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from the editors

01.01.2015 Much of the discussion around publishing 
is sustained by an editorial perspective in which digital 
technology acts as replacement of printed matter. Thus, 
the relationship between the various editorial media 
transforms into a rivalry where only one manifestation 
may prevail. As editors of Form—Volume, a magazine 
that combines multiple medial manifestations, we 
believe this approach doesn’t take into consideration 
the dynamics of mutual complementarity and 
negotiation that  that emerge from the combination of 
different media in publishing and magazine platforms.
In order to create a better understanding of the current 
editorial models, we should find out what print has to 
say to digital media besides its remediation, and what 
can the digital media contribute to expand the print 

An Imminent State  
of Discovery
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medium beyond it’s material restrictions. With this 
framework, this issue of Form—Volume will approach 
the publishing models that arise from the post-
digital culture, considering the transformation of the 
publishing gesture in the digital age and beyond. 
The post-digital context allows a more inclusive 
understanding of the publishing field, in which new 
editorial models, based on the digital medium, aren’t 
the only object of study and where “old” and “new” 
media are not in a natural opposition. In a post-digital 
publishing context, printed matter doesn’t belong to 
the past and digital tools are not inherently innovative.
For that matter, we take into account the dynamics of 
coexistence and complementary among media, in order 
to expand the field of publishing and the editorial 
approaches that have been explored in various projects 
and publications. This issue represents the editor’s 
persistence on rethinking the publication spectrum 
beyond the conventional models and objects, paving 
the way for greater understanding on new artistic 
practices and the modes of reading and viewing they 
engender, resulting in innovative formats that contain 
different writing dynamics, intermedia artwork and 
experimental publications.
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Florian Cramer
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Florian Cramer

2013 In a keynote lecture on uncreative writing at 
the Berlin-based media arts festival transmediale in 
February 2013, Kenneth Goldsmith demonstrated 
his Internet-age update of literary writing, with avant-
garde poetry generated through Google searches 
and JPEG images whose pixels were glitched through 
the insertion of the text of Shakespeare plays into 
their source code. For a general audience, this was an 
accessible eye-opener on otherwise abstract media 
theoretical debates of cultural change through new 
technology. For seasoned followers of new media 
art, it seemed like a rehash of late – 1990s net.art 
experiments in the field of literary writing. In any case, 
these “aesthetics of failure” are thoroughly yet, using 
the terminology of American composer Kim Cascone, 
could be simultaneously called “post-digital”: It is 
an approach to digital media that no longer seeks 
technical innovation or improvement, but considers 
digitization something that already happened and can 
be played with. 1

Post-Digital 
Aesthetics
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It is characteristic of our time that shifts of information tech-
nology do not occur synchronously. When Cascone observed a 
“post-digital” aesthetic within electronic music in 2000, computer 
music was 44 years old, twenty years had passed since the inven-
tion of the audio CD and seven years since the public release of 
mp3 technology. Other media experienced their digitization much 
later. In book and newspaper publishing, a large-scale transition 
from paper to digital electronics as the standard distribution me-
dium has just begun2, and unlike electronic music, electronic 
poetry has so far remained in a small academic niche3. In con-
temporary visual art, Internet-based art forms have for the most 
part remained in a media art ghetto with little exposure within 
the system of contemporary art biennials and contemporary art 
centers4.This has changed only recently with younger generation 
contemporary art, particularly from the USA, and the populari-
ty of (commercial) Internet platforms such as tumblr for art that 
takes the form of found third-party material, or, in contemporary 
art jargon, art as curatorship5. Currently, the blog HyperAllergic is 
the best resource on this tendency in contemporary art. In March 
2013, it will co-host an event called “The World’s First Tumblr Art 
Symposium” in Brooklyn6.
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Yet in all these examples, the rupture is neither absolute nor syn-
chronous, but an asynchronous process, occurring in different 
speeds and over different periods and being culturally diverse in 
each affected area. The term “post-digital” is partly ludicrous be-
cause it wrongly implies only one single moment of a historical 
break. It is not ludicrous as a descriptor of the reaction of arts to 
the cultural impact of digitization, rather than the heroic narrative 
of artists as technological innovators who prototype mainstream 
development that is typical for the mainstream field of “media art”. 
That electronic musicians reacted to digital technology by playing 
with its glitches rather than buying into its marketing promise of 
improved, cleaner fidelity – the same promise that is still effective 
when, selling, for example, 3D and 4K TV sets – is just one side 
of the story.7 Nobody but experts can see the difference between 
cleanly shot and project analog 35mm film and digital 4K video; 
the characteristics of any medium only reveal themselves in its 
misbehavior at the low end.

