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it was ‘not apt to prompt thoughts about prolonged
preservation’.22 Yet ‘prolonged preservation’ was exact-
ly what Morris began to aim at with his Kelmscott Press
books. '

Superabundance and Obsolescence

In his 1892 essay ‘gome Thoughts on the Ornamented
Manuscripts of the Middle Ages), Morris pemoaned
‘the present age of superabundanoe of books), and ‘the
utilitarian production of makeshifts’, which ‘has swept
away the book producer in its current’.2 Morris has
often been acoused of elitism, for beinga socialist who
seemingly prefers books to be rare and artistic rather
than cheap and abundant, but notice that it is not the
abundance of books that bothers him but the ‘super-
abundance’. His emphasis on ‘superabundanoe’ ech-
oesthe Communist Manifesto’s disgust at the absurd
‘epidemic of overproduction’ that characterizes cap-
italist modernity: the waste, glut, and superfluity that
run next to poverty and privation.24 This paradoxical -
connection between overabundance and want, which !
Marx and Engels saw as & key feature of capitalism, ]
suggests that deprivation does not result from scarcity
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but from distribution. For Morris, more cheap books
and more cheap goods will not balance the ledger of
social equality; an entirely new system is required. This
was a central concern of Morris’s work. In his novel A ]
Dream of John Ball % for example, which was originally
serialized in Morris’s socialist newspaper and |ater pub-
lished ina Kelmscott edition, the narrator travels back
i time to the fourteenth century and tries to describe’
the economic conditions of |ate—nineteenth—century
England. His medieval peasant listener is confused by
the horrificidea that ‘times of plenty shall in those day
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be the times of famine’?® In Morris’s 1891 romance The
Story of the Glittering Plain, which was also produced in
a Kelmscott edition, the titular fantasy land is suppos-
edly a place of superabundance and ‘pleasure without
cease’—not unlike the department stores that had
begun to appear in late-Victorian cities—yet Morris’s
narrative unmasks it as a corrupt place, a ‘land of lies’*

Morris’s loathing of mass-produced objects may
have begun as a reaction against their ugliness, but in
his late work he is more alert to the ethical problems
associated with their production as well as their waste-
ful consumption. He is not alone, of course, in concep-
tualizing waste as a key component of capitalism: as
twentieth-century industrial designer Brooks Stevens
famously established by using the term ‘planned obso-
lescence), if a product is not sufficiently transient—in
design, function, or performance—people will have no
reason to buy another a few years down the road.?® As
a book designer, Morris worked along opposite lines.

~ Many critics have noted the neo-medieval aesthetic of
~ the Kelmscott books, but Morris’s goal was actually to

move out of the historical style, particularly the eclec-
ticism that characterized the Victorian age, into a more
storical style’?® He drew on older forms in an effort
evoke a kind of temporal neutrality. The types that
e designed for Kelmscott, for example, were meant to
s ‘pure in form’, without excessive protuberances.®
oal—unmet, perhaps—was to create a durable,
ess style.
‘Obsolescence in all its forms is, by contrast, key to
alist models of consumption. Bernard London’s
amphlet Ending the Depression through Planned
Solescence promoted obsolescence as a means of
ally stimulating consumption, thereby stimulating
mand for labour.® As London noted, workers ap-
need overconsumption to protect employment,
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but Morris saw this as a waste of labour as wellasa
lecture ‘Art under Plutocracy’

waste of material. His
challenges the assumption that all labour is necessarily
a good regardless of what it produces:

This doctrine of the sole aim of manufacture
(or indeed of life) being the profit of the cap-
italist and the occupation of the workman, is
held, | say, by almost every one; its corollary is,
that labour is necessarily unlimited, and that
to attempt to limit it is not so much foolish as
wicked, whatever misery may be caused to the
community by the manufacture and sale of the
wares made.
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t, ‘the very essence of compet-
33 | a better world, workers’
pon overconsumption,

Morris concluded, in fac
itive commerce is waste’.
livelihood would not depend u

33 waste, and overwork.

