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Wow. Art is so incredible. What an amazing 
situation this is. It keeps unfolding and 
through the trauma of the shake-ups the 
meaning and need for our little “catalog” has 
exponentially exploded. What a privilege it is 
to get to occupy this intellectual space with 
you brilliant people. The work we are all 
doing on this is SO worth it (even if all our 
hair falls out from stress) and we feel that 
because of your two brilliantly conceived 
artworks the exhibition will be infinitely 
stronger. We have come up with a 
counter-move that we feel honors 
everyone’s essential needs, including our 
need to honor everyone and to make choices 
beneficial to the artworks and the execution 
of the exhibition both conceptually and 
logistically.

We are out of time to make these choices 
due to printing logistics. The two of us 
discussed at great length last night and are 
now so excited about the solution we 
devised that we wouldn’t want to trade it for 
any of the iterations we momentarily landed 
on along the way. We feel that your two 
artworks have allowed for an incredibly 
beautiful, active, and critical scenario that 
would not have developed without your 
brilliantly measured moves.

What must it be like to occupy a position of 
real power? Can a person who hopes for 
equity between parties ever actually achieve 
such a thing? How can it be possible to dole 
out an illusion of equity while occupying a 
type of “decider” role in the process? How 
must power be made visible and transpar-
ent? Who’s labor and intent must be 
considered within power structures? How do 
ethics, friendships, group dynamics, 
aesthetics, logistics, and intellectual 
approaches affect decisions within a 
structure? Why do people even want the 
power to decide on behalf of others? What is 
the difference between a demand and a 
weighted request? What are the implications 
of responding to one or the other? What are 
the rules of engagement in a general sense 
and how might those be shaped within our 
art exhibition trajectories? What is most 
valuable to this particular exhibition from all 
perspectives? What should the priorities of 
an exhibition organizer be? What the fuck is 
an exhibition catalog?

These are our favorite types of questions. 
We feel honored to have produced a 
situation that has allowed people the space 
to carry on such a remarkable exchange.

The goal of our counter-move is to try to 
figure out a way to embrace everything 
essential in both of your projects and allow 
those works to properly function, while 
simultaneously honoring the labor and 
intents of all contributors to the catalog, 
AND making choices consistent with our 
curatorial vision for the best possible 
outcome for the exhibition (both logistically 
and conceptually/aesthetically). We hope 
that our need to try to somehow find a 
balance that works for all parties is not 
perceived as frustrating or as a failure to 
make a difficult choice. We are playing out 
our role here from a very carefully 
considered perspective that is not at all 
simply about smoothing things out. From a 
calculated perspective we want this result 
for the meaning it produces for the 
exhibition, not to help us sleep imagining 
that everybody has been fed an illusion of 
equity.

That said, we do feel confident that we are 
not skirting the responsibilities of our power, 
nor ignoring an ethical approach toward 
distribution/amplification of space/voice and 
appropriation of labor.

Before presenting our plan, we feel we 
should walk through the steps thus far as we 
perceive them. You might not be aware of 
every factor listed here, but most have 
already been discussed:

—This exhibition has been in the process of 
forming for several years.

—Once we decided that we wanted to 
include a “catalog”, it was never going to be 
a traditional document, but an active space 
that allowed for several types of results, and 
provided a platform for Anthony Carfello to 
develop a specific text to publish.

—We worked with our great friend, brilliant 
artist/designer Brian Mann to conceptualize 
a design for the catalog. Brian is a longtime 
collaborator and commonly operates in very 
slippery spaces between art and design. We 
wanted to give him some room to generate 
ideas within the catalog.

—Working together we developed the format 
of a booklet inspired by High School Football 
programs. There were several reasons for 
that. One reason was just from a design 
perspective it provided a model to bounce 
off of. Secondly it was going to make the 
thing logistically possible because Night 
Gallery wasn’t going to fund the printing of 
the booklet (though they were willing to pay 
Brian to design). The plan was to ask small 
businesses to purchase ad space in the book 
so it would be possible for us to afford to 
self-publish it.

—The show was originally supposed to open 
in April 2020. We were cranking on 
everything in early 2020 and had secured 
ads from several parties. We actually needed 
as many as we could get because more ads 
meant a cheaper book for us, even though 
more ads also meant more pages in the book 
and thus a more costly larger booklet. Still 
though we had received enough gracious 
support from people promising to buy ads 
that we had struck the right balance.

—Then the reality of 2020 hit. In that 
moment for ethical reasons we became 
unwilling to ask other small business people 
to reach into their pockets for this, since 
many were struggling just to remain afloat. 
The ads and “ads” had become essential to 
the design of the book, and we really liked 
them, plus we felt very appreciative of the 
parties who had offered to support us, so we 
made a decision to open a credit card to pay 
for the whole book, now filled with ads that 
cost us considerable money rather than 
saving it. We wanted to retain the 
connection to the contributors for the 
benefit of the exhibition.

—So obviously everyone designed a 
contribution specific to the structure and 
sign-value of a booklet and entered an 
agreement with us that we intended to 
produce such a design. Some designs were 
more specific to the intended formatting 
than others, and in the case of Leila Weefur 
and 5/5 Collective, the provided material 
was designed with specific referent to a 
printed publication (Fire!!) and with intent to 
occupy their own spread within the designed 
structure.

—In the process of discussing union printers 
(whom we tried for but couldn’t afford), we 
let it leak to D’Ette that we were looking at 
very high costs to self-publish the booklet.

—Very soon after that D’Ette proposed her 
work for the exhibition.

—A potential shift from printed booklet to 
printed poster came with the trace of design 
intent specific to another format (of the 
booklet), and what it could mean to reshuffle 
that and embrace the many complicated 
effects that resulted from the adaptation.

—Upon describing it to Leila (occupying an 
artist/organizer role in the exhibition), Leila 
felt that at the very least a response was 
necessary in relation to a perceived 
privileging of one perspective over the 
intents of many, and the possibility that what 
it boiled down to was an appropriation of 
labor from a power source not made publicly 
available for questioning.

—From our perspective we argued that 
D’Ette was occupying space as a means of 
getting to the subject of the very problems 
Leila perceived in the project, but we 
couldn’t disagree with Leila’s perspective 
regarding the publication contributors’ lack 
of agency within the situation.

—Because D’Ette’s work (her demand) was 
designated and authored as an artwork and 
because the poster objects are not 
themselves art objects that appropriated 
other people’s designs in that sort of literal 
sense (again the posters are not the work, 
the demand is the work), we felt that an 
artwork trumped the catalog contributors’ 
design intents, though many of those were 
flirting with being artworks, and we truly 
believe that the trace of the design intents 
would still be present and perhaps even 
further articulated by being moved into a 
new context that they were not designed for. 
That information would be a part of the move 
by D’Ette, to imagine how these items were 
designed for a different format and 
reshuffled at the last second. Then of course 
we get to contemplate how booklets and 
posters are different.

—Leila and 5/5 Collective’s brilliant strategy 
used our own reasoning regarding the 
privileging of claimed official “artworks” and 
did just that, claimed a new artwork. Their 
counter-proposal pre-supposes that D’Ette’s 
demand has been enacted. In fact it has. The 
booklet concept (conceptualized but not yet 
laid out at all by Brian), was scrapped and 
Brian designed and laid out a 2-sided poster. 
We told Leila of the plan to shift to poster. 
Leila’s response was explicitly described as 
not coming from a position of being a 
demand. Their request was to shift again to 
a design consistent with the original intents 
and preferences of those who planned for 
the original formatting. That should not be 
confused with shifting “back” because it 
truly would be a move forward dependent on 
D’Ette's previous move. It was also 
discussed that the results of this exchange 
could be articulated and claimed as an 
artwork by Leila and 5/5 within writing by 
Leila that could even exist in the publication, 
thereby tracing the meaning in the steps, 
and making it possible for D’Ette’s work to 
still exist in the history of the exchange, 
even while “failing” to result in a printed 
poster. How could Leila and 5/5’s work exist 
after all, without D’Ette’s proposal having 
been enacted? So while negating some of 
the physical results of the move by D’Ette, 
much of the intent and impact of that project 
would be maintained, and maybe even 
reinforced.

—As brilliant as this reasoning is we have 
reasons why we prefer a counter-proposal to 
take us one step further.

First, here is what we understand as the 
essential elements of your two artworks (one 
by D’Ette Nogle and one by Leila Weefur and 
5/5 Collective):

1. D’Ette’s work:
Demanded that we no longer publish printed 
booklets, but rather publish printed posters. 
For this, Brian was to restructure the 
existing contributions into a poster format. 
Implied in D’Ette’s demand is that she give 
us an “out” to not have to pay an enormous 
amount out of pocket. As we felt unease in 
asking others to take on costs, so too did 
D’Ette in relation to us. 

2. Leila’s work:
Bounced off of D’Ette’s work and requested 
that the designs of the many be honored for 
their specific intent and that D’Ette’s work 
stay intact in some way in order for Leila's 
project to exist as a response. The form of 
the work is to be basically dematerial as 
D’Ette’s was, but could be described in 
writing by Leila that could exist in the 
publication. That writing could trace the 
results of these exchanges and how Leila 
and 5/5 feel regarding the power structures 
at play.