After giving his keynote in Berlin, Kenneth Goldsmith was asked 
by Annette Frick, a subcultural photographer who had been docu-
menting the queer and artistic underground of the city for decades, 
to have his picture taken. He was intrigued by her proposal not be-
cause of Frick’s reputation – since he wasn’t familiar with her work 
-, but because of her camera, a 1960s analog Mamiya 6x6 medium 
format Twin Lens Reflex. Superficially, it was ironic that the radical 
proponent of a digital copy-and-paste poetics would be charmed 
by old media technology and its attributes: slowness of process in-

For communication media and artistic production, 
digitization and the Internet mean a historical rupture just 

as, for example, neoliberal globalization meant a caesura for 
world economics or the rise of monotheism two thousand 

years ago changed world religions.
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stead of quick gratification, craftsmanship instead of poetry made 
by all8, highest quality reproduction instead of bandwidth-saving 
compression. But this seeming irony or contradiction really wasn’t 
one on a larger scale of post-digitality.

In a time where publishers and “creative” writers insist on 
realist prose printed on paper, pasting a Shakespeare poem 

into a JPEG file counts as a defiant concept of writing.

But in the same time, where all press photographers shoot with 
digital cameras, shooting with a medium format camera on film 
– in the venue’s women’s toilet, it should be added, because it was 
the only space that provided enough light -, is just as much an an-
ti-mainstream media attitude.

Post-digitality, in a 2013 definition, can therefore overlap with 
what is otherwise called “retro media” or, to quote Simon Reyn-
olds, “Retromania”9. What Reynolds, from his pop music histori-
an perspective, misses to see in his much-discussed 2011 book on 
“Pop Culture’s Addiction to Its Own Past” is that the contemporary 
renaissance of vinyl and audio cassettes10 have different cultural 
significance than, for example, a Motown or a punk revival. To 
quote his introduction, retro “is always about the relatively imme-
diate past, about stuff that happened in living memory”11. Vinyl 
and cassettes indeed meet those criteria; the lack of a larger scale 
renaissance of, for example, reel-to-reel tape recorders backs up 
Reynolds’ point. On the other hand, there is a contemporary logic 
to the return of vinyl after mp3 and, more generally, the distribu-
tion of music as files had rendered CDs clumsy hybrids of mp3s and 
classical records – lacking the flexibility of a file while also lacking 
the crafty visuality and tangibility of the LP and the DIY cassette. 
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printed because they are not web sites or PDFs.

In this history, there would be almost no connection between clas-
sical fine art painting to the modern arts, but it would start with 
medieval craftsmanship, continue with the Arts & Crafts move-
ment in the 19th century, Bauhaus in the 20th century and end 
with the contemporary “creative industries” including most of 
contemporary artistic practice, including artist-made books, zines, 
cassettes, vinyl, but also electronic circuit bending, Fablab making 
and software hacking. In Richard Sennett’s 2008 book “The Crafts-
man”, this arts tradition has found its bible12. For Sennett, crafts-
manship transgresses manual labor and encompasses all forms of 
productive making, from carpeting to artists’ work and the coding 
of the Linux kernel13. Sennett points out that there is no binary 
divide between craftsmanship and industrial production.

