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The	way	activist	ideas	are	spread	online	functions	best	with	a	strong	visual	attached	to	the	
idea,	a	visual	that	is	concise	and	effective.	This	thesis	will,	in	its	first	part	and	on	the	basis	
of	concrete	historical	examples,	collect	and	analyse	instances	where	online	activism	was	
successful,	 forgettable	 or	missed	 its	 target	 completely.	A	heavy	 emphasis	 on	 the	visual	
aspects	of	activist	content	will	give	an	overview	of	and	 try	 to	determine	what	and	why	
something	reached	the	masses	the	way	it	did,	or	how	it	deteriorated	into	failure.	Visual	con-
tent	in	the	context	of	online	activism	can	mean	many	things;	it	can	be	the	logo	of	an	entire	
movement,	the	typeface	of	one	small	activist	group,	the	colour	of	a	flag,	the	composition	
of	a	meme.	The	theoretical	part	of	this	thesis	will	try	to	bring	all	of	these	artefacts	together	
in	an	effort	to	give	an	overview	of	how	online	activism	has	manifested	itself	and	evolved	
throughout	the	years.	Another	layer	of	this	analysis	will	be	to	work	out	instances	in	which	
the	visual	aspects	of	online	activism	managed	to	go	beyond	the	screen	and	have	an	impact	
in	the	analogue	world.

In	the	second	and	more	applied	part	of	the	thesis,	there	will	be	several	instances	of	hypo-
thetical	activist	movements	and	the	possibilities	of	their	online,	as	well	as	offline	visual	
presence. Hypothetical in order to not be constrained by any biases, to not be bound to the 
reality	of	possibilities	and	in	order	to	focus	more	on	creative	experimentations.	Set	into	the	
speculative	environments	of	predefined	circumstances,	this	experiment	will	try	to	define	an	
anticipated,	realistic	yet	fictional	problem	of	the	future,	create	an	activist	narrative	around	
it	 and	 attempt	 efforts	 of	 viral	 outreach	 in	 digital	 as	well	 as	 analogue	 form.	Media	will	
include	already	known	and	established	aesthetic	activist	artefacts	but	will	also	try	to	incor-
porate	technologies	that	go	beyond	the	screen	and	paper,	including	traditional	leaflets	set	in	
an	AI-designed	font,	all	the	way	to	AR-enhanced	manhole	covers	with	detailed	instructions	
and	tips,	as	well	as	words	of	encouragement	and	hope	for	the	next	protest.

The	combination	of	a	solid	historic	and	theoretical	foundation	and	a	speculated	and	im-
agined	set	of	possible	difficulties	of	the	future,	in	conjunction	with	the	symbiotic	interplay	
of	traditional	and	new	media,	will	hopefully	set	the	overarching	scene	of	trying	to	find	new	
ways	of	activism	in	a	world	in	which	the	boundaries	between	the	digital	and	analogue	real-
ity	are	blurry	and	sometimes	cease	to	exist,	and	in	the	future	will	probably	stop	altogether.

 1. Abstract
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With	the	rise	and	ubiquitousness	of	the	global	web,	a	space	has	been	created	that	functions	
as	an	elongation	of	everything	a	human	being	might	desire	to	do.	It	provides	a	platform	
and	an	open	plane	for	 interests,	hobbies,	 ideas,	opinions.	Cyberspace	truly	became	“the	
global	 village”1,	 the	 state	 of	 society	Marshall	McLuhan	 imagined	with	 the	 start	 of	 the	
information	age,	a	global	society,	interconnected	in	all	their	needs	and	on	every	possible	
layer	of	existence,	the	medium	truly	becoming	an	“extension	of	man” 2.	Back	then,	cyber-
space	was	merely	being	thought	of,	it	was	not	implemented,	not	on	the	scale	we	are	used	to	
today.	Very	obviously,	cyberspace	brought	forth	a	new	state	of	society,	the	digital	society,	
in	which	citizens	can	be	whoever	they	want	to	be,	live	out	extremes	that	they	would	never	
consider	 in	 their	physical	 existence.	These	extremes	can	cover	 anything	 imaginable,	 as	
cyberspace	provides	an	infinite	amount	of	space	to	display	them.

One	of	the	main	tools	of	the	overarching	state	of	interconnectedness	is	social	media.	As	
tools,	they	were	invented	to	“make	the	world	more	connected	and	open” 3, which they did, 
with	an	unforeseeable	range	of	content.	Reddit	boards,	forum	clippings,	Myspace	pages,	
Facebook-,	 Instagram-,	TikTok-,	LinkedIn	profiles	give	users	 the	possibility	 to	 connect	
with	like-minded	people,	share	words,	images,	videos,	pornography,	ideologies.	Also	here,	
the	extremes	have	no	 imaginable	 end	 to	 them.	Within	 this	 chaos	of	 content,	 this	 thesis	
will	focus	solely	on	online	activism	and	within	the	large	scale	of	online	activism,	it	will	
more	precisely	focus	on	the	visual	manifestations	of	online	activism	and	explore	future	
possibilities	 of	 aesthetic	 activist	 artefacts	 on	 the	 basis	 of	 several	 speculated	 narratives.	
The	visual	aspect,	to	me,	is	the	most	interesting	one	because	the	visuals	of	activism	usu-
ally	come	from	the	people	themselves,	the	self-made	meme	being	the	hand-drawn	poster	
equivalent	for	today’s	online	activism.	But	in	today’s	structure,	visual	manifestations	of	
activism	also	come	from	corporations,	designers,	people	not	always	as	invested	in	the	topic	
at	hand	as	the	people	truly	affected	by	it.	In	this	overly	branded	and	designed	capitalistic	
marketing-based	media	frenzy	we	live	in,	activist	content	in	a	lot	of	instances	is	a	designed	
element,	movements	 and	 campaigns	 planned,	 structured	 and	 played	 out	 like	 big	 brand	
marketing	campaigns.	The	question	at	hand	 is:	 should	 they	be?	Should	activist	 content	
be	designed,	should	it	not	just	come	from	a	place	of	longing	for	change?	Questions	like	
these,	amongst	others	will	be	dealt	with	from	a	rather	subjective	standpoint,	as	I	am	not	a	
sociologist,	but	definitely	do	feel	the	need	to	address	these	questions	as	someone	who	was	
and	currently	is	working	in	the	business	of	creating	images,	narratives	and	overall	aesthetic	
content	in	other	contexts.