Based on all of the above we have 
formulated the following response:

Part One:
The poster will be printed. We want to print 
the poster for a number of reasons. First, 
though Leila presented a beautiful scenario, 
we don’t think it’s necessary for D’Ette’s 
work to “fail” in that particular way as such, 
for it to be open to active and critical 
response by Leila’s work, even as it pertains 
to the subject of failure, and we think that 
the essential elements of Leila’s request can 
still be honored in a way that allows both 
works to function even in a scenario in 
which the posters are printed. We definitely 
agree with Leila that D’Ette’s work would 
have still officially existed by virtue of Leila’s 
response to it, even if the posters weren’t 
printed, but we think the printed posters add 
many things to the exhibition AND to the 
possibilities for Leila’s work. We became 
fascinated with the possibility that the 
exhibition “documentation” within the 
booklets (which prioritized ads and “ads” as 
a design structure) would enter the visual 
space of the gallery walls during the 
exhibition, in a sort of gallery “display” 
format somewhere between advertising 
poster and museum didactic panel. Anthony 
Carfello’s exhibition text could be read off 
the wall within the space of the exhibition, 
and posters could hang in both Night Gallery 
and as-is.la, connecting the spaces via 
“advertising” language. The 2-sided design 
by Brian is a very exciting concept to us. As 
a curatorial/organizational “problem” we 
really think the shift from booklet to poster 
needs to be played out in order for Leila’s 
response to properly function because the 
poster really viscerally embodies the moving 
of ideas from one structure/context that 
they were designed for and into another that 
they were not. That has all the loaded 
implications we really want to feel in this 
move, contained within the form of the 
poster object, setting the stage for 
response. Of course all participants will be 
given the opportunity to pull out of the 
poster but we certainly hope they won’t 
upon reading the second half of the 
proposal.

Part Two:
In understanding both projects we perceive 
D’Ette to be revealing and interrogating 
illusions of equity as doled out by power 
structures that might prefer to remain 
invisible. But in taking that action as an 
artwork the somewhat satirical language of 
D’Ette’s proposal and the non-negotiable 
terms set something in motion that was 
destined (in the best way) for resistance. 
Leila and 5/5 definitely responded from the 
perspective of wanting to protect the rights 
of all of the contributors to the publication, 
and rightfully indicated that D’Ette herself 
was occupying a position of invisible power 
and that much of everyone's carefully 
considered aesthetic efforts would be 
subverted by this artwork. Why should 
D’Ette’s work be allowed to discount the 
efforts of so many who carefully designed 
something meaningful for a particular 
format? How many participants were excited 
about a booklet layout and would have 
similar concerns about their design feeling 
out of place, or operating with a different 
sign value, or being used within the 
mechanisms of someone else’s artwork? We 
feel the weight of all the implications of 
D’Ette’s move and think that it must exist in 
this palpable way for Leila’s work to have all 
the potential it can to have affected a 
change in relation to it (we’ll get to that 
change in just a sec). We are dissatisfied 
with the aesthetic results of simply inverting 
the process and turning it “back” into a 
printed publication. We feel that even 
though Leila’s masterful description of 
events (perhaps within the publication) 
could alone describe all these steps to great 
effect, we are more excited by the possibility 
of taking the essence of Leila’s request and 
producing a third scenario in which both 
artworks exist in a very specific way. 
Logistically we are a day late now on our 
(barely flexible) deadline for getting design 
art to the printers for the publication. We 
never anticipated any of this but want to 
capture it all in the most beautiful way 
possible without any superfluous decisions 
and need to act now. The poster has been 
laid out by Brian and we intended to let all 
participants know about the shift to poster 
in the past couple days (that obviously got 
delayed as we work this out). The poster was 
to be a quicker turnaround for printing. Brian 
indicated that he could quickly put the book 
design together and we could probably still 
get it in on time to print, but that would 
mean either a light speed completion of 
Leila’s text about the steps within these two 
works to put in the publication for print, or 
that Leila would have to house that text in a 
less ideal space later. Perhaps more 
crucially the return to printing a booklet 
(with or without the poster) would subvert an 
element of the functioning of D’Ette’s work 
that alleviates our fiscal responsibility. The 
reality is that we need to take that 
opportunity to “blame” someone else for 
requiring us to print a considerably more 
affordable object, but we would not have 
made our choices based on that alone. It is 
convenient that the work allows us an “out” 
of a certain type, but we are not comfortable 
leaving it at that. We agree with Leila that 
too many things have been compromised in 
that result. So we wanted to honor the 
original designs of the booklet contributors, 
add a move that provides clarity and 
amplification to the functioning of all 
projects while avoiding unnecessary 
redundancy, and make the moves best for 
the exhibition in the process. So we have 
decided that the exhibition “catalog” will 
exist in two formats, using essentially the 
same material. Anyone who chooses to 
remove contributed material from one of the 
formats can do so but we are going to try to 
convince people that both versions are 
active and different and the whole thing is 
way more amazing this way and infinitely 
more “useful”. Here’s the deal: The poster is 
the printed object AND Brian takes his time 
to ALSO layout the original book version 
WITH Leila’s text added in describing all 
steps which Leila has an extended period to 
work on because the “booklet” version of 
the publication will NOT BE PRINTED by us 
but rather made available ONLINE for 
self-printing or downloading through the 
gallery webpages and/or maybe its own 
devoted website. We never intended to 
share the catalog online, but this provides 
us with an incredible reason to do so. People 
could then print their own versions as 
desired and we could produce a couple 
examples of that for the galleries to have on 
hand to show people. Everyone’s original 
designs will have a place to exist as 
designed in a sharable active format that 
ultimately reaches more and is free to view. 
The self-printed option will contain the DIY 
working class aspirations of the original 
design, while the poster will be a printed 
object to share with each contributor and a 
“display” version of the publication. Two 
versions that speak to each other, both 
necessary, and neither discounts the other. 
And the self-aware space for Leila to reflect. 
Anyone who might wonder why there are two 
formats will be treated to the story of two 
artworks. It’s so Delusionarium. Better than 
any version we’ve had along the way we 
think. Do we not all get the space and 
agency and effect we need out of this?

Very much looking forward to your response 
to this idea. Please remember that we are 
essentially out of time to decide upon this. 
We have tried to capture everything amazing 
within this and we have tried to treat 
everyone respectfully. We no doubt have 
failed or compromised or revealed ourselves 
in some way and welcome a critical 
response to these choices in Leila’s text. We 
will need to open a couple days for people to 
decide how they feel about their designs 
shifting to the printed poster and online 
printable booklet. Anyone who chooses to 
pull or alter their material for either version 
will have a couple days to do so before we 
absolutely have to go to print on the poster, 
so that provides an emergency response 
window for anyone (including Leila and 5/5) 
who wants to quickly adjust or add to their 
contribution to that.

Thanks so much for reading all this we really 
wanted you to understand how carefully we 
have considered it.
All the best,

Thank you for putting together this 
thoughtful response. I actually anticipated 
that this would be the result of my proposal 
and have a ready response. I would like to 
present another proposal to further move 
both of these artworks forward and to 
remain aligned with my original critique of 
the power structures —unfortunately 
pronounced by privilege, whiteness, & 
capitalism. The proposal hopefully brings 
this to a resolution suited for all parties 
involved, including D’Ette Nogel, Leila 
Weefur, 5/5 Collective, Jesse Benson, and 
Becky Koblick.

The proposal:

1. Print the poster as designed by Brian, 
including the works from the artists who 
agreed to be included with the additional 
text by Leila Weefur. 

2. Include the same pages in the online 
version of the catalog. 

3. The pages of Leila Weefur’s text will no 
longer be an original writing by Leila Weefur. 
The pages to be included in the Poster and 
Catalog are the contents of this email 
written by curators Jesse Benson and Becky 
Koblick.

4. Email the contents of the email from 
Jesse Benson and Becky Koblick to all 
participants in the exhibition to make visible 
all of the labor put forth by all parties 
involved, including Brian Mann, D’Ette 
Nogel, Leila Weefur, 5/5 Collective, Jesse 
Benson, and Becky Koblick.

5. Add the contents of this email sent by 
Leila Weefur to the email sent to 
participants and included in the pages of the 
poster and catalog. 

Make it all visible. 

Many thanks,
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meaning and need for our little “catalog” has 
exponentially exploded. What a privilege it is 
to get to occupy this intellectual space with 
you brilliant people. The work we are all 
doing on this is SO worth it (even if all our 
hair falls out from stress) and we feel that 
because of your two brilliantly conceived 
artworks the exhibition will be infinitely 
stronger. We have come up with a 
counter-move that we feel honors 
everyone’s essential needs, including our 
need to honor everyone and to make choices 
beneficial to the artworks and the execution 
of the exhibition both conceptually and 
logistically.

We are out of time to make these choices 
due to printing logistics. The two of us 
discussed at great length last night and are 
now so excited about the solution we 
devised that we wouldn’t want to trade it for 
any of the iterations we momentarily landed 
on along the way. We feel that your two 
artworks have allowed for an incredibly 
beautiful, active, and critical scenario that 
would not have developed without your 
brilliantly measured moves.

What must it be like to occupy a position of 
real power? Can a person who hopes for 
equity between parties ever actually achieve 
such a thing? How can it be possible to dole 
out an illusion of equity while occupying a 
type of “decider” role in the process? How 
must power be made visible and transpar-
ent? Who’s labor and intent must be 
considered within power structures? How do 
ethics, friendships, group dynamics, 
aesthetics, logistics, and intellectual 
approaches affect decisions within a 
structure? Why do people even want the 
power to decide on behalf of others? What is 
the difference between a demand and a 
weighted request? What are the implications 
of responding to one or the other? What are 
the rules of engagement in a general sense 
and how might those be shaped within our 
art exhibition trajectories? What is most 
valuable to this particular exhibition from all 
perspectives? What should the priorities of 
an exhibition organizer be? What the fuck is 
an exhibition catalog?

These are our favorite types of questions. 
We feel honored to have produced a 
situation that has allowed people the space 
to carry on such a remarkable exchange.

The goal of our counter-move is to try to 
figure out a way to embrace everything 
essential in both of your projects and allow 
those works to properly function, while 
simultaneously honoring the labor and 
intents of all contributors to the catalog, 
AND making choices consistent with our 
curatorial vision for the best possible 
outcome for the exhibition (both logistically 
and conceptually/aesthetically). We hope 
that our need to try to somehow find a 
balance that works for all parties is not 
perceived as frustrating or as a failure to 
make a difficult choice. We are playing out 
our role here from a very carefully 
considered perspective that is not at all 
simply about smoothing things out. From a 
calculated perspective we want this result 
for the meaning it produces for the 
exhibition, not to help us sleep imagining 
that everybody has been fed an illusion of 
equity.

