaTTon cpan be col-
lecTed sTmply becsuse 0F The qualrTTes
0F ITS pages; The way IT Feels whew
you hold IT, The vTbraNcE 0F TTS cover.
Erch so0FTcover book becomes o gesTall
0% colors, shapes, FORMS ANd STZES.
These WORKS, uNITRe ZTwes, do cosT Mow-
Ey T0 produce ANd havE ITMTTS ow TheTw
resch To ceRTATN publres. ThereFoRre,
The soFTcover book MusT cONvINcE TTS
publTe 0F TTS worTh. [T MusT deFTNE TTS
FORM TN RelaTTonw To TTs cowTen awnd
TTS coNTENT A% beTwg TWFluewced by TTs
FORM™ [0 cONVINcE ME 0F ITS UNTQUE™
NESS, TTS WORTh As A book Tw sny col-
lecTTon. Each 0F These s0FTcover books
TS AN TWNVESTTgaTTON TNTO A FORM ThaT
hes woT beew ReplTzed TV qurTe The
SAME WAY bEFORE.
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22

23

“Common” referring here to a soft-
cover book that is one of many in an
edition. They are not unique objects
made as an a unique object. The com-
monality of the softcover book allows
for it to be disseminated widely and
used heavily. Its worth is not mea-
sured by its ability to collect dust,
become indifferent or, worse yet, be

forgotten.

“Special” meaning in relation to the
hyper-capitalist art market where val-
ue is measured by dollar signs. Failing
to have value in this system is some-
thing that is actually indeed special.

Each torn page, mark, bent corner,
coffee stain, missing page, faded
color, invokes the lived experience of
the object. These signs of wear and
tear communicate the history of the
object, one that reflects the ways in
which a body has pressed itself upon
it.

a1



EPILOGUE:
"THE ETHICS OF
QUEER PUBLISHING

Whal pre The elhrcsl responsThbTITTTES 0%
FRTS publTshTivg peRTATNING To The consump™
TTON 0F OUR RESOURCES JURTNg The THMpENITNg
elrmale drsasTer 7 WhaT see The eThreal ob-
[TgaTTONS 0F ARTS publTshrng As relpTed To
The OTSSEMTNATTON 0F PRIWTE] MATTER TH A
TrMe 0F polTTTepl TNSTATITTY ? Whel cee
The efhrepsl oblrgafrons 0% ARTS publTshrwng
£T Ny TTMe TN general? WhaT T8 The worTh
0F AN ARTS"based publrshrwg precTTcE?

(24)

As cresTTve fpbourers (25), 17 13 wee-
E3SARy FOR US To JecTde upon The EThTes
Thal our producTTons wrll employ. Whal Types
0F conTenT (R MeTERTAITZEd [nbor) sre ue
pUTTTNg ouT TwTe The world, ~nd who has sc
cess To 177 Would we have access To The
oboEcTs Thal WE ARE MAKTNG TF WE WERENT
Therr Makers 7 Do we ITKe The people who Are
buyTwng OUR ART, cONSUMINg OUR cONTENT ANd
TakTwg our TTme? WhaT sre The draloguss
cReLTED ThRough OurR WORK ~Nd Lhe has cow™
Trol over TheTR converssTTons 7 WhaT sRre The
|ITMTTs 0F our gewerosTTY ?

These sre The quesTrows, Thoughls Awd obse™
vaTTows Thel help To desTwe The eThTes 0%
my praciTee (26). | ursh To perperusle The
s0FTVESS 0F The 30FTcover book Tw conTRasS
To The hardness 0F The hardcover book. | wrsh
To FosTer cRTTTepl dTplogues ov The so®T-
cover book To replece The borTng “pRTNT T
depd” convERSATTON SURROUNITNG The hard™
cover book. | WTsh To coNTTWuE To sdvocsTe
For The sHallesT 0F The presses.
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26

Worth outside of its relationship to
money. Worth as something intangi-
ble. Worth as it is related to an eth-
ics. Worth as a goal “worth” striding
towards. Worth as a goal that hasn’t
yet been realized. Worth that consid-
ers those who aren’t deemed worthy.
Worth which works towards a defini-
tion that is always in communication
with others’ definitions of worth.

A term | heard by MKE<->LAX founder
Sara Daleiden during an artist talk at
the Milwaukee Institute of Art and De-
sign in 2013. The term “Artist Laborer”
sits better with the ethics of my arts
practice than “Artist” does.

As a publisher of disseminated media,
as a collector of softcover books, as

a person with a collaborative prac-
tice, as a cultural producer of content
consumed largely by a queer public,
as a creative laborer with aesthetical
concerns, as a white-gueer-non-bi-
nary-citizen-of-the-united-states-
of-america, as a person living with
bipolar-depression, as someone who
is about to get an mfa, as a human
being who wants to think about other
human beings more.
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This publication does not cost any set

amount of money but will be bartered,

traded or gifted to a person, collective
group, or institution at the discretion

of GenderFall. On the line below Is

the agreed upon exchange, trade, or

reason given to the presenting person,
group, or Institution. This transaction

Is not valid until each party has signed

upon the line below.

Barter, Trade
or Reason Gifted

Signature of
GenderFail

Signature of
Person, Group or Institution
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