1	 McLuhan,	Marshall,	and	Quentin	Fiore.	The	Medium	Is	the	Massage.	Gingko	Press,	2001 

2 McLuhan,	Marshall,	and	W.	Terrence.	Gordon.	Understanding	Media:	The	Extensions	of	Man. 
	 Gingko	Press,	2015

3 Chaykowski,	Kathleen.	“Mark	Zuckerberg	Gives	Facebook	A	New	Mission.”	Forbes,	Forbes	Magazine,	22. 
	 June	2017	www.forbes.com/sites/kathleenchaykowski/2017/06/22/mark-zuckerberg-gives-facebook-a-new- 
 mission

 2. Introduction
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2.1 Motivation / Mission Statement
The	motivation	for	this	thesis	is	a	very	personal	one.	Being	educated	in	a	classical	graphic	
design	practice	has	 taught	me	much	about	 the	practical	aspects	of	being	a	designer	and	
for	the	longest	time	that	is	what	I	considered	myself	to	be:	a	graphic	designer,	designing	
books	and	magazines,	identities	and	flyers,	posters,	spaces,	lookbooks,	websites	and	so	on.	
Having	worked	for	most	of	the	time	during	my	studies,	having	started	my	first	full-time	
job	before	I	was	even	entirely	finished	with	my	studies,	never	really	gave	me	the	chance	
to	fully	understand	what	I	want	my	practical	skills	to	be	applied	to.	I	had	always	imagined	
working	within	a	cultural	or	fashion	context	and	being	absolutely	fulfilled	with	that.	Only	
two	months	into	my	first	jobs	I	quickly	noticed	that	in	order	to	be	truly	fulfilled	and	satis-
fied	with	my	job,	I	had	to	rethink	my	priorities.	That	was	the	reason	I	applied	for	a	masters	
programme,	that	was	the	reason	I	quit	and	that	was	also	the	reason	I	enjoyed	the	privilege	
of	immersing	myself	into	the	life	of	a	student	again,	yet	this	time	with	a	clear	objective	of	
the	heart	rather	than	a	clear	objective	of	the	work.	

I	quickly	realized	that	in	retrospect	I	was	very	good	at	what	I	did.	I	was	very	good	at	trans-
lating	and	moulding	concepts	and	ideas	into	perceivable,	visual	form,	combining	different	
elements,	referencing	contemporary	as	well	as	classic	models	of	expression	in	order	to	get	
the	client	the	best	possible	end	result.	And	here	lay	the	problem:	I	saw	that	the	thing	I	was	
so	good	at	was	not	used	for	things	I	necessarily	wanted	them	to	be	used	for.	I	saw	an	inher-
ent	problem	of	me,	the	designer,	becoming	a	type	of	middleman	between	my	clients	and	
their	clients,	I	was	their	visual	voice	by	completely	revoking	mine.	Have	I	worked	for	cli-
ents	I	am	ashamed	to	have	worked	for?	No.	As	far	as	today,	I	can	say	that	I	have	not	worked	
for	clients	I	would	deem	appalling,	which	doesn’t	mean	that	I	wouldn’t	have.	I	remember	a	
moment	of	clarity	when	my	former	boss	said	that	we	were	going	to	develop	an	awareness	
campaign	for	chronic	depression,	which	sounded	like	something	honourable	and	good	to	
do	at	 that	moment.	He	continued	by	saying	 that	 the	client	was	Johnson	&	Johnson	and	
that	the	awareness	campaign	would	be	followed	by	the	release	of	a	new	drug,	Spravato4, 
a	ketamine	based	nasal-spray	for	the	treatment	of	treatment-resistant	depression.	Further	
looking	into	it,	my	colleague	and	I	quickly	discovered	that	yes,	it	can	be	beneficial,	but	
could	also	mean	a	new	contribution	to	an	already	existing	crisis	of	over-medicalisation.	My	
former	boss	did	talk	to	us	about	it,	basically	disregarding	our	concerns	and	we	just	accept-
ed	it,	accepted	him	saying	that	we	would	take	on	the	project.	I	remember	being	disgruntled	
but	also	already	thought	of	ideas	to	implement,	a	mood	board,	too	quickly	removing	my	
moral	standards	and	slipping	into	the	role	of	the	visual	voice,	instead	of	being	the	voice	
of	morality.

In	retrospect,	this	was	one	of	the	moments	where	I	clearly	should	have	acted	differently	
and	not	shortly	after	that	I	realized	it	as	well.	I	realized	that	within	my	possibilities	as	a	
graphic	designer	there	are	certain	responsibilities	as	well,	to	me	and	to	society,	I	thought	
the	role	of	the	designer	to	be	a	neutral	one,	providing	a	service,	serving	and	helping	the	
clients.	So	in	order	 to	explore	that	more,	I	started	the	masters	programme,	the	thesis	of	
which	you	are	reading	right	now.	

2.1.1 Why activism?
I	chose	activism	because	having	thought	of	all	the	ways	I	could	do	good	with	my	skills,	
graphic	design	is	the	one	I	come	back	to.	It	is	what	I	do	well,	it	is	how	I	feel	I	could	have	the	
most	impact	with,	help	more	causes	and	movements.	The	moral	awakening	someone	like	
me	has	felt	throughout	the	last	couple	of	years,	being	a	digital	native	and	existing	on	cyber-
space	for	almost	my	entire	life,	has	had	its	voice	enlarged	by	the	social	media	platforms	we	
are	so	familiar	with.	Coming	to	terms	with	the	responsibilities	I	hold,	not	only	as	a	designer	
but	as	a	member	of	society,	the	field	of	activism	has	become	the	most	interesting	one	to	
me.	Activism,	as	a	response	to	societal	injustices	around	the	world,	has	time	and	time	again	
shown	that	movements	do	have	an	impact,	do	get	heard	by	the	international	community,	
do	invoke	change.	And	being	impactful	by	itself,	activism	tends	to	make	use	of	visual	aids	
to	unite	under,	 to	 identify	with,	 to	wear	as	a	badge	and	 to	post	 throughout	cyberspace.	
Activism	is	something	most	present	to	me	as	a	citizen	of	the	“global	village”,	but	also	as	
someone	living	in	a	big	city,	being	a	student,	having	people	around	me	who	are	discussing	
ideologies	and	ideals	most	of	the	time,	people	willing	to	stand	up	for	what	is	right.	Most	of	
the	time	I	recognize	flaws	in	visual	activist	expressions,	layouts,	posters,	colour-schemes,	
I	think	could	be	perfected,	look	more	rounded,	be	more	effective.

But	I	quickly	wondered	if	activism	is	meant	to	be	designed.	If	“designing”	activist	artefacts	
would	truly	help	a	cause	or	much	rather	dilute	it.	Questions	like	these	are	what	draws	me	to	
dealing	with	activism	within	the	context	of	my	thesis,	from	the	standpoint	of	a	designer,	a	
creator	of	images	and	messages.	It	is	also	important	to	note	that	by	thinking	of	who	I	want	
to	be	with	this	thesis	I	inevitably	asked	myself	who	I	want	to	be	after	this	thesis	is	done,	
after	I	graduated.	Working	for	progressive	campaigns,	movements,	activist	groups,	or	even	
design	studios	with	an	understanding	of	their	societal	responsibility	would	be	something	
that	I	could	see	myself	doing	in	the	future.	That	is	why	I	chose	this	topic	as	well,	as	an	
introductory	course	into	the	aesthetics	of	progressive	outreach.	