That said, we do feel confident that we are 
not skirting the responsibilities of our power, 
nor ignoring an ethical approach toward 
distribution/amplification of space/voice and 
appropriation of labor.

Before presenting our plan, we feel we 
should walk through the steps thus far as we 
perceive them. You might not be aware of 
every factor listed here, but most have 
already been discussed:

—This exhibition has been in the process of 
forming for several years.

—Once we decided that we wanted to 
include a “catalog”, it was never going to be 
a traditional document, but an active space 
that allowed for several types of results, and 
provided a platform for Anthony Carfello to 
develop a specific text to publish.

—We worked with our great friend, brilliant 
artist/designer Brian Mann to conceptualize 
a design for the catalog. Brian is a longtime 
collaborator and commonly operates in very 
slippery spaces between art and design. We 
wanted to give him some room to generate 
ideas within the catalog.

—Working together we developed the format 
of a booklet inspired by High School Football 
programs. There were several reasons for 
that. One reason was just from a design 
perspective it provided a model to bounce 
off of. Secondly it was going to make the 
thing logistically possible because Night 
Gallery wasn’t going to fund the printing of 
the booklet (though they were willing to pay 
Brian to design). The plan was to ask small 
businesses to purchase ad space in the book 
so it would be possible for us to afford to 
self-publish it.

—The show was originally supposed to open 
in April 2020. We were cranking on 
everything in early 2020 and had secured 
ads from several parties. We actually needed 
as many as we could get because more ads 
meant a cheaper book for us, even though 
more ads also meant more pages in the book 
and thus a more costly larger booklet. Still 
though we had received enough gracious 
support from people promising to buy ads 
that we had struck the right balance.

—Then the reality of 2020 hit. In that 
moment for ethical reasons we became 
unwilling to ask other small business people 
to reach into their pockets for this, since 
many were struggling just to remain afloat. 
The ads and “ads” had become essential to 
the design of the book, and we really liked 
them, plus we felt very appreciative of the 
parties who had offered to support us, so we 
made a decision to open a credit card to pay 
for the whole book, now filled with ads that 
cost us considerable money rather than 
saving it. We wanted to retain the 
connection to the contributors for the 
benefit of the exhibition.

—So obviously everyone designed a 
contribution specific to the structure and 
sign-value of a booklet and entered an 
agreement with us that we intended to 
produce such a design. Some designs were 
more specific to the intended formatting 
than others, and in the case of Leila Weefur 
and 5/5 Collective, the provided material 
was designed with specific referent to a 
printed publication (Fire!!) and with intent to 
occupy their own spread within the designed 
structure.

—In the process of discussing union printers 
(whom we tried for but couldn’t afford), we 
let it leak to D’Ette that we were looking at 
very high costs to self-publish the booklet.

—Very soon after that D’Ette proposed her 
work for the exhibition.

—A potential shift from printed booklet to 
printed poster came with the trace of design 
intent specific to another format (of the 
booklet), and what it could mean to reshuffle 
that and embrace the many complicated 
effects that resulted from the adaptation.

—Upon describing it to Leila (occupying an 
artist/organizer role in the exhibition), Leila 
felt that at the very least a response was 
necessary in relation to a perceived 
privileging of one perspective over the 
intents of many, and the possibility that what 
it boiled down to was an appropriation of 
labor from a power source not made publicly 
available for questioning.

—From our perspective we argued that 
D’Ette was occupying space as a means of 
getting to the subject of the very problems 
Leila perceived in the project, but we 
couldn’t disagree with Leila’s perspective 
regarding the publication contributors’ lack 
of agency within the situation.

—Because D’Ette’s work (her demand) was 
designated and authored as an artwork and 
because the poster objects are not 
themselves art objects that appropriated 
other people’s designs in that sort of literal 
sense (again the posters are not the work, 
the demand is the work), we felt that an 
artwork trumped the catalog contributors’ 
design intents, though many of those were 
flirting with being artworks, and we truly 
believe that the trace of the design intents 
would still be present and perhaps even 
further articulated by being moved into a 
new context that they were not designed for. 
That information would be a part of the move 
by D’Ette, to imagine how these items were 
designed for a different format and 
reshuffled at the last second. Then of course 
we get to contemplate how booklets and 
posters are different.

—Leila and 5/5 Collective’s brilliant strategy 
used our own reasoning regarding the 
privileging of claimed official “artworks” and 
did just that, claimed a new artwork. Their 
counter-proposal pre-supposes that D’Ette’s 
demand has been enacted. In fact it has. The 
booklet concept (conceptualized but not yet 
laid out at all by Brian), was scrapped and 
Brian designed and laid out a 2-sided poster. 
We told Leila of the plan to shift to poster. 
Leila’s response was explicitly described as 
not coming from a position of being a 
demand. Their request was to shift again to 
a design consistent with the original intents 
and preferences of those who planned for 
the original formatting. That should not be 
confused with shifting “back” because it 
truly would be a move forward dependent on 
D’Ette's previous move. It was also 
discussed that the results of this exchange 
could be articulated and claimed as an 
artwork by Leila and 5/5 within writing by 
Leila that could even exist in the publication, 
thereby tracing the meaning in the steps, 
and making it possible for D’Ette’s work to 
still exist in the history of the exchange, 
even while “failing” to result in a printed 
poster. How could Leila and 5/5’s work exist 
after all, without D’Ette’s proposal having 
been enacted? So while negating some of 
the physical results of the move by D’Ette, 
much of the intent and impact of that project 
would be maintained, and maybe even 
reinforced.

—As brilliant as this reasoning is we have 
reasons why we prefer a counter-proposal to 
take us one step further.

First, here is what we understand as the 
essential elements of your two artworks (one 
by D’Ette Nogle and one by Leila Weefur and 
5/5 Collective):

1. D’Ette’s work:
Demanded that we no longer publish printed 
booklets, but rather publish printed posters. 
For this, Brian was to restructure the 
existing contributions into a poster format. 
Implied in D’Ette’s demand is that she give 
us an “out” to not have to pay an enormous 
amount out of pocket. As we felt unease in 
asking others to take on costs, so too did 
D’Ette in relation to us. 

2. Leila’s work:
Bounced off of D’Ette’s work and requested 
that the designs of the many be honored for 
their specific intent and that D’Ette’s work 
stay intact in some way in order for Leila's 
project to exist as a response. The form of 
the work is to be basically dematerial as 
D’Ette’s was, but could be described in 
writing by Leila that could exist in the 
publication. That writing could trace the 
results of these exchanges and how Leila 
and 5/5 feel regarding the power structures 
at play.

Based on all of the above we have 
formulated the following response:

Part One:
The poster will be printed. We want to print 
the poster for a number of reasons. First, 
though Leila presented a beautiful scenario, 
we don’t think it’s necessary for D’Ette’s 
work to “fail” in that particular way as such, 
for it to be open to active and critical 
response by Leila’s work, even as it pertains 
to the subject of failure, and we think that 
the essential elements of Leila’s request can 
still be honored in a way that allows both 
works to function even in a scenario in 
which the posters are printed. We definitely 
agree with Leila that D’Ette’s work would 
have still officially existed by virtue of Leila’s 
response to it, even if the posters weren’t 
printed, but we think the printed posters add 
many things to the exhibition AND to the 
possibilities for Leila’s work. We became 
fascinated with the possibility that the 
exhibition “documentation” within the 
booklets (which prioritized ads and “ads” as 
a design structure) would enter the visual 
space of the gallery walls during the 
exhibition, in a sort of gallery “display” 
format somewhere between advertising 
poster and museum didactic panel. Anthony 
Carfello’s exhibition text could be read off 
the wall within the space of the exhibition, 
and posters could hang in both Night Gallery 
and as-is.la, connecting the spaces via 
“advertising” language. The 2-sided design 
by Brian is a very exciting concept to us. As 
a curatorial/organizational “problem” we 
really think the shift from booklet to poster 
needs to be played out in order for Leila’s 
response to properly function because the 
poster really viscerally embodies the moving 
of ideas from one structure/context that 
they were designed for and into another that 
they were not. That has all the loaded 
implications we really want to feel in this 
move, contained within the form of the 
poster object, setting the stage for 
response. Of course all participants will be 
given the opportunity to pull out of the 
poster but we certainly hope they won’t 
upon reading the second half of the 
proposal.