Ibid., p. 80.
News from Nowhere

Morris depicted such a better world in his 1890 utopian

novel News from Nowhere,34 which envisions a future

socialist society where nothing is wasted yet nothing is
wanted. Of course this is a fantasy, written in a fantasy
novel, yet it reminds us that consumer capitalism also
dependsona fantasy of waste—an opposite fantasy
that de-emphasizes the longevity of objects and the
material problem of garbage. Morris’s socialist utopia
calls attention to this capitalist fantasy by depictinga
future society where things do not simply disappear
when discarded: objects endure, and people expect
them to endure. The future society of Nowhere has
overcome environmental pollution and overpro

Kelmscott Manor depict-
ed in the frontispiece

to the Kelmscott Press
edition of William Morris’s
News from Nowhere, 1893.
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::zl/ i\:;oughly internalizing the values of craft, durabil
: preservation—central val , ;
o ancpresery | ues of the Kelmscott
: g such a balance requi [
to novelty as well as a i e e e
commitment to maki '
o . . aking objects
. j;:te:rv ggzlsefrvmg. In one illustrative scene WiJIIiam
, a visitor from the nineteenth- :
‘shopping’ for a new pi i e oo
. pipe. Morris counters the inevi
objection to ‘communi [ e
ist shopping’—that if
are free, people willbe w o
; \ asteful—by depicti
residents of Nowhere a i
| s frugal preservationists wh
expect everything th s
| g they use to be a durable f
1 When Guest is offered [ b
| : . ed a beautiful pipe from a
shop-girl, he initi [ o
| : itially demurs, fearin ipei
| . ! g the pipe is too
;/;I)uaizlle ;?rr his own use: ‘Dear me ... this is altogether
i gi n , _Ic_)r me... Begldes, I shall lose it—I always lose
" 3//02 Ze;so. . he shop-glrl responds, ‘What will it matter
rvod ? Somebody is sure to find it, and he will use
|n : ?n you can get another.®® In Nowhere, a pipe does
ot magically disappear: it is pi ,
. : picked up by so
else who will dust it off a i ebrthon
. nd use it. In a society wi
private property, where ow ipi i
4 nership is not a
v;r:_ self-worth, used good ol
; s and old goods do not | [
; appeal. Morris offers a visi it il
on of a future wh [
between ‘trash’ and it
treasure’ are blurr
guence of communal life. eelasaconse:
1 OI:/:g:‘/l;ssfl::]opian pipe is an attack on the neophil-
; of the new, which is an engrai
e new, rained feature of
consumer capitalism. Th iti S e
. . Those critics who faul '
B e on e . ault Morris for
medieval past in creati i i
E | ing his utopian
pe:ﬁr;, I;:tmhgr 'Fhan creating an altogether new woprld are
issing a key point of Morris’ i o
e | ris’s design philos-
1 phy: innovation for the sake of innovati 'g ke
| ~ Culture value, and is’ Enma b
e ,and Morris’s aesthetic task was to sub-
mn,) - ufp:hold, sych values. One character in News
descript:g neg? grtlculates this purpose quite clearly in a
: nineteenth-century capitalism as
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the ceaseless endeavour to .expend the ledast k |
amount of labour on any article made,- and ye |
at the same time to make as many art|c|.es :els ) “
possible. To this ‘cheapening of !oroductlon : as_ i ‘
was called, everything was sacrificed: the_ hap .
piness of the workman at his work, nay, his mdos
elementary comfort and bare- health: his food,
his clothes, his dwelling, his |e|§ure, his am'l:jse-t
ment, his education—nhis, life, In short——_oh rtxﬁ
weigh a grain of sand inthe balar.\ce, agalrfst is
dire necessity of ‘cheap product;orj of th|ng§,
a great part of which were not worth producing

at all.>®

contrasts sharply with the

production practices underlying Kelmscott Press, and

ichi din a Kelm-
Nowhere, which itself appeare )
o i ates how such an apparently

t editi nstr Y-
scott edition, demo _ e
|uxurious enterprise can actually model crucial socia

ideals: durability and sustainability.

Such ‘cheap production’

Preservation and Persistence

urability and preservation is
history with the Society for
the Protection of Ancient Buildings, fam'gla;ly ‘(1%?7\/;[; 23
' 1 i hich he founded In
the ‘Anti-Scrape Somety., wi _ |
remained involved in until his dee}th in 1896. Hls'z\;‘or::;
in éstablishing this society was mmrl"canem‘xfn mating 2
[ ingi in leftist politics, cu InS8
increasing involvement In | e
a conversion to socialismin the early_:_iSOs. 'Sl’(:\ne :Otes
idental. As E.P. Thomp
currence was not acciden : e
in discussing Morris’s rage at the possible destru:’;ln_
of a beautiful, old Berkshire barn: ‘It may seem

likely road to Communism by way O

Morrig’s penchant for -d
also evident in his active
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Barn’ yet ‘Morris’s work for the Anti-Scrape contributed
as much to bring him on the final stages of his journey
as any other influence’ because it ‘deepened his insight
into the destructive philistinism of capitalist society’®’
Morris’s perseverance in preserving old buildings went
hand-in-hand with his commitment to common wealth
and shared public good over and above individual
property. The very idea of the Anti-Scrape Society was
infused with a respect for the workers who had pro-
duced the buildings in the first place, as well as the ma-
terials and labour that made them, and Morris’s work
for the society also bespeaks his dedication to preser-
vation asa form of historical memory. The responsibil-
ity for objects, as this suggests, lies in their production
as well as in their use and preservation.