4		 Belluz,	Julia.	“Why	a	Ketamine-like	Drug	Is	Being	Used	to	Treat	Depression.”	Vox,	Vox,	6	Mar.	2019, 
	 www.vox.com/2019/3/6/18253041/ketamine-johnson-johnson-spravato
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2.1.2 Why online activism?
By	focusing	exclusively	on	online	content,	the	scope	of	my	thesis	became	clearly	enunci-
ated.	Much	has	been	written	about	historical	movements,	even	with	a	focus	on	the	visual	
aspect,	 books	 like	 “Protest.:	The	Aesthetics	 of	Resistance”,	 published	 by	 the	ZHdK	or	
“Global	Activism:	Art	and	Conflict	 in	 the	21st	Century”	by	Peter	Weibel	both	come	 to	
mind,	displaying	and	analysing	the	visual	remnants	from	decades	of	brave	people	standing	
up	and	fighting	with	all	they	had,	with	all	that	was	possible	to	them.	What	I	find	the	most	
interesting	about	the	online	aspect	of	activism	is	that	a	lot	of	things	are	at	play	here:	the	
ease	of	participation,	sharing	as	caring,	that	memes	are	being	built,	“designed”	by	people	
who	are	not	designers,	but	citizens,	carriers	of	opinions,	the	fact	that	over-shared	images	
age,	that	offline	activism	gets	referenced	and	developed	further,	translated	into	the	digital	
context.	This	is	something	that	I	will	come	back	to	in	a	dedicated	chapter.	By	talking	about	
online	activism	I	will	obviously	be	talking	about	online	activism	as	a	stage	of	development,	
of	evolution	for	offline	activism	and	speculate	how	it	could	be	developed	further.	

Another	reason	for	why	I	chose	to	deal	with	the	digital	is	 that	I	have	been	working	on,	
exploring,	analysing	the	manifestations	of	digital	existence	since	I	became	a	designer.	My	
bachelor	thesis	in	fact	was	an	800	page	collection	of	the	entirety	of	my	digital	data	that	
was	accessible	on	cyberspace.	Facebook	profile	pictures,	Amazon	purchases,	Apple	Music	
playlists,	downloaded	3D	models,	bookmarked	YouTube	videos,	everything	I	had	access	
to.	It	was	an	effort	to	try	and	understand	what	it	means	to	exist	as	a	digital	entity,	how	many	
traces	are	left	behind	and	what	those	traces	would	look	or	feel	like	in	physical	form.	So	
with	this	thesis	I	intend	to	go	beyond	that	by	looking	at	it	from	another	perspective,	with	
a	specific	lens	and	a	less	self-centred	focal	point.	By	analysing	visual	activist	behaviour	I	
want	to	see	how	people	manifest	their	ideals	and	ambitions	in	digital	form,	on	a	very	public	
and	open	stage	and	by	that	visualise	part	of	their	digital	identity.	I	often	think	that	my	bach-
elor	thesis	remained	very	much	on	the	surface,	it	is	an	archive,	yes,	but	what	does	it	mean?	
Where	could	it	go?	Questions	like	these	made	me	go	very	specific	and	very	niche	with	my	
master	thesis,	with	a	clear	focus	and	rigid	questions	to	answer	in	mind.	

To	come	back	to	online	activism,	I	regard	the	online,	cyberspace,	as	a	parallel	society	to	
reality.	While	it	mostly	serves	as	a	tool	to	extend	reality	it	also	undoubtedly	created	a	real-
ity	of	its	own,	with	its	own	hierarchy,	structure,	a	new	plane	of	existence,	where	impulses	
can	receive	instant	release	with	the	click	of	a	button,	an	existence	which	gets	grasped	and	
lived	on	a	very	individual	basis.	In	my	perception,	online	activism	has	had	different	stages.	
Stages,	where	at	one	point	it	was	common	sense	to	share,	post,	change	your	profile	picture	
according	 to	 current	world	 events.	Today,	 online	 activism	 is	 often	 being	 questioned	 as	
its	effectivity	is	still	unclear	and	ambiguous.	It	has	led	to	scientific	breakthroughs	(ALS	

research)	and	it	has	swindled	a	lot	of	people	out	of	false	donations.	From	the	perspective	
I	am	taking,	the	end	result	is	not	the	most	important	part.	It	is	more	how	visual	aid	was	
used	in	order	to	get	to	that	result.	Obviously	the	end	result	is	part	of	the	process,	though	an	
end	result	in	the	context	of	activism	is	a	loose	term.	No	matter	the	topic,	issue	or	problem	
that	is	tackled	with	activist	interventions,	either	offline	or	online,	there	is	always	another	
one.	Most	issues,	like	the	climate	crisis,	are	so	big	and	entangled	in	various	and	numerous	
sub-issues,	they	may	never	get	resolved,	where	it	might	take	years	and	years	to	get	to	a	
point	of	actual	change,	the	steps	taken	are	small,	incremental,	not	noticeable	on	a	bigger	
scale	but	just	as	important	and	they	always	leave	a	visual	trace	behind.
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2.2 Questions, Questions, Questions
This	is	the	collection	of	questions*	I	am	working	with,	questions	that	came	up	before	even	
choosing	the	topic,	questions	that	came	up	whilst	defining	it,	questions	that	came	up	in	the	
process	of	writing:

DOES 
ONLINE 

ACTIVISM 
WORK?

*The	questions	are	set	in	various	fonts	from	the	context	of	activism	and	protest.



IS “SLACKTIVISM” BAD?What are visual properties that 
work in the context of activism?



Should activism only come 
“from the people”?

SHOULD ACTIVISM BE THOROUGHLY “DESIGNED”?



Could anything become an 

aesthetic activist artefact?



Should the designer 

completely revoke 

himself as an auteur 

of aesthetic activist 

artefacts?

What are the motives of commercial designers 

presenting activist work?



WHAT MAKES AN 
AESTHETIC ACTIVIST 
ARTEFACT GO VIRAL?

Was Metahaven’s 

WikiLeaks branding 

useless?



WHO ARE THE RIGHTFUL 
KEEPERS OF A MOVEMENT?