Part Two:
In understanding both projects we perceive 
D’Ette to be revealing and interrogating 
illusions of equity as doled out by power 
structures that might prefer to remain 
invisible. But in taking that action as an 
artwork the somewhat satirical language of 
D’Ette’s proposal and the non-negotiable 
terms set something in motion that was 
destined (in the best way) for resistance. 
Leila and 5/5 definitely responded from the 
perspective of wanting to protect the rights 
of all of the contributors to the publication, 
and rightfully indicated that D’Ette herself 
was occupying a position of invisible power 
and that much of everyone's carefully 
considered aesthetic efforts would be 
subverted by this artwork. Why should 
D’Ette’s work be allowed to discount the 
efforts of so many who carefully designed 
something meaningful for a particular 
format? How many participants were excited 
about a booklet layout and would have 
similar concerns about their design feeling 
out of place, or operating with a different 
sign value, or being used within the 
mechanisms of someone else’s artwork? We 
feel the weight of all the implications of 
D’Ette’s move and think that it must exist in 
this palpable way for Leila’s work to have all 
the potential it can to have affected a 
change in relation to it (we’ll get to that 
change in just a sec). We are dissatisfied 
with the aesthetic results of simply inverting 
the process and turning it “back” into a 
printed publication. We feel that even 
though Leila’s masterful description of 
events (perhaps within the publication) 
could alone describe all these steps to great 
effect, we are more excited by the possibility 
of taking the essence of Leila’s request and 
producing a third scenario in which both 
artworks exist in a very specific way. 
Logistically we are a day late now on our 
(barely flexible) deadline for getting design 
art to the printers for the publication. We 
never anticipated any of this but want to 
capture it all in the most beautiful way 
possible without any superfluous decisions 
and need to act now. The poster has been 
laid out by Brian and we intended to let all 
participants know about the shift to poster 
in the past couple days (that obviously got 
delayed as we work this out). The poster was 
to be a quicker turnaround for printing. Brian 
indicated that he could quickly put the book 
design together and we could probably still 
get it in on time to print, but that would 
mean either a light speed completion of 
Leila’s text about the steps within these two 
works to put in the publication for print, or 
that Leila would have to house that text in a 
less ideal space later. Perhaps more 
crucially the return to printing a booklet 
(with or without the poster) would subvert an 
element of the functioning of D’Ette’s work 
that alleviates our fiscal responsibility. The 
reality is that we need to take that 
opportunity to “blame” someone else for 
requiring us to print a considerably more 
affordable object, but we would not have 
made our choices based on that alone. It is 
convenient that the work allows us an “out” 
of a certain type, but we are not comfortable 
leaving it at that. We agree with Leila that 
too many things have been compromised in 
that result. So we wanted to honor the 
original designs of the booklet contributors, 
add a move that provides clarity and 
amplification to the functioning of all 
projects while avoiding unnecessary 
redundancy, and make the moves best for 
the exhibition in the process. So we have 
decided that the exhibition “catalog” will 
exist in two formats, using essentially the 
same material. Anyone who chooses to 
remove contributed material from one of the 
formats can do so but we are going to try to 
convince people that both versions are 
active and different and the whole thing is 
way more amazing this way and infinitely 
more “useful”. Here’s the deal: The poster is 
the printed object AND Brian takes his time 
to ALSO layout the original book version 
WITH Leila’s text added in describing all 
steps which Leila has an extended period to 
work on because the “booklet” version of 
the publication will NOT BE PRINTED by us 
but rather made available ONLINE for 
self-printing or downloading through the 
gallery webpages and/or maybe its own 
devoted website. We never intended to 
share the catalog online, but this provides 
us with an incredible reason to do so. People 
could then print their own versions as 
desired and we could produce a couple 
examples of that for the galleries to have on 
hand to show people. Everyone’s original 
designs will have a place to exist as 
designed in a sharable active format that 
ultimately reaches more and is free to view. 
The self-printed option will contain the DIY 
working class aspirations of the original 
design, while the poster will be a printed 
object to share with each contributor and a 
“display” version of the publication. Two 
versions that speak to each other, both 
necessary, and neither discounts the other. 
And the self-aware space for Leila to reflect. 
Anyone who might wonder why there are two 
formats will be treated to the story of two 
artworks. It’s so Delusionarium. Better than 
any version we’ve had along the way we 
think. Do we not all get the space and 
agency and effect we need out of this?

Very much looking forward to your response 
to this idea. Please remember that we are 
essentially out of time to decide upon this. 
We have tried to capture everything amazing 
within this and we have tried to treat 
everyone respectfully. We no doubt have 
failed or compromised or revealed ourselves 
in some way and welcome a critical 
response to these choices in Leila’s text. We 
will need to open a couple days for people to 
decide how they feel about their designs 
shifting to the printed poster and online 
printable booklet. Anyone who chooses to 
pull or alter their material for either version 
will have a couple days to do so before we 
absolutely have to go to print on the poster, 
so that provides an emergency response 
window for anyone (including Leila and 5/5) 
who wants to quickly adjust or add to their 
contribution to that.

Thanks so much for reading all this we really 
wanted you to understand how carefully we 
have considered it.
All the best,

Thank you for putting together this 
thoughtful response. I actually anticipated 
that this would be the result of my proposal 
and have a ready response. I would like to 
present another proposal to further move 
both of these artworks forward and to 
remain aligned with my original critique of 
the power structures —unfortunately 
pronounced by privilege, whiteness, & 
capitalism. The proposal hopefully brings 
this to a resolution suited for all parties 
involved, including D’Ette Nogel, Leila 
Weefur, 5/5 Collective, Jesse Benson, and 
Becky Koblick.

The proposal:

1. Print the poster as designed by Brian, 
including the works from the artists who 
agreed to be included with the additional 
text by Leila Weefur. 

2. Include the same pages in the online 
version of the catalog. 

3. The pages of Leila Weefur’s text will no 
longer be an original writing by Leila Weefur. 
The pages to be included in the Poster and 
Catalog are the contents of this email 
written by curators Jesse Benson and Becky 
Koblick.

4. Email the contents of the email from 
Jesse Benson and Becky Koblick to all 
participants in the exhibition to make visible 
all of the labor put forth by all parties 
involved, including Brian Mann, D’Ette 
Nogel, Leila Weefur, 5/5 Collective, Jesse 
Benson, and Becky Koblick.

5. Add the contents of this email sent by 
Leila Weefur to the email sent to 
participants and included in the pages of the 
poster and catalog. 

Make it all visible. 

Many thanks,
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BRINO (CONT’D)

Hi Jesse and Becky,

!Origin of War

(El Paso Texas & Dayton Ohio, August 4, 2019)

Another weekend another tree mass shooting in America.

Headlines run stubbing what used to toe. 
The character in this book didn’t novel. 
They ran slower. 
Who forgot to kiss them before they went to sleep last night.

What kind of love believes 2, let’s do our job.
How many times do we send back where your fuck-uncle thinks she orders. 
Which haircut makes the most sense for ripping a small hand from another. 
When does the bed make for bodies we refuse to name.

Too many loan servicers,
with teacher cheese sucking an End of dick story. 
Too many student spies,
400 files sewn into the skin of their bleeding peers.
Too more squads 
shopping
no problem in
a lot
with 
a 
ten 
year
old 
girl 
screaming
what 
the 
fuck
America.

Special Thanks:

Davida Nemeroff
Tom Jimmerson
Doug Henry
Jim Fetterly

In the midst of his ongoing experimentations 
with describing, representing, and indexing 
built space, the Italian architect, professor, 
and author Giovanni Brino passed away in 
November.
 

Born in Oulx (Turin) into a family of demolition 
experts, Brino's six-decade-long professional 
career saw the completion of dozens of 
large-scale structural and environmental 
rehabilitations, each emphasizing the wider 
historical context while becoming 
pedagogical opportunities for his many 
students. He taught architecture at the 
Politecnico di Torino from 1970 to 2008 and 
created unique courses for universities 
across Italy, France, and Switzerland, as well 
as further afield with Curtin University of 
Technology in Perth and Kent State University 
in Ohio. Brino was a restoration consultant to 
the city of Marseille from 1988 to 2005, and 
advisor to the French Ministry of Culture for 
the restoration of the Villa Medici in Rome 
from 1988 to 1993. The subjects of his books 
range from the story of London's Crystal 
Palace to urban farming practices in Northern 
Italy to the oeuvre of his teacher, the modern 
designer and photographer Carlo Mollino. 
Most of his publishing, however, was 
dedicated to encyclopedic surveys: a 
databank of the painted facades throughout 
the entire province of Liguria; all of the colors 
on the buildings of Turin in the period of 
1801–63; compendia of field-tested 
restoration techniques; as well as color 
studies and street furniture plans in response 
to dozens of different cities across Italy and 
France. Brino's dedication to cataloging color 
was shared by his wife, Dominique Bousquet, 
and the two spent years developing a color 
dictionary with over 20,000 entries.

Brino's practice of inventorying and 
classifying was first introduced to us in 2014 
thanks to a colleague who had borrowed one 
of the architect's lesser-known books from 
the library of the Southern California Institute 
of Architecture in 1980 and never returned it. 
Despite all of Brino's activity and our 
overlapping interests in architectural history 
and visual culture, neither of us had heard of 
him. His practice and reputation remained 
rooted in Turin, even though his research and 
experiences briefly had revolved around the 
western United States. We had not seen 
those of his books that had been translated 
into English on any shelves, nor recalled 
Umberto Eco mentioning Brino's writing 
about Las Vegas in the same breath as Robert 
Venturi in the 1986 edition of the essay 
"Travels in Hyperreality." With a weak ability 
to read Italian, we poured over our pilfered 
copy of the first and only edition of Brino's La 
città capitalista. Los Angeles, a three- 
hundred-page register of architecture and 
advertising across the Southland that felt like 
an unearthed time capsule.
 

Brino first came to UCLA in 1972 on a 
Fulbright Fellowship to study the region's 
trademark suburbia in comparison with the 
private developments that he perceived to be 
creating similar conditions on the outskirts of 
cities such as Milan, Genoa, and, of course, 
Turin. He had theorized that as those cities 
grew more in relation to the autostrada than 
the piazza, the collective result would be 
sister sprawl. Brino penned articles while 
exploring Los Angeles's history and 
traversing its entirety, realizing first-hand 
how Southern California's built environment 
was a product of the profit-minded promotion 
of lifestyle. Some of these initial reflections 
were compiled in the Fiorucci Fanzine Brino 
authored on the occasion of the opening of 
the legendary store in Beverly Hills.
 
Brino's relationships with the architect and 
educator Ray Kappe and the planning and 
real estate expert Fred Case informed the 
final draft of La città capitalista that was 
published in Italian by Medicea Editrice 
(Florence) in 1978. Through twenty-seven 
essays and over one thousand images, the 
book conducts a forensic examination that 
breaks apart Los Angeles's form into the 
details that produce the whole, presenting 
the city as a quintessentially capitalist 
commodity formed by privatization and 
emphasizing that its processes of becoming 
could be repeated anywhere that lacked a 
commitment to a public commons.
 