Similarly, artists’ DIY movements since Arts & Crafts – and in-
cluding Fluxus and punk, for example – were struggling between 
either resistance to or embracing of industrial production. Flux-
us multiples and punk zines were both simultaneously: handmade 

Vinyl and cassettes have thus become post-digital media. They ex-
ist today only because they compensate for deficiencies of digital 
files – deficiencies that are both aesthetic and social, since tangible 
media are means of face-to-face interpersonal exchange. Exactly 
the same is true for the booming media of artistic printmaking: 
zines are made because they are not blogs, artists’ DIY books are 

One could write an alternative history of the Western 
modern arts as a struggle with industrialization.
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and mass-reproduced objects. Their DIY tradition therefore in-
spired both radical anti-copyright digitality – from early artist-run 
net.art platforms like The Thing to Goldsmith’s uncreative writing 
– and post-digital DIY making, from contemporary DIY film labs 
that gave birth to neo-structuralist 16mm film makers like Ben 
Rivers and Luke Fowler, to artists’ zines14.

The term “post-digital” is just as ambiguous – and prone to reac-
tionary misappropriation15 – as the term “post-industrial”. In fact, 
they are two sides of the same coin, with the only difference being 
that the true industrialization of so-called creative labor started 
with the Internet, 150 years later than the industrialization of other 
forms of production. “Creative labor”, in other words, was anachro-
nistic because it had thought of itself as being post-industrial when 
it was still pre-industrial. The zine makers and vinyl collectors are 
what is left in post-industrial cities like Detroit, Glasgow, Berlin 
and Rotterdam after creative industries became not only metaphor 
but a reality – but as IT companies in Silicon Valley and Bangalore.

Drawing on Jacques Derrida, Simon Reynolds uses the term “haun-
tology” for the work of artists who “trawl through char ity shops, 
street markets and jumble sales for delectable morsels of decay-
ing culture-matter”16 Among his examples are William Basinski’s 
Disintegration Loops17, a series of sounds works released in 2002 
based on old analog tape loops that were literally falling apart dur-
ing their digital transfer. Process and aesthetics are quite similar 
to Nam June Paik’s Zen for Film from 1962, a loop of blank 16mm 
film that gradually acquires dust and scratches with each new run 
through the projector, which nowadays is mostly viewed as its pix-
elized and digital compression artifact-ridden YouTube version 
based on an earlier DVD transfer. Conversely, digitally mastered 
movies are now preserved on analog film to avoid digital decay. In 
the post-digital condition, “old” and “new” media no longer exist as 
meaningful terms, but only as technologies of mutual stabilization 
and destabilization.
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Gwen Allen

The New 
Dissapointment

13.12.2013 Triple Canopy deputy editor Lucy Ives's 
essay "The New Disappointment" appears in the Winter 
2013–14 issue of the literary journal Fence. The essay, 
reproduced here in full, makes a case for what's at 
stake in contemporary publishing and literature (hint: 
it's not just about the luxury condominiums).
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I became interested in disappointment as a leading affective reg-
ister of the moment at the end of this past summer, when I read a 
tetchy note by a someone named Kevin Cassem, “Canopies in the 
Air: Triple Canopy Dreams of ‘Slowing Down,’” at the online poet-
ry review The Claudius App. The piece affected me as much for its 
meandering dissatisfaction and indistinct Marxian rumblings as 
its eccentric purchase on facts about the subject of its critique; but 
let me not get ahead of myself! “Canopies in the Air” described the 
recent activities of the online magazine Triple Canopy, a magazine 
with which I have some acquaintance, having been one of its edi-
tors for the past two and a half years. In a nutshell, the piece said 
that we were assholes.

The fundamental misunderstanding – by which, to be clear, I mean 
error – driving this bizarre takedown seemed to be, as hard as this 
is to believe, an assumption that Triple Canopy would somehow 
use funds ($100,000) raised during a recent capital campaign to 
purchase real estate in New York City. It was this belief, or fear, that 
seems to have motivated the author to reprimand the magazine 
for a kind of generic trespass: “Physical space – long prized by the 
art world and its associated institutions – should perhaps not be a 
primary concern for an online magazine.” Thank you for the note.