WHAT HAPPENS TO ACTIVISM 
WHEN CORPORATIONS 

OR BRANDS GET INVOLVED?
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2.3 Definition	of	Terminology

• CYBERSPACE
 The parallel reality that exists online, the internet

• REALITY
 The physical reality or analogue world as we know it

• ONLINE ACTIVISM / DIGITAL ACTIVISM
 Activism that solely happens within the bounds of a digital framework 
 (social networks, perceivable only through digital devices, in form of 
	 digital	tools,	even	for	offline	activism,	…)

• OFFLINE ACTIVISM / ANALOGUE ACTIVISM
 Activism that happens beyond the screen
	 (demonstrations,	protests,	sit-ins,	…)

• AESTHETIC ACTIVIST ARTEFACT
	 Any	visual	manifestation	of	activism,	can	be	online	or	offline
 (stickers, posters, banners, logos, memes, statues, installations, images, 
	 buttons,	…)

• MATTER
 The topic, theme, issue, problem, injustice, a certain group or individual  
	 is	affected	by,	determined	to	change;	the	specific	thing	that	was	the	trigger 
 point to start becoming active

• IMAGES OF COURAGE
 Images depicting some form of ACTION, mostly peaceful acts of 
 activism, usually have special photographic composition, work as visual  
 metaphors for larger issues, can stand for a whole incident, moment or 
 movement

• IMAGES OF HORROR
 Images depicting often violent acts, sad realities, raw suffering. In digital 
 times often formulate the MATTER, by displaying the circumstances of or  
 the literal unjust incident that needs desperate attention, very often 
 functions as an activator for activist action

• ACTIVATION
 The organisation, founding or starting steps of a movement

• ACTION
 Forms of activist outreach like
	 (protests,	petitions,	strikes,	…)

• REACH
 The literal reach of a movement in terms of virality
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3.1 The	Value	of	the	Visual
When	talking	about	the	“Value	of	the	Visual”,	the	key	takeaway	and	main	question	should	
be:	how	important	are	visual	aspects	to	activism?	Activism	happens	on	a	lot	of	fronts,	many	
of	which	have	nothing	even	remotely	close	to	do	with	anything	one	might	call	“aesthetic”.	
Policy	reform,	judicial	activism,		petitions,	boycotts,	the	physical	act	of	protesting,	“watch-
dogs”	or	“whistleblowing”,	lobbying,	vigils,	strikes	and	many	more	are	integral	ways	of	
showing	the	importance	and	urgency	with	which	something	should	be	changed.	The	visual	
aspect	only	comes	as	an	added	layer	of	utilisation,	a	supportive	tool	of	implementation.

But	even	then,	aesthetics	and	the	visual	have	to	be	applied	and	questioned	along	the	way.	

LADDER OF ACTIVISM

MATTER

ACTIVATION

ACTION

problem,	injustice,	issue	that	needs	desperate	attention,	change,	reform	on	a	societal,	social, 
environmental, political, or economical level

people	who	are	affected	or	passionate	about	the	MATTER,	by	themselves	or	in	a	group,	organise,	
come	together,	plan	any	type	of	action	or	intervention

 3. Activism
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This	is	the	point	at	which	visual	elements	and	remnants	of	the	ACTION	take	over	from	the	physi-
cal	acts	of	activism	and	carry	the	message	of	the	people	for	them.	Through	MEDIA	COVERAGE,	
SHARING, VIRALITY, RESPONSES the MATTER	is	being	(hopefully)	carried	to	the	people	in	the	
position	of	applying	change.	That	can	be	an	elected	official,	a	concerned	citizen	wanting	to	join	the	
movement,	someone	who	was	previously	not	aware	of	the	MATTER,	someone	who	gets	inspired	to	

create their own movement, …

CHANGE | SMALL CHANGE | NO CHANGE

Movement	can	then	go	back	and	repeat	until	final	CHANGE is reached

3.1.1 Images
Images	include	pictures	of	actions,	shared	as	an	image	itself,	not	an	icon	or	a	 logo,	but	
an	image	with	the	power	to	touch,	move,	inspire	people.	Throughout	the	history	of	time,	
powerful	 imagery,	whether	 they	are	photos	or	paintings,	managed	to	stand	for	a	certain	
movement	 or	moment,	 and	was	 able	 to	 carry	 a	message	 beyond	 the	 scene,	 further	 out	
into the world and the MATTER	at	hand	into	the	homes	of	people	that	are	not	necessarily	
involved	with	it.	One	category	of	activist	images	mostly	captures	the	spirit	of	the	people	
involved	and	carry	them	as	a	medium.	The	“Tank	Man”	of	the	Tiananmen	Square	massa-
cres	in	1989	was	broadcast	via	television	and	newspapers	at	the	time,	an	image	so	powerful	
it	went	around	the	world,	bearing	witness	to	what	was	going	on	scene	in	Beijing.	I	would	
define	images	like	this	as	,“IMAGES OF COURAGE”	displaying	an	act	of	activism,	a	
scene	so	exceptional	and	special	with	 the	rare	ability	 to	 invoke	in	 its	viewer	a	sense	of	
empathy,	compassion	and	a	profound	admiration	for	the	displayed	courage,	humanity	and	
selflessness.

“IMAGES OF COURAGE”	are	vital	for	the	REACH	part	of	a	movement.	They	encapsu-
late	and	display	elements	of	both	ACTION and ACTIVATION and carry deep and mean-
ingful	ideas	that	help	raise	awareness,	spread	the	message	and	encourage	solidarity.

IMG 1 – “TANK MAN”
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IMG 2 – “A‘ED ABU AMRO” IMG 3 – “IESHIA EVANS”

Another	great	example	 is	 the	Palestinian	protester	captured	above.	Topless,	holding	 the	
flag	of	his	people	and	swinging	a	sling,	the	image	conjures	almost	biblical	iconography.	
The	man	pictured,	A‘ed	Abu	Amro,	a	twenty	year	old	Palestinian	was	protesting	for	the	end	
of	Israel’s	blockade	of	the	Gaza	strip	and	the	possibility	of	return	to	homes	and	land	where	
Palestinians	have	been	expelled	from.	The	pure	rawness	of	the	picture,	the	determination	
in	 the	face	of	 the	pictured,	 the	grey	smoke,	scrambling	people	 in	 the	background,	A‘ed	
Abu	Amro	perfectly	encapsulates	the	sheer	willpower	and	willingness	of	the	people	he	is	
protesting	for.	This	picture	went	viral,	displaying	a	David	like	protagonist,	fighting	Goliath	
with	nothing	but	a	sling	and	a	look	of	conviction	set	in	his	face.