With chapter headings such as "Post-Urban 
Culture," "Air Conditioning," "Mobile 
Homes," "Voluntary Region," "Street Art," 
"Vacationland," "Barbieland," or 
"Electrographic Architecture," one needs 
only to read the table of contents to have a 
sense of the operating logic of Brino's 
anthropological Situationism. Los Angeles is 
approached first as a list of ingredients in 
order to be seen from new perspectives and 
undo common assumptions. Billboards are 
definers of space, not fillers. The influence of 
Eastside murals is treated equally with that 
of Hollywood. Decades before urbanists 
would revisit them as unique, dingbat 
apartments are considered as significant a 
part of the overall landscape as the freeways. 
The Watts Towers are the only built work with 
its own chapter. 
 
La città capitalista approaches the city 
through the pedestrian experience of a 
visitor in the mid-1970s, doing so with 
juxtapositions that candidly present the 
results of the city's competition, 
consumption, and division. The text includes 
and consumes dozens of architectural, 
historical, and critical reads of the city—from 
Arts & Architecture magazine to government 
documents to Ray Bradbury—and then 
counters or expands them in conversation 
with the mundane conditions of a quotidian 
life saturated with and defined by the 
promotional signage that features in many of 
the book's images.
 
When we first met Brino in Turin in 2016, he 
joked that the single chapter of La città 
capitalista that was entirely his was the first 
one, "Yellow Pages." While other sections are 
indeed his writing, he acknowledged a 
curatorial handling throughout the book that 
positions the author as editor and 
(re)organizer of existing understandings as 
much as that of first-person chronicler—a 
Studs Terkel version of writing about Los 
Angeles more than yet another outsider 
testimonial. Navigating the city's domestic 
advertising index, however, was a direct 
experience worth recapturing. Using 128 
selections from the actual Yellow Pages, a 
normally banal feature in any location at the 
time was framed as the principal 
summarizing introduction to a town defined 
by sales.

In appreciation of that vernacular outlook, a 
friend of Brino's at UCLA once tried to pass a 
copy of La città capitalista to Ray Eames, who 
scoffed at it as suspiciously Marxist. Italian, 
architect, 1970s, and commentary on 
capitalism are indeed the elements that 
usually lead to the work of Manfredo Tafuri 
or the like—while certainly not apolitical, nor 
conservative, Brino was not an active 
member of the Partito Comunista Italiano. 
He, the burgeoning restoration architect, 
viewed Los Angeles through the lens of 
commodification, class, and the marketing of 
lifestyle because that is what plainly resulted 
from the site analysis and as-builts, so to say. 
Years before "brandscaping" would enter the 
architectural lexicon, Brino charted a city 
shaped by advertisement, entertainment, and 
recreation.
 
Back in Europe, Brino used the book in his 
teaching as one of several case studies in 
how to approach urban space, demonstrating 
for his students that maintaining a 
materialist consideration of site on regional, 
historical, and cultural terms at all times 
contributes far more understanding to any 
effort than a singular focus on a singular 
solution—especially valuable in contrast to 
myopic tendencies in architecture, 
preservation, and development that can 
isolate locations from the conditions that 
form them. In this regard, La città capitalista 
is as much a "how to" guide for answering 
the question "Where am I?"—with Los 
Angeles as its example—as it is a document 
of this specific city in that particular era.

Nevertheless, La città capitalista has largely 
been lost to time, with the number of copies 
retrievable locally in the single digits. While 
Brino spoke proudly of having published the 
first history of Los Angeles in Italy, the fact is 
that non-Anglophone writing about the area's 
architecture and urban landscape has never 
found the same inclusion in the canon as, 
let's say, French directors have with 
filmmaking in the city. Brino's book exists 
today as a foreign artifact rather than an 
extension of the cultural criticism of Carey 
McWilliams and the structural take of Reyner 
Banham, or as a precursor to the L.A. School 
of the 1990s. Like Franco Rossi's astute Los 
Angeles film Smog (1962), it has been fated, 
in part, to the novelty of rediscovery.
 
Along with groups of our students, we have 
taken to moving through Los Angeles with La 
città capitalista in hand. Together, 
on-location, we use the book in line with the 
author's intentions: we name and document 
the forces we see in front of us and attempt 
to articulate how they act upon and 
determine the city. We share in a ground-up 
questioning process that subjects every 
visual and spatial arrangement to the same 
style of comparative reading that Brino 
practiced for decades. The students become 
familiar with the notion that no place is only 
that place in that moment; rather, everywhere 
is a node in a sequence of histories. And, in 
knowing that, a characteristic of Brino's work 
carries on.
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In the deepest recesses of pre-pubescent REM sleep, 
Sally Moore was dreaming. 

She was big, bigger than her older brother Smith, 
bigger than her father. Sally was large and slow, but 
equipped with a heaviness and the power that came 
with it. She lumbered: every movement dragged 
through honey, through water, through mud. 
Sliding her hands down the contours of this new 
girth, Sally trembled to feel the exotic sensations of 
pelts of hair, a round, �rm belly, damp heat. Sally 
swung her arms, trying to spin in a familiar gesture 
of girlhood, but her center of gravity stayed 
stubbornly put, her suddenly thick appendages 
unable to li� away from her body as they normally 
could. Even the e�ort of the attempt proved to be 
too much in this dripping and dragging existence, 
and she let herself sink back into the slow muck.

On the outside she was new, but on the inside she 
felt the familiar desire for satiation, a thwarted need 
for more. As she settled into herself and adjusted to 
the new pressures on her joints and sit bones and 
shoulders, from her great belly came deep gurglings, 
the churning and working of activity that she felt at 
once alienated from and deeply protective of. Each 
new sensation and new bodily reality seemed to 
Sally a small duckling that had waddled into her 
charge, without thinking and with great 
consequence. �e curls of coarse hair, the sour 
sweat, the thick body, the workings within it, were 
novel but also very much her own; they were sweet 
and strange and worthy of protection. Like a 
giantess, the Great Mother, Sally laboriously 
crooked her head downward and wished for 
merging; she longed to suckle and stroke her 
yellowed hard toenails, the roll of middle skin 
created by sitting, and especially the active bubbling 
of her guts. She burned and toiled, at once separated 
from and only existing as the roiling of her belly. 
Her ears were given over to it �rst, the bubbling 
became a roar, and her ears were colonized by the 
cauldron of her guts; for a brief moment she could 
see them as clearly as anything, and said goodbye. 
�en went the hair, a second a�er gaining god-like 
awareness of every strand and follicle, on her toes, 
her legs, her groin, her belly, her chest, her back, and 
her head, it was all swept away, carried into the 
greedy gulping �re of her stomach. �en her hands, 
plump and cakey and moist, ceased to grip the skin 
of her belly and as if casually walking through an 
open doorway, slipped to the other side. 

One by one, the parts of Sally’s new body enacted 
greetings and introductions, then like lemmings, 
gave themselves to the greasy agitations of her 
gorgeous belly. 

~~

Sally felt herself being pulled back to the surface, 
and the sound of someone shouting her name 
penetrated the mucus of the dream. As she opened 
her eyes, she learned the viscosity had gone and was 
replaced by smoke, as if the swirling lava had 
exhausted itself, drying into a blackened crust 
emanating a di�erent state of matter into the world. 
She was pulled from bed, roughly but without much 
strain. Her body had returned to its slight state, 
subject once more to the machinations of others 
without the stabilizing force of her newly gained, 
newly lost, sheer, gargantuan physicality. 

Later, wrapped in a �reman’s blanket at the 
neighbor’s house, she dispassionately discovered she 
had soiled herself in bed, but it mattered little as the 
contents of her bowels had burned with the rest of 
the only home she had ever lived in. Laying her 
hands on her belly, once again �at and smooth, she 
beckoned for the dream to coat her, reveling in the 
stink of herself, and felt a surge of love and 
protection for all that had died in the �res. 

9

10

12

18
19

15

16

5

A
S
-
I
S
.

L
A

N
I
G
H
T

G
A
L
L
L
E
R
Y

Star Montana

1: Carlos L
opez J

r. 2007, 2019, inkjet
 print o

n sintra
 (archi

val pho
tograph

) 24 x 18” 

7: In M
emory  2019, inkjet

 print o
n sintra

 (archi
val pho

tograph
) 13.8 x 16”

17: Brooklyn
 and S

oto Memorial  2
018, archiv

al inkje
t print 

25 x 20” 

Daniel T
. Gaitor-Lo

mack 

2—3: Knowledge A
blaze 2

020, found
 mixed m

edia di
mension

s varia
ble

Hilary 2
020, found

 mixed m
edia di

mension
s varia

ble

Hildegar
de Duane 4

Cara Benedet
to and de

sign by
 Nico Fon

tana 

5: Origin o
f Love 

and Other Ta
les of 

Degrada
tion Night Gallery, 

2020. Pp. 1

Peter W
ächtler

 6

Mark Flo
res 8

Benjamin Eche
verria

15: M&M&M&M (detai
l) 2020, canva

s, caul
k, oil, p

rimer

Image: ar
tist/Paul Salveson

William E. Jon
es 

16: Homage to 
the Square 

5 (Pinturicc
hio—Gerhard 

Richter—
sunset

—circus 
posters

)

2019, collag
e 15 x 15”

Homage to 
the Square 

18 (Pisa—Hokkaido
—Andy W

arhol—
penis)

2019, collag
e 15 x 15”

Homage to 
the Square 

3—variatio
n (Storm clouds

—Gerhard 
Richter—

man and
 penis)

2019, collag
e 15 x 15”

Homage to 
the Square 

15 (Andy W
arhol—

Australia
n outb

ack—Francis
 Picabia—

zebras)

2019, collag
e 15 x 15”

Homage to 
the Square 

11 (Andy W
arhol—

Bridget 
Riley—cataco

mbs—Patty Hearst)

2019, collag
e 15 x 15”