Your note is particularly well taken as we have no plans to use this 
capital to buy brick, mortar, or white cube (on which more in a 
moment) – or even to become a household name, in the case you 
only meant the part about physical space in a figurative way and 
were in fact delicately warning us about amassing too much “pow-
er,” as I think is more likely. An initial suggestion I might make 
(perhaps to the editors of The Claudius App themselves, who pre-
sumably read this writing at some point before its publication), is 
that this imaginative speculation regarding Triple Canopy’s nefar-
ious future should have appeared in the very first lines of Cassem’s 
exposé, as other significant notions follow from it: i.e., that this 
alleged hoarding maneuver bodes the transformation of Triple 
Canopy into a “value aggregator” with sinister metaphorical ties 
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to “the clusters of glass towers in Williamsburg” as well as some-
thing called a “hegemonic capital Lethe,” which the magazine’s 
craven staff has now apparently claimed, or is about to claim, as 
its private swimming hole.

I am also compelled to respond to the author’s professed disap-
pointment that reading Triple Canopy will not allow him to quit 
his day job. In fact, I cannot guarantee that reading Triple Canopy 
will not allow you to quit your day job, though, realistically proba-
bly it will not – since if you do quit your day job, other factors will 
likely be involved. However, I am genuinely sorry that you believe 
that “it would take nothing less than a revolution” for you to be 
justly compensated for your work as a writer and reader. I mean 
this quite sincerely (and will address the matter of compensation 
in a moment). Lastly – and please bear with me as I enter into the 
doldrums of admin here – I need to explain that 60% of Triple 
Canopy’s summer 2013 talks at PS1 took place at 2 p.m. on week-
days because these were the hours available. PS1, as you know, 
is open on certain weekdays until 6 p.m. The weekday talks we 
scheduled here lasted from 2 p.m. until roughly 5 or 5:30 p.m. We 
were not trying to make it impossible for anyone who is working 
on weekdays to attend 60% of our talks, but rather trying to fit 
everyone we wanted to hear speak in, to the best of our abilities, 
given the limitations of space and time. We were in fact ourselves 
working 100% of this time, on both weekdays and weekends, since 
it is work to coordinate and moderate such talks – and were un-
able, as it so happens, during this time, to ourselves attend talks 
held elsewhere in the city. We, as well as those who came to speak, 
were compensated for this work by the museum. We worked at 
the museum (viewing this as a “job”) and took the money we were 
paid for this work and used it to pay our rent and bills, purchase 
food and alcohol, pay for healthcare, buy books, buy clothing, buy 
I have no idea what else, probably drugs and vibrators. I hope we 
did the right thing here. Will you please write back and let me 
know if this was OK? In return I promise, in my uncompensated 
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spare time, to make a detailed audit of your employer and will let 
you know if I find your (troublesome, as you maintain) day job to 
be acceptable or not.

Kidding and frustration aside, there are a few somewhat serious 
points to be made in light of this treatise, since even if I have to 
accept the fact that any man who wants to can call me a lazy, pow-
er-mad elitist online, I can’t accept that my motivations for work-
ing how and where I do be understood in this light. I’ll of course 
have to risk that the reader view me as undertaking this explana-
tion purely for my own monetary gain.

One can maintain a website for $5 USD per month. For even less 
money, one can have a Tumblr or Vine, post to one’s Google+ or 
Facebook account, tweet, or comment on theguardian.com. The 
question is, since everything online can ostensibly be put there for 
little or no cost, when compared to the expense of printed materi-
als, why should we pay anything for any of it? There are a few dif-
ferent ways to come at this question, but I’ll just say what is numb-
ingly obvious: as has been true since the invention of moveable 
type, since the invention of the stylus, of syllabaries and alphabets, 
etc., etc., the creation of text, from both a material and semiotic 
point of view, has been a matter of work. It takes time and effort to 
write and read, to build a site. If these things are to be done well, it 
also takes skill and practice, possibly an education; possibly rather 
long periods of time (years) lead up to anyone doing anything. Not 
all of what we view on the Web, to engage in only the grossest of 
understatements, has this considered quality, but of course more 
of it could. Does this matter?