Following	the	close-range	shooting	of	Alton	Sterling	on	July	5th	of	2016,	multiple	protests	
erupted	throughout	the	city	of	Baton	Rouge	in	Los	Angeles,	California.	The	picture	above,	
taken	on	July	9th,	shows	protester	Ieshia	Evans	getting	detained	by	police	officers	in	full	
gear.	This	picture	also	went	viral.	It	manages	to	perfectly	capture	what	has	been	brooding	
and	poisoning	 especially	 the	United	States,	 systematic	 racism	with	 an	 unbearably	 high	
toll	of	African-American	lives	being	taken	by	police	officers	for	reasons	that	would	never	
come	close	to	justifying	such	a	fatal	resolution.	The	mere	fact	that	being	black	in	America	
can	get	you	killed,	leads	to	mistreatment	and	harassment	while	there	is	nothing	that	was	
done	wrong,	 is	mirrored	 in	 the	policemen’s	alert	postures,	detaining	a	woman	standing	
peacefully	and	resolute.	The	contrast	of	body	language,	supported	perfectly	by	Ieshia	Ev-
ans’	flowing,	black-and-white	dress,	visually	narrates	a	reality	of	racial	divide,	systemic,	
institutionalised	racism	and	irrational	behaviour	on	behalf	of	the	police.	Whether	the	po-
licemen	 in	 this	particular	 situation	were	actually	acting	 irrationally,	whatever	happened	
before	or	after	 this	 image	was	 taken,	whether	 Ieshia	Evans	was	actually	as	calm	as	her	
posture	suggests,	does	not	really	matter	in	the	end.	What	matters,	from	a	visual	standpoint,	
is	the	raw	courage	and	metaphoric	contrast	of	the	people	depicted.

Al	Jazeera.	“‚Iconic‘	Image	of	Palestinian	Protester	in	Gaza	Goes	Viral.”	News	|	Al	Jazeera,	Al	Jazeera,	24	Oct.	
2018,	www.aljazeera.com/news/2018/10/image-palestinian-protester-gaza-viral-181024113924724.html.

Laurent,	Olivier.	“Ieshia	Evans:	Meet	the	Photographer	Behind	Baton	Rouge	Photo.”	Time,	Time,	12	July	2016,	
time.com/4403635/ieshia-evans-jonathan-bachman-baton-rouge/.
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IMG 4 – “THE HORRORS OF WAR”

The same way that “IMAGES OF COURAGE”	can	appeal	to	a	recipient’s	sense	of	empa-
thy and solidarity, “IMAGES OF HORROR”	will	appeal	to	the	basic	instinct	of	fear,	fear	
of	violence,	fear	of	unjust	treatment,	fear	of	death.	The	effect	that	these	images	have,	even	
more than “IMAGES OF COURAGE”,	are	of	a	more	intrinsic	nature	because	they	don’t	
work	metaphorically.	They	don’t	demand	referencing	to	biblical	tales	or	an	understanding	
of	the	wider	context.	They	depict	reality	in	a	raw	and	brutal	manner.	They	function	as	a	
tool	of	spreading	the	horrors	of	injustices,	certain	events	that	sparked	outrage,	reminding	
people	of	injustices,	perfectly	materializing	them	and	by	that	appealing	to	the	humanity	
in	each	and	every	viewer	of	them.	They	carry	a	level	of	shock,	so	that	people	who	are	not	
really	affected	by	 the	Matter	 at	hand	are	 immediately	drawn	 to	 research,	 ask	questions	
or	 even	 just	 question	 the	brutal	 reality	 they	 are	 seeing.	Different	 to	 the	 “IMAGES OF 
COURAGE”, “IMAGES OF HORROR”	are	important	and	vital	regarding	every	step	of	
the	Ladder	of	Activism,	they	will	visualise	the	MATTER in the most brutal honesty, the 
message	of	the	image	is	carried	from	scene	to	viewer	in	a	very	direct	manner.	They	will	
serve	as	motivation,	reason	for	outrage,	spark	of	violence,	reminders	of	why	people	are	
partaking	in	activist	actions.	In	terms	of	REACH	they	serve	as	imagery	to	explain	the	sit-
uation,	often	blurred	through	censorship	of	too	graphic	aspects,	they	will	carry	the	reason,	
the	anger,	the	inhumanity.

Entitled	“The	Horrors	of	War”,	this	photograph,	taken	by	Nick	Út	on	June	8th,	1972,	shows	
the	bombing	of	Trảng	Bàng,	emotional	centre	of	the	image	being	then	nine	year	old	Phan	
Thị	Kim	Phúc,	naked,	crying,	soldiers	and	dark	smoke	behind	her.	There	are	not	a	lot	of	
things	able	to	appeal	to	someone‘s	basic	humanity	as	a	helpless	crying	child,	involuntary	
victim	of	a	war	that	exceeds	their	understanding	and	imagination.	Nick	Út	himself,	when	
asked	about	the	image,	references	what	his	brother	had	told	him,	who	said	that:	“an	image	
could	stop	the	war”5.	After	the	statement	that	is	was	what	he	wanted	to	do.	His	brother	
died	as	a	photographer	of	the	war,	but	Nick	Út	managed	to	do	what	his	brother	intended	
to.	He	didn’t	objectively	end	the	war	but	he	very	clearly	managed	to	let	the	world	see	its	
atrocities.	By	the	time	this	picture	was	taken	the	war,	which	officially	started	in	1964,	had	
already	gone	on	for	many	years.	Protests	questioning	America’s	 involvement	had	made	
their	voices	heard	already,	all	throughout	the	world.	This	image	didn’t	end	the	war,	it	didn’t	
start	the	activism,	but	it	certainly,	even	after	many	years,	gave	reason	to	the	endless	energy	
put into activism directed towards this MATTER.	It	reminded	people	what	was	still	going	
on	and	how	objectively	horrific	it	is.	

5		 “The	Vietnam	War:	The	Pictures	That	Moved	That	Most.”	Time,	Time,	time.com/vietnam-photos/
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IMG 5 – “DAVID KIRBY” IMG 6 – “THE KILLING OF GEORGE FLOYD”

This	 image	by	Therese	Fare	was	featured	in	LIFE	magazine	in	1990,	amongst	 the	most	
devastating	years	of	America’s	HIV/AIDS	epidemic,	during	the	time	of	republican	George	
H.	W.	Bush’s	presidency,	a	president	who	failed	to	address	the	urgency	of	this	issue,	same	
as	his	predecessor	Ronald	Reagan.	This	image	shows	the	family	of	32	year	old	David	Kir-
by,	his	father	holding	him.	David	Kirby	was	on	his	deathbed,	dying	due	to	AIDS-related	
illness,	his	face	is	sunken,	he	is	malnourished.	In	the	1990s	this	image	managed	to	human-
ise	an	aggressively	misunderstood	disease,	which	was	barely	 talked	about	and	willingly	
kept	out	of	the	media,	as	it	was	a	disease	mainly	associated	with	homosexual	men.	Fare’s	
photograph	manages	something	extraordinary.	It	shows	the	horrors	of	the	epidemic,	shows	
the	suffering	not	only	of	the	victims	but	also	their	relatives,	a	pain	so	perfectly	portrayed	
here.	While	doing	that	she	also	delivers	a	composition	of	biblical	quality,	reminiscent	of	
Michelangelo’s	pieta.	A	powerful	image	for	a	powerful	fight	that	without	the	demands	of	
people	affected	by	it	and	people	empathetic	about	it	was	fought,	like	most	activist	fights,	
on	the	streets	and	with	loud	voices.	Important	to	note	here	is	the	fact	that	fashion	brand	
“United	Colours	of	Benetton”	used	a	colourised	version	of	this	image	for	an	advertisement	
campaign	in	1992,	utilizing	the	horrific	effect	that	this	image	has	to	raise	awareness.