Homage to 
the Square 

9 (Swiss Alps—Gerhard 
Richter—

Maison M
argiela

—Turkish
 bath)

2019, collag
e 15 x 15” (Continue

d Verso)

Mark Roeder 
18: Sketch f

or Nine Dead Sparrow
s 2021

14

DELUSIDELUSI

4IONARIUM 5 IONARIUM 5  
A...Lorem

 ipsum

13

11

5
.
1
5

—
6
.
1
2

2
0
2
1

 9  Ana Iwataki

10  Jason
 Underhil

l

11  Steven L
ucas D

elgado

   12 Tory J
. Lowitz

David M
uenzer

13: Ann Arbor Ex
change

 2020, penci
l on pa

per 11
 x 15” 

Sleepers
 2020, penci

l on pa
per 11

 x 15” 

Intervie
w 2020, penci

l on pa
per 11

 x 15” 

Semper Fid
elis 2020, oil on

 linen 
60 x 48”

14: Live f
or Tod

ay 2020, oil on
 linen 

48 x 60”

Hearth (
TIL of 

the Dunning
-Kruger) 

2019,

bronze
, patina

ted col
d-rolled

 steel 3
1 x 56 x 30”

Installa
tion vie

w “Sylan
 Plug” at

 Jan W
eenix

        Live fo
r Toda

y 2020, detail
 

19: Ad 2021, 6.25 x 4.75” (PH - AL is Patrick H
ill and 

Alex Lem
ke) PH - AL 

ADAPTATION

BRINO (CONT’D)

Hi Jesse and Becky,

!Origin of War

(El Paso Texas & Dayton Ohio, August 4, 2019)

Another weekend another tree mass shooting in America.

Headlines run stubbing what used to toe. 
The character in this book didn’t novel. 
They ran slower. 
Who forgot to kiss them before they went to sleep last night.

What kind of love believes 2, let’s do our job.
How many times do we send back where your fuck-uncle thinks she orders. 
Which haircut makes the most sense for ripping a small hand from another. 
When does the bed make for bodies we refuse to name.

Too many loan servicers,
with teacher cheese sucking an End of dick story. 
Too many student spies,
400 files sewn into the skin of their bleeding peers.
Too more squads 
shopping
no problem in
a lot
with 
a 
ten 
year
old 
girl 
screaming
what 
the 
fuck
America.

Special Thanks:

Davida Nemeroff
Tom Jimmerson
Doug Henry
Jim Fetterly

In the midst of his ongoing experimentations 
with describing, representing, and indexing 
built space, the Italian architect, professor, 
and author Giovanni Brino passed away in 
November.
 

Born in Oulx (Turin) into a family of demolition 
experts, Brino's six-decade-long professional 
career saw the completion of dozens of 
large-scale structural and environmental 
rehabilitations, each emphasizing the wider 
historical context while becoming 
pedagogical opportunities for his many 
students. He taught architecture at the 
Politecnico di Torino from 1970 to 2008 and 
created unique courses for universities 
across Italy, France, and Switzerland, as well 
as further afield with Curtin University of 
Technology in Perth and Kent State University 
in Ohio. Brino was a restoration consultant to 
the city of Marseille from 1988 to 2005, and 
advisor to the French Ministry of Culture for 
the restoration of the Villa Medici in Rome 
from 1988 to 1993. The subjects of his books 
range from the story of London's Crystal 
Palace to urban farming practices in Northern 
Italy to the oeuvre of his teacher, the modern 
designer and photographer Carlo Mollino. 
Most of his publishing, however, was 
dedicated to encyclopedic surveys: a 
databank of the painted facades throughout 
the entire province of Liguria; all of the colors 
on the buildings of Turin in the period of 
1801–63; compendia of field-tested 
restoration techniques; as well as color 
studies and street furniture plans in response 
to dozens of different cities across Italy and 
France. Brino's dedication to cataloging color 
was shared by his wife, Dominique Bousquet, 
and the two spent years developing a color 
dictionary with over 20,000 entries.

Brino's practice of inventorying and 
classifying was first introduced to us in 2014 
thanks to a colleague who had borrowed one 
of the architect's lesser-known books from 
the library of the Southern California Institute 
of Architecture in 1980 and never returned it. 
Despite all of Brino's activity and our 
overlapping interests in architectural history 
and visual culture, neither of us had heard of 
him. His practice and reputation remained 
rooted in Turin, even though his research and 
experiences briefly had revolved around the 
western United States. We had not seen 
those of his books that had been translated 
into English on any shelves, nor recalled 
Umberto Eco mentioning Brino's writing 
about Las Vegas in the same breath as Robert 
Venturi in the 1986 edition of the essay 
"Travels in Hyperreality." With a weak ability 
to read Italian, we poured over our pilfered 
copy of the first and only edition of Brino's La 
città capitalista. Los Angeles, a three- 
hundred-page register of architecture and 
advertising across the Southland that felt like 
an unearthed time capsule.
 

Brino first came to UCLA in 1972 on a 
Fulbright Fellowship to study the region's 
trademark suburbia in comparison with the 
private developments that he perceived to be 
creating similar conditions on the outskirts of 
cities such as Milan, Genoa, and, of course, 
Turin. He had theorized that as those cities 
grew more in relation to the autostrada than 
the piazza, the collective result would be 
sister sprawl. Brino penned articles while 
exploring Los Angeles's history and 
traversing its entirety, realizing first-hand 
how Southern California's built environment 
was a product of the profit-minded promotion 
of lifestyle. Some of these initial reflections 
were compiled in the Fiorucci Fanzine Brino 
authored on the occasion of the opening of 
the legendary store in Beverly Hills.

Brino's relationships with the architect and 
educator Ray Kappe and the planning and 
real estate expert Fred Case informed the 
final draft of La città capitalista that was 
published in Italian by Medicea Editrice 
(Florence) in 1978. Through twenty-seven 
essays and over one thousand images, the 
book conducts a forensic examination that 
breaks apart Los Angeles's form into the 
details that produce the whole, presenting 
the city as a quintessentially capitalist 
commodity formed by privatization and 
emphasizing that its processes of becoming 
could be repeated anywhere that lacked a 
commitment to a public commons.

With chapter headings such as "Post-Urban 
Culture," "Air Conditioning," "Mobile 
Homes," "Voluntary Region," "Street Art," 
"Vacationland," "Barbieland," or 
"Electrographic Architecture," one needs 
only to read the table of contents to have a 
sense of the operating logic of Brino's 
anthropological Situationism. Los Angeles is 
approached first as a list of ingredients in 
order to be seen from new perspectives and 
undo common assumptions. Billboards are 
definers of space, not fillers. The influence of 
Eastside murals is treated equally with that 
of Hollywood. Decades before urbanists 
would revisit them as unique, dingbat 
apartments are considered as significant a 
part of the overall landscape as the freeways. 
The Watts Towers are the only built work with 
its own chapter. 
 
La città capitalista approaches the city 
through the pedestrian experience of a 
visitor in the mid-1970s, doing so with 
juxtapositions that candidly present the 
results of the city's competition, 
consumption, and division. The text includes 
and consumes dozens of architectural, 
historical, and critical reads of the city—from 
Arts & Architecture magazine to government 
documents to Ray Bradbury—and then 
counters or expands them in conversation 
with the mundane conditions of a quotidian 
life saturated with and defined by the 
promotional signage that features in many of 
the book's images.
 
When we first met Brino in Turin in 2016, he 
joked that the single chapter of La città 
capitalista that was entirely his was the first 
one, "Yellow Pages." While other sections are 
indeed his writing, he acknowledged a 
curatorial handling throughout the book that 
positions the author as editor and 
(re)organizer of existing understandings as 
much as that of first-person chronicler—a 
Studs Terkel version of writing about Los 
Angeles more than yet another outsider 
testimonial. Navigating the city's domestic 
advertising index, however, was a direct 
experience worth recapturing. Using 128 
selections from the actual Yellow Pages, a 
normally banal feature in any location at the 
time was framed as the principal 
summarizing introduction to a town defined 
by sales.

In appreciation of that vernacular outlook, a 
friend of Brino's at UCLA once tried to pass a 
copy of La città capitalista to Ray Eames, who 
scoffed at it as suspiciously Marxist. Italian, 
architect, 1970s, and commentary on 
capitalism are indeed the elements that 
usually lead to the work of Manfredo Tafuri 
or the like—while certainly not apolitical, nor 
conservative, Brino was not an active 
member of the Partito Comunista Italiano. 
He, the burgeoning restoration architect, 
viewed Los Angeles through the lens of 
commodification, class, and the marketing of 
lifestyle because that is what plainly resulted 
from the site analysis and as-builts, so to say. 
Years before "brandscaping" would enter the 
architectural lexicon, Brino charted a city 
shaped by advertisement, entertainment, and 
recreation.
 
Back in Europe, Brino used the book in his 
teaching as one of several case studies in 
how to approach urban space, demonstrating 
for his students that maintaining a 
materialist consideration of site on regional, 
historical, and cultural terms at all times 
contributes far more understanding to any 
effort than a singular focus on a singular 
solution—especially valuable in contrast to 
myopic tendencies in architecture, 
preservation, and development that can 
isolate locations from the conditions that 
form them. In this regard, La città capitalista 
is as much a "how to" guide for answering 
the question "Where am I?"—with Los 
Angeles as its example—as it is a document 
of this specific city in that particular era.

Nevertheless, La città capitalista has largely 
been lost to time, with the number of copies 
retrievable locally in the single digits. While 
Brino spoke proudly of having published the 
first history of Los Angeles in Italy, the fact is 
that non-Anglophone writing about the area's 
architecture and urban landscape has never 
found the same inclusion in the canon as, 
let's say, French directors have with 
filmmaking in the city. Brino's book exists 
today as a foreign artifact rather than an 
extension of the cultural criticism of Carey 
McWilliams and the structural take of Reyner 
Banham, or as a precursor to the L.A. School 
of the 1990s. Like Franco Rossi's astute Los 
Angeles film Smog (1962), it has been fated, 
in part, to the novelty of rediscovery.
 