Roughly 75% of the money raised during the course of Triple Can-
opy’s capital campaign has paid for hours of labor undertaken by 
the five designers and developers on staff who have created a new 
site for the magazine. This campaign, I should note, was also an 
attempt to share with readers a larger idea about how things might 
be (i.e., daily life, the arts). Triple Canopy argued the evident, that 
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we’re all under pressure to work too much and to pay too much 
attention to smartphones and browsers. We feel distracted; we’re 
unable to receive compensation for the kinds of work we really 
care about; different areas of the arts are too cordoned off from 
one another. We presented these problems and asked for money 
to build a website that would, on the one hand, bring together dis-
parate artistic and critical practices in a discursive space in which 
new connections can be formed, and on the other, address the fact 
that writing and other kinds of creative labor are undervalued and 
undercompensated today. Yes, this would be a website, but we’d 
also be doing this IRL, continuing to hold related discussions, 
publishing books.

To give some explanation of why it costs much more than $60 to, in 
a year, first conceptualize, then design, then build, then maintain 
a site like Triple Canopy 3.0, is pretty much to explain why it costs 
more than $5 a month, or $60 a year, for the staff of Triple Canopy 
to subsist. Now here is why I think we – as a larger editorial body 
that includes not just Web designers and developers but writers, 
editors, and artists – should be permitted to subsist on more than 
$5 a month: What we are doing is an attempt to hold onto knowl-
edge garnered over 150 years of print-magazine culture; to extend 
logics of innovative print design, of experimental writing, of the 
visual arts into the digital realm. Perhaps this sounds utopian, 
but from another angle maybe it’s simply a necessary endeavor. 
Someone has to make this happen, especially since readers of the 
aforementioned Claudius App article might have noticed that that 
article’s text was formatted as a .png image file, such that none of 
the language contained in it was searchable or copyable as text. 
Like the article’s content, its digital form was essentially inatten-
tive. I commend you, The Claudius App, on another $5 well spent.

In distinction, Triple Canopy 3.0’s decadent, elitist, and wasteful 
utopia of Web design focuses on the minutia of typography and 
image treatments; on a plurality of searchable text formats and a 
variety of means of discovering and organizing metadata associ-
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ated with present and past content of the magazine; on the intelli-
gent interrelation of video, audio, image, and text.

Many of us live, for better or worse, immersed in screen culture, 
and screens have a visual language. Shouldn’t this language be as 
nuanced and particular as possible? Shouldn’t this language be 
capable of expressing what we (at least think) we really mean, of 
proposing nimble syntaxes of verse and photograph as well as .gif 
and .mp3? The kind of site that Triple Canopy wants has a sense 
of history built in; it seeks to bring together the unprecedented 
archival capacity of the Internet, its ability to store and organize 
information, with narrative forms – with the many kinds of fig-
uration, gesture, expression, and display that we associate with a 
longer history of literature and art.

Thus this redesign is not merely a matter of lapsing dreamily into 
futurology or of cashing wantonly in, but rather of determining 
and, more importantly, working for what we want.

Anyway, it’s easy to be disappointed. Maybe easier than anything 
else.

I was thinking about the word, disappointment; a literal definition, 
drawn from etymology, suggests a remove from a fixed spot, from 
a certain sharpness, definition, distinction, or determination. Dis-
appointment is sorrow at the nonfulfillment of one’s hopes – but 
perhaps it is also a state in which one cannot seize upon that which 
is the case, since, for whatever reason, it is too painful to do so. 
(One source for the English point is fourth-century Latin’s puncta, 
a “wound made by stabbing.”) Perhaps when I am disappointed, I 
turn away from the world and the (stab-effecting) items in it. At 
my desk, I construct alternatives. I consider what might have been 
the case.

As I was saying, it is easy to be disappointed. I’m not perfect, and 
personally succumb to disappointment’s spell with some frequen-
cy. In the introduction to an issue of Triple Canopy I edited togeth-
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er with Sam Frank and Dan Visel, Counterfactuals, published over 
the course of several weeks in fall 2011, Frank, Visel, and I write 
about literature as a practice and set of protocols for the creation 
of alternatives to reality, which alternatives yet possess a reality 
of a kind. We describe how literature takes what originally has no 
being, what is not even not the case, and makes it into something 
that is “not not not the case,” in other words, something that was 
“not not written.” We maintain:

The promise of fact evaporates in the weird light of the subjunc-
tive. The focus is on events transpiring on the page, on “events” 
“transpiring” “on” “the page.” The -actual of our counterfactual is 
often only handwriting; a typo, a footnote, a facsimile; caps lock, 
scare quote, underscore. It is mere text, a line, or minor grammar; 
a mere sentence, mere diction, mere style, what substance.