As	times	progress	and	the	frameworks	of	social	media	are	opened	to	the	world,	new	forms	
of	 IMAGES OF HORROR	emerge	and	manage,	 like	 in	 this	example,	 to	start	massive	
protests	in	over	2000	cities	across	the	United	States	and	the	world.	The	video	of	George	
Floyd’s	 arrest	 was	 taken	 by	 bystanders,	 showing	 Minneapolis	 officer	 Derek	 Chauvin	
kneeling	on	Floyd’s	neck	for	almost	nine	minutes,	strangling	him	and	leading	to	his	death.	
This	incident	of	unnecessary	police	brutality	directed	towards	African-American	citizens	
in	the	United	States	is	one	of	many	examples	that	led	to	violent	protests	and	civil	unrest.	It	
follows	the	case	of	Eric	Garner	and	many	other	African-Americans	being	mistreated	and	
murdered	by	police	while	video	cameras	of	witnesses	managed	to	capture	those	horrific	
moments	and	spread	 them	throughout	cyberspace.	As	 the	 racial	 inequalities	 in	America	
have	been	reason	for	protest,	unrest	and	activism,	this	yet	again	was	a	visual	reminder	of	a	
MATTER	that	is	in	desperate	need	of	change.

The	“Black	Lives	Matter”	movement,	previously	active	 in	cases	 similar	 to	Floyd’s,	yet	
again	had	to	assemble	and	organise	protests,	riots,	vigils	as	the	unjustified	killings	of	Af-
rican-Americans	at	 the	hand	of	police	officers	and	subsequent	 lack	of	consequences	for	
the	officers	involved	still	kept	happening	in	daylight,	in	such	cold	blood	with	no	reform	or	
systematic	change	in	sight.	This	was	a	case	on	top	of	many	similar	ones	but	the	fact	that	
there	was	a	clear	video,	and	thereby	visual,	which	showed	the	horrific	act	of	this	particular	“The	Face	of	AIDS.”	Time,	Time,	100photos.time.com/photos/therese-frare-face-aids.
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Matter	helped	organise	much	more	people	as	it	laid	open	something,	that	kept	happening	
and	happening,	 to	 the	wider	audience	of	 the	world.	The	power	a	visual	 like	 the	end	of	
a	 life	 under	 such	 unnecessary	 circumstances	 carries	was	made	 abundantly	 clear	 in	 the	
reactions	of	social	media.	This	particular	issue,	mainly	happening	in	American	cities	and	
neighbourhoods,	was	brought	to	attention	to	any	one	who	was	part	of	the	“global	village”.	
And	moved,	disgusted,	horrified	by	the	visuals	at	hand,	motivated	many	people	to	speak	
out	about	it	and	get	involved.	This	particular	video	played	a	huge	role	in	that	as	it	not	only	
delivered	visual	proof	of	the	MATTER, with all its horrors involved, it also included the 
corresponding	audio,	letting	people	hear	the	last	words	of	George	Floyd.	His	last	words:	“I	
can’t	breathe”,	were	in	the	grander	scheme	of	activist	content,	utilized	as	a	slogan,	a	chant,	
a	headline,	a	motivator	and	as	a	constant	emotional	reminder	of	the	MATTER. Important 
to	note	at	this	point	are	the	growing	pleas	of	African-Americans	in	the	US	to	stop	resharing	
the	videos	and	images,	to	stop	keeping	the	visuals	alive,	as	those	images	are	reason	for	
heavy	triggers	and	a	clear	re-traumatising	of	African-Americans.

3.1.2 Graphics
As	images	manage	activist	movements	on	a	clearly	visual	level	by	materialising	issues,	
establishing	 support	 and	motivation	 and	 serving	 as	 a	medium	of	 reach,	 the	 importance	
of	graphics	as	visual	companions	becomes	just	as	important.	The	visual	graphics	of	most	
activist	movements	are	very	often	an	amateurish	effort	of	creating	a	logo,	as	it	should	func-
tion	as	a	logo,	a	visual	representation	of	an	idea	which	is	supposed	to	stand	in	as	a	graphic	
emissary.	 It	 is	 certainly	wrong	 to	approach	 the	 issue	of	graphics	 from	a	 strict	branding	
perspective,	as	in	my	understanding,	activism	is	at	its	best	when	it	diverges	from	capitalist	
systems.	Then	again,	branding	has	deemed	itself	capitalist,	as	 the	marketing	and	design	
professions	have	almost	exclusively	committed	themselves	to	capitalist	ventures,	so	that	in	
my	understanding,	branding	immediately	evokes	brand,	immediately	evokes	corporations,	
monopolies,	capitalist	powerhouses,	Massimo	Vignelli,	Lufthansa	and	so	on.	I	think	one	of	
the	more	important	notions	is	to	rid	oneself	of	preconceived	convictions	of	these	tools	for	
the	market	and	merely	see	them	as	tools,	applicable	to	anything.	Of	course,	in	this	context,	
the	question	arises	IF	activism	even	should	be	branded,	if	its	amateurish	aesthetic	and	the	
fact	that	it	comes	from	a	place	of	conviction	and	not	from	a	need	for	profit	are	vital	and	not	
irrelevant	aspects	for	the	success	of	a	movement.	But	I	intend	to	talk	about	the	“branded”	
aspect	of	activism	in	a	later	chapter.

For	now	I	thought	it	would	be	important	to	work	out	the	visual	significance	of	icons,	logos,	
graphics	in	the	context	of	activism	as	they	uphold	so	much	importance	for	the	solidarity,	
cohesion,	public	perception	and	standing	of	a	movement.	Icons	get	quoted,	copied,	pasted,	
stencilled,	painted,	scribbled,	altered,	distorted	in	all	sorts	of	ways,	these	are	all	aspects	
that	need	to	be	thought	about	when	choosing	some	sort	of	graphical	representation	of	a	
movement.	Things	like	copyright,	licensing,	very	important	aspects	of	“branded”	logos	or	
icons	are	completely	disregarded,	more	so,	are	deliberately	and	willingly	ignored	as	the	
purpose	of	the	graphic	should	be	to	become	as	widely	spread	and	recognized	as	possible.