Along with groups of our students, we have 
taken to moving through Los Angeles with La 
città capitalista in hand. Together, 
on-location, we use the book in line with the 
author's intentions: we name and document 
the forces we see in front of us and attempt 
to articulate how they act upon and 
determine the city. We share in a ground-up 
questioning process that subjects every 
visual and spatial arrangement to the same 
style of comparative reading that Brino 
practiced for decades. The students become 
familiar with the notion that no place is only 
that place in that moment; rather, everywhere 
is a node in a sequence of histories. And, in 
knowing that, a characteristic of Brino's work 
carries on.
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In the deepest recesses of pre-pubescent REM sleep, 
Sally Moore was dreaming. 

She was big, bigger than her older brother Smith, 
bigger than her father. Sally was large and slow, but 
equipped with a heaviness and the power that came 
with it. She lumbered: every movement dragged 
through honey, through water, through mud. 
Sliding her hands down the contours of this new 
girth, Sally trembled to feel the exotic sensations of 
pelts of hair, a round, �rm belly, damp heat. Sally 
swung her arms, trying to spin in a familiar gesture 
of girlhood, but her center of gravity stayed 
stubbornly put, her suddenly thick appendages 
unable to li� away from her body as they normally 
could. Even the e�ort of the attempt proved to be 
too much in this dripping and dragging existence, 
and she let herself sink back into the slow muck.

On the outside she was new, but on the inside she 
felt the familiar desire for satiation, a thwarted need 
for more. As she settled into herself and adjusted to 
the new pressures on her joints and sit bones and 
shoulders, from her great belly came deep gurglings, 
the churning and working of activity that she felt at 
once alienated from and deeply protective of. Each 
new sensation and new bodily reality seemed to 
Sally a small duckling that had waddled into her 
charge, without thinking and with great 
consequence. �e curls of coarse hair, the sour 
sweat, the thick body, the workings within it, were 
novel but also very much her own; they were sweet 
and strange and worthy of protection. Like a 
giantess, the Great Mother, Sally laboriously 
crooked her head downward and wished for 
merging; she longed to suckle and stroke her 
yellowed hard toenails, the roll of middle skin 
created by sitting, and especially the active bubbling 
of her guts. She burned and toiled, at once separated 
from and only existing as the roiling of her belly. 
Her ears were given over to it �rst, the bubbling 
became a roar, and her ears were colonized by the 
cauldron of her guts; for a brief moment she could 
see them as clearly as anything, and said goodbye. 
�en went the hair, a second a�er gaining god-like 
awareness of every strand and follicle, on her toes, 
her legs, her groin, her belly, her chest, her back, and 
her head, it was all swept away, carried into the 
greedy gulping �re of her stomach. �en her hands, 
plump and cakey and moist, ceased to grip the skin 
of her belly and as if casually walking through an 
open doorway, slipped to the other side. 

One by one, the parts of Sally’s new body enacted 
greetings and introductions, then like lemmings, 
gave themselves to the greasy agitations of her 
gorgeous belly. 

~~

Sally felt herself being pulled back to the surface, 
and the sound of someone shouting her name 
penetrated the mucus of the dream. As she opened 
her eyes, she learned the viscosity had gone and was 
replaced by smoke, as if the swirling lava had 
exhausted itself, drying into a blackened crust 
emanating a di�erent state of matter into the world. 
She was pulled from bed, roughly but without much 
strain. Her body had returned to its slight state, 
subject once more to the machinations of others 
without the stabilizing force of her newly gained, 
newly lost, sheer, gargantuan physicality. 

Later, wrapped in a �reman’s blanket at the 
neighbor’s house, she dispassionately discovered she 
had soiled herself in bed, but it mattered little as the 
contents of her bowels had burned with the rest of 
the only home she had ever lived in. Laying her 
hands on her belly, once again �at and smooth, she 
beckoned for the dream to coat her, reveling in the 
stink of herself, and felt a surge of love and 
protection for all that had died in the �res. 
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Homage to the Square 11 (Andy Warhol—Bridget Riley—catacombs—Patty Hearst), 2019, collage, 15 x 15”
Homage to the Square 15 (Andy Warhol—Australian outback—Francis Picabia—zebras), 2019, collage, 15 x 15”
Homage to the Square 18 (Pisa—Hokkaido—Andy Warhol—penis), 2019, collage, 15 x 15”

Star Montana
In Memory, 2019, inkjet print on sintra (archival photograph), 13.8 x 16”
Carlos Lopez Jr. 2007, 2019, inkjet print on sintra (archival photograph), 24 x 18”

Shagha Arianna
A Red Night, 2020, acrylic and flashe vinyl on canvas, 56 x 48”

Ad 2021, 6.25 x 4.75” (PH - AL is Patrick Hill and Alex Lemke) PH - AL

Tory J. Lowitz

Renée Petropoulos

Awol Erizku 
The Definition (see no evil, hear no evil, speak no evil), 2018-2020
Image: artist/Nik Massey

Michael E. Smith

Ana Iwataki

Elizabeth Englander
Mud Angel, 2020, steel, paper, cotton twine, 54 x 26 x 40” 

Bel Ami (credit Miriam Laura Leonardi) 

Daniel T. Gaitor-Lomack
Knowledge Ablaze (detail), 2020, found mixed media, dimensions variable

Steven Lucas Delgado

David Muenzer
Ann Arbor Exchange, 2020, pencil on paper, 11 x 15”
Sleepers, 2020, pencil on paper, 11 x 15”
Interview, 2020, pencil on paper, 11 x 15”
Semper Fidelis, 2020, oil on linen, 60 x 48”
Live for Today, 2020, oil on linen, 48 x 60”
Hearth (TIL of the Dunning-Kruger), 2019,bronze, patinated cold-rolled steel 31 x 56 x 30”
Installation view “Sylan Plug” at Jan Weenix
Live for Today, 2020, detail

Special Thanks:
Davida Nemeroff
Tom Jimmerson

Doug Henry
Jim Fetterley 



Tanyth Berkeley
Balloons on Table, photograph, 20 x 15.615”

Jeanette Mundt

Catalina Ouyang
Le Guin, Ursula K. “The Marrow.” Hard Words and other poems, HarperCollins, 1981.

Elif Erkan

Sean Kennedy
Untitled (detail), 2020

Elif Erkan

Mark Roeder 
Sketch for Nine Dead Sparrows, 2021

Mark Flores

Jason Underhill

Benjamin Echeverria
M&M&M&M (detail), 2020, canvas, caulk, oil, primer
Image: artist/Paul Salveson
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Marlon Kroll

Peter Wächtler

Charlie MacFarland

Cara Benedetto and design by Nico Fontana
Origin of Love and Other Tales of Degradation, Night Gallery, 2020. Pp. 1

Tom Krumpak
Mid-Air, acrylic on canvas, 24 x 24”

ASHES/ASHES

Takako Yamaguchi 
Untitled (21), 2020, oil on linen, 18 x 24” 

Leila Weefur + 5/5 Collective

Jesse Benson 
Delusionarium 4 Catalog Page Painting 2 (Nathan Hylden “Untitled”, 2008, acrylic on canvas, 29 x 23”; Joshua Nathanson 
“Lobster and Seagull”, 2008, acrylic on canvas, 40 x 32”; Will Benedict “Untitled (Pro Choice)” 2008, wall painting), 2013, 
oil on panel, 17 x 22”

Keith J. Varadi

William E. Jones
Homage to the Square 20—variation (Vietnam—Andy Warhol—Chinese revolutionary ballet), 2019, collage, 15 x 15”
Homage to the Square 14 (Andy Warhol—Mike Kelley—Valentino—Chinese revolutionary opera), 2019, collage 15 x 15”
Homage to the Square 4 (Autumn foliage—Andrea Mantegna—Alexander McQueen—Chinese revolutionary opera), 2019, 
collage, 15 x 15”
Homage to the Square 2 (Plowed Fields—Frank Stella—phone sex—Donald Judd), 2019, collage, 15 x 15”
Homage to the Square 3—variation (Storm clouds—Gerhard Richter—man and penis), 2019, collage, 15 x 15”
Homage to the Square 5 (Pinturicchio—Gerhard Richter—sunset—circus posters), 2019, collage, 15 x 15”
Homage to the Square 6 (Tomb of Henry VII—Alexander McQueen—Jeff Koons—aurora borealis), 2019, collage, 15 x 15”
Homage to the Square 9 (Swiss Alps—Gerhard Richter—Maison Margiela—Turkish bath), 2019, collage, 15 x 15” 
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GIOVANNI BRINO
1936—2020 

In the midst of his ongoing experimentations with describing, representing, and indexing built space, the Italian archi-
tect, professor, and author Giovanni Brino passed away in November.
 
Born in Oulx (Turin) into a family of demolition experts, Brino’s six-decade-long professional career saw the com-
pletion of dozens of large-scale structural and environmental rehabilitations, each emphasizing the wider historical 
context while becoming pedagogical opportunities for his many students. He taught architecture at the Politecnico di 
Torino from 1970 to 2008 and created unique courses for universities across Italy, France, and Switzerland, as well as 
further afield with Curtin University of Technology in Perth and Kent State University in Ohio. Brino was a restoration 
consultant to the city of Marseille from 1988 to 2005, and advisor to the French Ministry of Culture for the restoration 
of the Villa Medici in Rome from 1988 to 1993. The subjects of his books range from the story of London’s Crystal 
Palace to urban farming practices in Northern Italy to the oeuvre of his teacher, the modern designer and photogra-
pher Carlo Mollino. Most of his publishing, however, was dedicated to encyclopedic surveys: a databank of the painted 
facades throughout the entire province of Liguria; all of the colors on the buildings of Turin in the period of 1801–63; 
compendia of field-tested restoration techniques; as well as color studies and street furniture plans in response to dozens 
of different cities across Italy and France. Brino’s dedication to cataloging color was shared by his wife, Dominique 
Bousquet, and the two spent years developing a color dictionary with over 20,000 entries.