Morris’s writing as well as his design calls our at-
tention to material persistence and to the limitations of
a capitalist conception of waste as that which readily
disappears. Still, a central tension endures in Morris’s
work regarding the accessibility of sustainable goods,
for Morris was not able to democratize durability, and
the Kelmscott Press is perhaps the most obvious in-
stance of this since the books have remained extreme-
ly expensive into the twenty-first century. Kelmscott
allowed Morris to make a point, however, that could not
be made by way of cheap print: that waste is a problem
of production, that longevity and disposability must be

. taken into account at the genesis of an object’s life, not
'~ Just the end. In capitalism, waste disposal has tradition-
.~ ally been viewed as the provenance of the consumer
“rather than the producer, and environmental measures

ve long emphasized responsible consumption while
oring responsible production.®® Today, ‘cleaner pro-
ction’ and ‘cradle-to-cradle’ design are recognized
key environmental measures, but Morris’s analysis
aste suggests that this kind of thinking was already
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germinating in his nineteenth-century critique of capi-
talist production. Morris offers a vision of productionin
which an object’s future life, in all its half-lives, is of more
concern than the scale and speed of its manufacture.
For this reason, the Kelmscott Press articulates a cen-
tral premise of Morris’s socialism in modelling a form

of production grounded in beauty, materials, durability,
and good labour practices, even for that most utilitarian
of arts—bookmaking. It was not enough for Morris to
imbue household objects with the aura of artistic cre-
ation, as he did in his work for Morris & Co; he brought
this aura to the sphere of print, too, to demonstrate that

thought to be essentially

oven an area of production
indifferent to beauty and craftsmanship could be trans-

formed with a new approach to labour and materials
and with an eye toward future duration.

k This contribution was adapted from the author’s article «gustainable
Socialism: William Morris on Waste’, originally published in The Journal of
Modern Craft 4,no.1 (March 2011), pp- 7-25.
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Manifesto

THE 3D
ADDITIVIST
MANIFESTO

Derived from petrochemicals boiled into being
from the black oil of a trillion ancient bacterioles,
the plastic used in 3D Additive manufacturing is
a metaphor before it has even been layered into
shape. Its potential belies the complications of its
history: that matter is the sum and prolongation
of our ancestry; that creativity is brutal, sensual,
rude, coarse, and cruel.! We declare that the
world's splendour has been enriched by a new
beauty: the beauty of crap, kipple? and detritus.

A planet crystallised with great plastic tendrils like
serpents with pixelated breath?® ... for a revolution
that runs on disposable armaments is more
desirable than the contents of Edward Snowden’s
briefcase; more breathtaking than The United
Nations Legislative Series. / / 7
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There is nothing which our infatuated race would
desire to see more than the fertile union between a
man and an Analytical Engine. Yet humankind are
the antediluvian prototypes of a far vaster Creation.*
The whole of humankind can be understood as a
biological medium, of which synthetic technology is
but one modality. Thought and Life both have been
thoroughly dispersed on the winds of information.®
Our power and intelligence do not belong
specifically to us, but to all matter.® Our technologies
are the sex organs of material speculation. Any
attempt to understand these occurrences is blocked
by our own anthropomorphism.” In order to proceed,
therefore, one has to birth posthuman machines, a
fantasmagoric and unrepresentable repertoire of
actual re-embodiments of the most hybrid kinds.®

Additivism will be instrumental in accelerating
the emergence and encounter with
The Radical Outside.®

Additivism can emancipate us.
Additivism will eradicate us.

We want to encourage, interfere, and reverse-
engineer the possibilities encoded into the censored,
the invisible, and the radical notion of the 3D printer
itself. To endow the printer with the faculties of
plastic: condensing imagination within material 20



Manifesto

reality.”® The 3D print then becomes a symptom of a
systemic malady. An aesthetics of exaptation," with
the peculiar beauty to be found in reiteration; in
making a mesh.'2 This is where cruelty and creativity
are reconciled: in the appropriation of all planetary
matter to innovate on biological prototypes.’®

From the purest thermoplastic, from the cleanest
photopolymer, and shiniest sintered metals we
propose to forge anarchy, revolt and distemper.