Another important aspect would be visual conspicuity. In order to achieve that, a wide 
variety	of	tools	is	usually	utilized	for	maximum	effect,	although	one	can	never	really	say	
who	or	where	a	certain	graphic	was	designed.	You	find	a	lot	of	historical	referencing,	bold,	
eye	catching	iconography,	colours,	variations,	contemporary	adaptations.	What	can	be	said	
about	aesthetic	activist	artefacts	is	that	there	certainly	always	is	some	type	of	reliance	on	
a	shape,	an	 icon	that	has	historically	meant	something	similar	which	gets	adapted	to	fit	
current	needs.	By	that,	the	iconography	also	tends	to	rely	on	elements	that	are	very	much	
known	in	 terms	of	visual	 references,	 formats	and	media	without	 trying	 to	 invent	a	new	
wheel	but	by	adaption,	contextualisation	and	remembrance.Hill,	Evan,	et	al.	“8	Minutes	and	46	Seconds:	How	George	Floyd	Was	Killed	in	Police	Custody.”	The	New	York	

Times,	The	New	York	Times,	1	June	2020,	www.nytimes.com/2020/05/31/us/george-floyd-investigation.html.
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Raised Fist
The	“Raised	Fist”	 is	a	perfect	example	of	 that.	One	of	 the	first	clear	visualisations	and	
usages	of	the	raised	fist	as	a	type	of	icon	or	logo	was	in	1917	by	the	“Industrial	Workers	
of	the	World”	with	continued	depictions	in,	for	example,	solidarity	cartoons	like	pictured	
on	the	right.

From	that	moment	on	it	has	maintained	a	prominent	position	amongst	aesthetic	activist	
artefacts,	having	been	not	only	used	as	an	icon	but	as	a	physical	gesture	as	well.	The	most	
famous	use	of	the	raised	fist	came	from	the	Black	Panther	Party	in	the	1960s	a	raised	black	
fist	was	used	as	their	official	logo	on	all	print	collateral	to	support	their	cause.	It	can	be	
found	 in	 the	pictured	feminist	 icon,	commonly	associated	with	“radical	 feminism”,	and	
more	recently	in	the	context	of	the	“Black	Lives	Matter”	protests	on	signs,	on	posters,	as	
graffiti	and	digital	emojis,	as	emojis	on	signs	and	so	on.	

Very	interesting	in	terms	of	this	particular	logo	is	that	is	was	derived	from	a	salute	ges-
ture,	which	throughout	history	has	stood	for	many	things,	sometimes	vehemently	opposing	
ones.	Getting	popular	during	 the	Spanish	civil	war	 from	1936	–	1939	all	 the	way	 to	 the	
1968	Olympics,	where	US	athletes	Tommie	Smith	and	John	Carlos	used	it	to	salute	on	the	
podium	to	protest	America’s	treatment	of	African-American	citizens.	In	another	context,	
Anders	Behring	Breivik	used	the	salute	at	the	opening	of	his	court	hearing.

One	thing	that	is	apparent	about	the	raised	fist	is	that	it	is	often	used	in	combination	with	
the	word	“Power”.	For	 the	Black	Panther	Party,	 the	 logo	of	 a	 raised	black	fist	was	 the	
“Black	Power”	Icon.	A	white	raised	fist	symbolizes	“White	Power”	and	is	used	by	white	
nationalists.	Two	radically	opposed	groups	using	the	same	logo,	just	like	the	salute.	

In	its	usage	as	a	logo,	the	raised	fist	seems	to	work	on	a	universal	level,	being	used	by	Afri-
can-Americans	as	well	as	feminists,	white	supremacists,	nationalists,	anarchists,	socialists	
and	many	more.	In	an	effort	to	explain	this	phenomenon,	psychologist	Oliver	James	states	
that	the	raised,	clenched	fist	managed	to	become	such	an	iconic	motif	as	it	combines	no-
tions	of	“resistance,	solidarity,	pride	and	militancy	in	one	simple	gesture.	[…]	It‘s	a	way	
of	 indicating	 that	you	 intend	 to	meet	malevolent,	massive	 institutional	 force	with	 force	
of	your	own	-	you	are	an	 individual	who	feels	bound	with	other	 individuals	 to	fight	an	
oppressive	status	quo.”	6

6		 Kelly,	Jon.	“Breivik:	What’s	behind	Clenched-Fist	Salutes?”	BBC	News,	BBC,	17	Apr.	2012, 
	 www.bbc.com/news/magazine-17739105

IMG 7 – “SOLIDARITY CARTOON”

IMG 9 – “BLACK POWER FIST”

IMG 11 – “BLACKBIRDS TWEET” IMG 12 – “BLM PROTEST COLOGNE 2020”

IMG 8 – “WOMANPOWER ICON”

IMG 10 – “WHITE POWER FIST”
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The	Smiling	Sun
In	1975,	 in	a	climate	of	nuclear	power	being	on	the	rise,	Anne	Lund,	21,	was	part	of	a	
Danish,	opposing	activist	group	which	called	 themselves	OOA	–	 the	Organisationen	 til	
Oplysning	om	Atomkraft,	or	the	Organisation	for	Information	about	Nuclear	Power,	during	
her	time	there,	she	created	probably	one	of	the	most	influential	and	famous	logos	of	the	
history	of	activism	in	the	modern	day.	She	herself	says:	“I’m	not	a	designer,	I	was	just	an	
activist”	7,	referring	to	her	non-professional	and	amateurish	approach	to	the	design.

As	of	today,	her	logo	has	been	translated	into	more	than	60	languages	and,	more	interest-
ingly,	has	been	adapted,	changed	and	altered	to	fit	new	causes.	In	terms	of	visual	percep-
tion,	the	bright	colours	orange	and	yellow,	the	blocky	sans-serif	font	she	used,	the	smiling	
face	and	light-heartedly	illustrated	sun,	all	elements	working	together	perfectly,	combined	
with	the	casually	ironic	and	almost	sassy	catchphrase	“No	Thanks”	were	able	to	form	this	
iconic	logo	of	resistance,	peaceful	opposition	and	strong	progressive	ideas.	

As	mentioned,	it	was	constantly	adapted	to	fit	other	causes,	even	by	myself.	Since	cyber-
space	opened	the	stage	for	unlimited	sharing	of	ideas	and	easy	access	to	editing	tools,	activ-
ists	adapted	this	particular	logo	to	create	new	and	contemporary	aesthetic	activist	artefacts.	
By	doing	this,	they	heavily	relied	on	the	original	iconic	effect	of	the	first	“Atomkraft?	Nej	
Tak”	design	of	Anne	Lund,	capitalizing	on	its	global	recognizability	and	aesthetic	power.