Brino’s practice of inventorying and classifying was first introduced to us in 2014 thanks to a colleague who had bor-
rowed one of the architect’s lesser-known books from the library of the Southern California Institute of Architecture in 
1980 and never returned it. Despite all of Brino’s activity and our overlapping interests in architectural history and visual 
culture, neither of us had heard of him. His practice and reputation remained rooted in Turin, even though his research 
and experiences briefly had revolved around the western United States. We had not seen those of his books that had 
been translated into English on any shelves, nor recalled Umberto Eco mentioning Brino’s writing about Las Vegas in 
the same breath as Robert Venturi in the 1986 edition of the essay “Travels in Hyperreality.” With a weak ability to read 
Italian, we poured over our pilfered copy of the first and only edition of Brino’s La città capitalista. Los Angeles, a three- 
hundred-page register of architecture and advertising across the Southland that felt like an unearthed time capsule.
 
Brino first came to UCLA in 1972 on a Fulbright Fellowship to study the region’s trademark suburbia in comparison 
with the private developments that he perceived to be creating similar conditions on the outskirts of cities such as Milan, 
Genoa, and, of course, Turin. He had theorized that as those cities grew more in relation to the autostrada than the 
piazza, the collective result would be sister sprawl. Brino penned articles while exploring Los Angeles’s history and tra-
versing its entirety, realizing first-hand how Southern California’s built environment was a product of the profit-minded 
promotion of lifestyle. Some of these initial reflections were compiled in the Fiorucci Fanzine Brino authored on the 
occasion of the opening of the legendary store in Beverly Hills.
 
Brino’s relationships with the architect and educator Ray Kappe and the planning and real estate expert Fred Case 
informed the final draft of La città capitalista that was published in Italian by Medicea Editrice (Florence) in 1978. 
Through twenty-seven essays and over one thousand images, the book conducts a forensic examination that breaks apart 
Los Angeles’s form into the details that produce the whole, presenting the city as a quintessentially capitalist commod-
ity formed by privatization and emphasizing that its processes of becoming could be repeated anywhere that lacked a 
commitment to a public commons.
 
With chapter headings such as “Post-Urban Culture,” “Air Conditioning,” “Mobile Homes,” “Voluntary Region,” “Street 
Art,” “Vacationland,” “Barbieland,” or “Electrographic Architecture,” one needs only to read the table of contents to 
have a sense of the operating logic of Brino’s anthropological Situationism. Los Angeles is approached first as a list of 
ingredients in order to be seen from new perspectives and undo common assumptions. Billboards are definers of space, 
not fillers. The influence of Eastside murals is treated equally with that of Hollywood. Decades before urbanists would 
revisit them as unique, dingbat apartments are considered as significant a part of the overall landscape as the freeways. 
The Watts Towers are the only built work with its own chapter. 
 
La città capitalista approaches the city through the pedestrian experience of a visitor in the mid-1970s, doing so with 
juxtapositions that candidly present the results of the city’s competition, consumption, and division. The text includes 
and consumes dozens of architectural, historical, and critical reads of the city—from Arts & Architecture magazine 
to government documents to Ray Bradbury—and then counters or expands them in conversation with the mundane 
conditions of a quotidian life saturated with and defined by the promotional signage that features in many of the book’s 
images.

When we first met Brino in Turin in 2016, he joked that the single chapter of La città capitalista that was entirely his 
was the first one, “Yellow Pages.” While other sections are indeed his writing, he acknowledged a curatorial handling 
throughout the book that positions the author as editor and (re)organizer of existing understandings as much as that of 
first-person chronicler—a Studs Terkel version of writing about Los Angeles more than yet another outsider testimo-



nial. Navigating the city’s domestic advertising index, however, was a direct experience worth recapturing. Using 128 
selections from the actual Yellow Pages, a normally banal feature in any location at the time was framed as the principal 
summarizing introduction to a town defined by sales.

In appreciation of that vernacular outlook, a friend of Brino’s at UCLA once tried to pass a copy of La città capitalista to 
Ray Eames, who scoffed at it as suspiciously Marxist. Italian, architect, 1970s, and commentary on capitalism are indeed 
the elements that usually lead to the work of Manfredo Tafuri or the like—while certainly not apolitical, nor conserva-
tive, Brino was not an active member of the Partito Comunista Italiano. He, the burgeoning restoration architect, viewed 
Los Angeles through the lens of commodification, class, and the marketing of lifestyle because that is what plainly result-
ed from the site analysis and as-builts, so to say. Years before “brandscaping” would enter the architectural lexicon, Brino 
charted a city shaped by advertisement, entertainment, and recreation.
 
Back in Europe, Brino used the book in his teaching as one of several case studies in how to approach urban space, 
demonstrating for his students that maintaining a materialist consideration of site on regional, historical, and cultural 
terms at all times contributes far more understanding to any effort than a singular focus on a singular solution—espe-
cially valuable in contrast to myopic tendencies in architecture, preservation, and development that can isolate locations 
from the conditions that form them. In this regard, La città capitalista is as much a “how to” guide for answering the 
question “Where am I?”—with Los Angeles as its example—as it is a document of this specific city in that particular era.

Nevertheless, La città capitalista has largely been lost to time, with the number of copies retrievable locally in the single 
digits. While Brino spoke proudly of having published the first history of Los Angeles in Italy, the fact is that non-An-
glophone writing about the area’s architecture and urban landscape has never found the same inclusion in the canon as, 
let’s say, French directors have with filmmaking in the city. Brino’s book exists today as a foreign artifact rather than an 
extension of the cultural criticism of Carey McWilliams and the structural take of Reyner Banham, or as a precursor to 
the L.A. School of the 1990s. Like Franco Rossi’s astute Los Angeles film Smog (1962), it has been fated, in part, to the 
novelty of rediscovery.
 
Along with groups of our students, we have taken to moving through Los Angeles with La città capitalista in hand. 
Together, on-location, we use the book in line with the author’s intentions: we name and document the forces we see in 
front of us and attempt to articulate how they act upon and determine the city. We share in a ground-up questioning 
process that subjects every visual and spatial arrangement to the same style of comparative reading that Brino practiced 
for decades. The students become familiar with the notion that no place is only that place in that moment; rather, every-
where is a node in a sequence of histories. And, in knowing that, a characteristic of Brino’s work carries on.









ing into a blackened crust emanating a different state of 
matter into the world.

She was pulled from bed, roughly but without much 
strain. Her body had returned to its slight state, subject 
once more to the machinations of others without the 
stabilizing force of her newly gained, newly lost, sheer, 
gargantuan physicality.

Later, wrapped in a fireman’s blanket at the neighbor’s 
house, she dispassionately discovered she had soiled 
herself in bed, but it mattered little as the contents of her 
bowels had burned with the rest of the only home she 
had ever lived in. Laying her hands on her belly, once 
again flat and smooth, she beckoned for the dream to 
coat her, reveling in the stink of herself, and felt a surge 
of love and protection for all that had died in the fires.



strange and worthy of protection. Like a giantess,
the Great Mother, Sally laboriously crooked her head 
downward and wished for merging; she longed to suckle 
and stroke her yellowed hard toenails, the roll of middle 
skin created by sitting, and especially the active bub-
bling of her guts. She burned and toiled, at once separat-
ed from and only existing as the roiling of her belly. Her 
ears were given over to it first, the bubbling became a 
roar, and her ears were colonized by the cauldron of her 
guts; for a brief moment she could see them as clearly as 
anything, and said goodbye. Then went the hair, a sec-
ond after gaining god-like awareness of every strand and 
follicle, on her toes, her legs, her groin, her belly, her 
chest, her back, and her head, it was all swept away, car-
ried into the greedy gulping fire of her stomach. Then 
her hands, plump and cakey and moist, ceased to grip 
the skin of her belly and as if casually walking through 
an open doorway, slipped to the other side.

One by one, the parts of Sally’s new body enacted greet-
ings and introductions, then like lemmings, gave them-
selves to the greasy agitations of her gorgeous belly.

~~

Sally felt herself being pulled back to the surface, and 
the sound of someone shouting her name penetrated 
the mucus of the dream. As she opened her eyes, she 
learned the viscosity had gone and was replaced by 
smoke, as if the swirling lava had exhausted itself, dry-



In the deepest recesses of pre-pubescent REM sleep, Sal-
ly Moore was dreaming.

She was big, bigger than her older brother Smith, bigger 
than her father. Sally was large and slow, but equipped 
with a heaviness and the power that came with it. She 
lumbered: every movement dragged through honey, 
through water, through mud. Sliding her hands down 
the contours of this new girth, Sally trembled to feel 
the exotic sensations of pelts of hair, a round, firm bel-
ly, damp heat. Sally swung her arms, trying to spin in 
a familiar gesture of girlhood, but her center of gravity 
stayed stubbornly put, her suddenly thick appendag-
es unable to lift away from her body as they normally 
could. Even the effort of the attempt proved to be too 
much in this dripping and dragging existence, and she 
let herself sink back into the slow muck.

On the outside she was new, but on the inside she felt 
the familiar desire for satiation, a thwarted need for 
more. As she settled into herself and adjusted to the 
new pressures on her joints and sit bones and shoulders, 
from her great belly came deep gurglings, the churning 
and working of activity that she felt at once alienated 
from and deeply protective of. Each new sensation and 
new bodily reality seemed to Sally a small duckling that 
had waddled into her charge, without thinking and 
with great consequence. The curls of coarse hair, the 
sour sweat, the thick body, the workings within it, were 
novel but also very much her own; they were sweet and 