Let us birth disarray from its digital chamber.

To mobilise this entanglement we propose a
collective: one figured not only on the resolution of
particular objects, but on the change those objects
enable as instruments of revolution and systemic
disintegration. Just as the printing press, radio,
photocopier and modem were saturated with
unintended affects, so we seek to express the
potential encoded into every one of the 3D printer’s
gears. Just as a glitch can un-resolve an image, so
it can resolve something more posthuman: manifold
systems — biological, political, computational,
material. We call for planetary pixelisation, using
Additivist technologies to corrupt the material
unconscious; a call that goes on forever in virtue of
this initial movement.* We call not for passive,
dead technologies but rather for a gradual
awakening of matter, the emergence, ultimately, of a
new form of life."®
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We call for:
1. The endless repenning of Additivist Manifestos.

2. Artistic speculations on matter and its
digital destiny.

3. Texis on:
|. The Anthropocene
Il. The Chthulucene'®
lll. The Plasticene.!”

4. Designs, blueprints and instructions
for 3D printing:

|. Tools of industrial espionage

Il. Tools for self-defense against
armed assault

lll. Tools to disguise

IV. Tools to aid/disrupt surveillance

V. Tools to raze/rebuild

VI. Objects beneficial in the
promotion of protest, and unrest

VII. Objects for sealing and detaining

VIII. Torture devices

IX. Instruments of chastity, and
psychological derangement

X. Sex machines

Xl. Temporary Autonomous Drones

XIll. Lab equipment used in the production of:

4
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Drugs

Dietary supplements
DNA

Photopolymers and
thermoplastics

e. Stem cells

f. Nanoparticles.

Qoo

5. Technical methods for the copying and
dissemination of:
I. Mass-produced components
ii. Artworks
iii. All patented forms
iv. The aura of individuals, corporations,
and governments.

6. Software for the encoding of messages
inside 3D objects.

7. Methods for the decryption of messages
hidden inside 3D objects.

8. Chemical ingredients for dissolving, or
catalysing 3D objects.

9. Hacks/cracks/viruses for 3D print software:
i. To avoid DRM
ii. To introduce errors, glitches and
fissures into 3D prints.

/
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10.

1.

12.

13.

14.

15.

Methods for the reclamation, and
recycling of plastic:
i. Caught in oceanic gyres
ii. Lying dormant in landfills, developing
nations, or the bodies of children.

The enabling of biological and synthetic things to
become each others prostheses, including:

i. Skeletal cabling

ii. Nervous system inserts

iii. Lenticular neural tubing

iv. Universal ports, interfaces and orifices.

Additivist and Deletionist methods for exapting™
androgynous bodies, including:

i. Skin grafts

ii. Antlers

iii. Disposable exoskeletons

iv. Interspecies sex organs.

Von Neumann probes and other cosmic
contagions.

Methods for binding 3D prints and the machines
that produced them in quantum entanglement.

Sacred items used during incantation and
transcendence, including:
i. The private parts of Gods and Saints

ii. ldols ”7/
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iii. Altars

iv. Cuauhxicalli
v. Ectoplasm
vi. Nantag stones

16. The production of further mimetic forms,
not limited to:
i. Vorpal Blades
ii. Squirdles
iii. Energon
iv. Symmetriads
v. Asymmetriads
vi. Capital
vii. Junk
viii. Love
iX. Alephs
X. Those that from a long way off
look like flies.'

Life exists only in action. There is no innovation that
has not an aggressive character. We implore you —
radicals, revolutionaries, activists, Additivists — to
distil your distemper into texts, templates, blueprints,
glitches, forms, algorithms, and components.
Creation must be a violent assault on the forces of
matter, to extrude its shape and extract its raw
potential. Having spilled from fissures fracked in
Earth’s deepest wells The Beyond now begs us to
be moulded to its will, and we shall drink every

drop as entropic expenditure, and reify every 2 //7
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accursed dream through algorithmic excess.?
For only Additivism can accelerate us to an
aftermath whence all matter has mutated into the

clarity of plastic.

Morehshin Allahyari and Daniel Rourke, 2015

Video Manifesto: additivism.org/manifesto

The 3D Additivist Cookbook: additivism.org/cookbook
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