We blithely characterize our mood throughout the process of edit-
ing this issue of the magazine (a four-month and admittedly hectic 
affair) as “a relaxed decadence and a simple devotion to artifice.” 
We profess, somewhat abstractly, to “a sensibility both within and 
without form, genre, medium.” I only mention this because in the 
intervening years it has become clear to me that, though unknow-
ingly, the three of us were actually formulating a slightly more 
serious manifesto regarding the way in which literary style might 
be thought about in the digital present. We were thinking of a 
kind of writing that is at once avowedly determined by its mate-
rial format and, at the same time, effects a transfiguration of that 
format. We viewed this paradoxical dynamic as a kind of aesthetic 
resource, a quality that it was pretty good for texts to have. The 
pieces we published in this issue of the magazine, an issue we con-
sidered paradoxically both literary and not literary, were all edited 
with an eye to how they would eventually be designed (rendered in 
HTML, images and other media files interspersed) for the site. We 
imagined these pieces not as mere screen-based surface, but rather 
as strategies for the structuring of text, as acts. And, in imagining 
these pieces as strategies for the portrayal of text, we were also 
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required to imagine the ways in which they might be read, both 
semantically and spatially on the screen. It was during the course 
of attempting to lay out what we came to call the “crazy breaks” 
of Ish Klein’s stanzas in her long poem, “Like on the Subject of the 
Icebreak,” that it became clear to us that our current system for 
flowing text was not equal to the challenge of a Kleinian stanza. 
And while we were excited that we had managed to “hack” our 
own system in order to get Klein’s stanzas set, it also occurred 
to us that in the future we might need to spend less than twenty 
hours on the design of a single piece. There were other contingen-
cies: the on-screen legibility of the besotted all caps of James Mc-
Court’s canticle in praise of a deceased teen footballer; the tenden-
cy of Tan Lin’s memoir and timeline, as if enacting the actual pace 
of human mental recall, not to load for a good fifteen minutes.

These are problems that print does not have. I don’t mean to say 
that there are no problems to be solved when it comes to print 
publication, but that the problems are different and this is part of 
what makes Triple Canopy interesting to me, alongside the possi-
bility of discussing these impasses with others, particularly since 
my “unique” skill set does not include much coding or facility with 
media other than text. Such discussions are, to bring things full 
circle, the place from which our decision to create a new version of 
Triple Canopy, Triple Canopy 3.0, emerged. We wanted a site that 
would allow us far greater fluency and facility with the materials 
at hand.

I keep saying that I think it’s easy to be disappointed. What I mean 
to say is let’s be disappointed together, maybe just for a little while, 
if we can stand it. I don’t mean, come over to my Williamsburg 
condo. I don’t even mean join my art club if you’re pretty enough, 
fuck everyone else. I still don’t want to have to pay $50k to get a 
poetry MFA, and I still don’t want to work someplace where any-
one is paying that kind of tuition. I mean, there’s a lot to be disap-
pointed in, like almost every university and bank in this country 
and the federal government and whoever it was decided to publish 
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David Foster Wallace’s The Pale King. Consider me disappointed. 
Things are not as I’d hoped they’d be.

Now that we’re gnawing away at the same rotting carrot, you and 
I, let’s consider again the status of something that earlier on I was 
calling literature. At its best perhaps we can say of it that it is not 
characterized by the fact that in one instance there is someone 
speaking and in another no one speaking, or that language itself 
is speaking, or that anyone is speaking at all, but rather by its em-
phasis on gesture – over and beyond weaker ideas of personhood 
and identity. Anyway, I’m ready to move on from debates about 
materialism versus psychology and poets threatening to “print out 
the Internet,” to debates about materialism plus psychology and 
the abyss that is writing about writing in the context of contem-
porary technology. I’ll probably also shortly be priced out of New 
York City, which will itself serve as an interesting object lesson in 
ways to think about the location of writing, so we should probably 
get started soon.
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