7		 Boddington,	Ruby.	“‘I‘m	Not	a	Designer	–	I	Was	Just	an	Activist’:	How	The	Smiling	Sun	Became	One	of	 
	 History‘s	Most	Iconic	Logos”	It‘s	Nice	That, 
	 www.itsnicethat.com/features/anne-lund-the-smiling-sun-graphic-design-internationalwomensday-080318
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Coming	back	to	the	“Value	of	the	Visual”,	we	see	that	visual	factors	do	play	a	huge	part	in	
activism.	Where	images	and	videos	of	courage	or	horror	manage	to	invoke	emotional	re-
sponses	within	recipients	and	establish	a	motivation	and	reason,	the	graphical	layer	serves	
as	more	of	a	supportive	role.	Therefore	graphic	aesthetic	activist	artefacts	merely	function	
as	a	tool	for	something	that	gained	power	through	other,	reality-depicting	means	of	visual	
influence.

In	Metahaven’s	latest	monographic	instalment,	“PSYOP:	An	Anthology”,	and	within	the	
interview 8	between	Metahaven,	Philip	Rizk,	Jasmina	Metwaly	and	Laura	Cugiosi,	Rizk	is	
asked	about	artistic	methods/radical	aesthetics	in	the	context	of	crisis	or	urgency.	In	a	very	
pointed	example,	he	talks	about	activist	protests	and	the	difference	of	activist	stasis	and	
movement.	According	to	Rizk,	aesthetics	only	play	a	role	if	there	already	is	movement,	
without	some	type	of	movement,	demonstrations,	riots,	revolts,	“aesthetics	act	in	a	vacu-
um”	8.	He	follows	with:	“Radical	aesthetics	don’t	move	a	crowd,	they	may	move	with	the	
crowd.”	8	This	summary	captured	what	we	saw	within	the	aesthetic	interplay	of	“Images	
of	Courage”,	which	act	as	post-protest	symbols	and	historic	narrators	of	the	activist	activi-
ties,	and	the	“Images	of	Horror”,	which	manage	to	actively	move	people	and	function	as	a	
call	to	protest	within	themselves,	as	they	are	not	a	form	of	artistic	expression	or	willingly	
aesthetic	manifestation	but	a	clear	representation	of	reality.	Activist	graphics,	within	this	
understanding,	function	the	same	way	“Images	of	Courage”	work.	They	are	not	the	ones	
starting	a	movement,	they	are	the	ones	who	move	alongside	the	movement,	help	carry	the	
narrative	beyond	protests	and	demonstrations	and	manage	to	give	a	concrete	visual	refer-
ence	to	a	specific	fight	being	fought.	

Reflecting	on	the	visual	aspect	of	activism,	the	understanding	that	it	only	plays	a	small	yet	
indispensable	part	is	the	essence	when	comes	to	designing	for	activism.	To	understand	that	
design,	in	its	role,	does	not	invoke	change	or	moves	crowds,	it	merely	functions	as	a	tool	
alongside,	or	much	rather	on	top	of,	a	lot	of	willpower,	courage,	emotional	connectedness,	
endurance	and	compassion.	Design	will	never	be	activistic,	will	not	change	the	world,	but	
it	will	certainly	help	navigate	and	in	some	forms	accelerate	the	process.

3.2 Online Visual Activism
When	 trying	 to	 translate	 the	 workings	 of	 aesthetic	 activist	 artefacts	 from	 reality	 onto	
cyberspace,	we	are	not	 left	with	flyers,	banners,	protest	signs,	posters,	stickers	but	with	
digital	 images	and	videos.	As	 the	wideness	of	cyberspace	and	 the	different	 frameworks	
in	which	 content	 exists	 is	 so	great,	 the	 intent	 and	quality	of	 the	 specific	content	varies	
strongly	from	platform	to	platform.	Throughout	the	possibilities	of	cyberspace,	the	core	
ACTIONS of	 activism	 are	 mostly	 a	 mere	 digital	 translation	 with	 cyber-equivalents. 
Protest	banners	become	Instagram	stories	with	the	predefined	fonts	and	layouts,	memes,	
tweets,	amateurishly	typed-down	notes	on	the	Notes	app,	Tumblr	and	facebook	posts,	dig-
ital	banners,	profile	pictures	and	so	on.	Furthermore,	cyberspace	acts	as	a	tool	for	organ-
ising	 groups,	 sharing	 dates,	 locations,	 happenings,	 facilitating	 through	Google	Docs	 or	
digital	petitioning.	This	is	something	I	do	not	intend	to	focus	on,	at	least	in	this	theoretical	
discourse.	What	I	would	much	rather	like	to	do	is	target	the	general	workings,	forms	and	
known	manifestations	of	Online	Activism,	as	well	as	known	debates	in	and	around		Online	
Activism	 regarding	 general	 consensus	 on	 effectiveness	 and	my	 own	 opinion	 on	 trend-
based	activist	participation.	After	that	I	will	take	a	more	thorough	look	at	the	visual	aspects	
of	Online	Activism,	especially	regarding	the	content	creation	of	aesthetic	activist	artefacts	
and	therein	the	role	of	the	designer.

3.2.1 Forms	of	Online	Visual	Activism
Just	like	activism,	that	takes	place	in	reality,	activism	based	in	cyberspace	can	take	many	
different	forms	and	within	those,	find	various	ways	of	visually	expressing	the	MATTER. 
It	 is	 important	 to	mention	 that,	 looking	 back	 at	 the	LADDER OF ACTIVISM, visual 
online	activism	mostly	happens	in	the	areas	of	ACTION and REACH. Within those sec-
tions,	 in	 form	of	visual	manifestations,	 it	 comes	 in	as	an	additional	 layer	of	 support	 in	
order	 to	enlarge	 the	voices	and	spread	visual	message	faster	and	quicker.	Where	before	
the	“information	age”	the	general	public	was	reliant	on	newspapers	and	the	news	on	radio	
and	television,	where	they	would	get	a	curated	glimpse	of	what	was	going	on	beyond	the	
respective	 framework,	 cyberspace	 offers	 an	 army	 of	 frameworks	 in	which	 information	
can	be	passed	around	and	reach	viewers	on	many	different	platforms.	On	the	forefront	of	
motivations behind the ACTION as well as the REACH	categories	is	raising	awareness.	
In	order	 to	do	so,	Online	Activism	employs	visuals	 to	get	 the	MATTER, acts and hap-
penings	of	ACTION,	images	and	graphics	out	into	cyberspace,	open	for	sharing.	This	is	
where	the	different	forms	of	Online	Visual	Activism	come	into	play.	By	sharing	the	first	
visual	impressions	of	MATTER and ACTION,	the	on-ground	activists,	after	doing	their	
physical	part,	hand	over	the	work	to	the	rest	of	cyberspace	to	firstly	take	on	the	MATTER 8		 Archey,	Karen,	Metahaven,	“Urgency”	PSYOP,	by	Metahaven,	Walther	König,	2018,	p.	37
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and	spread	the	visual	remnants	of	their	ACTION. Cyberspace and its users act as a collec-
tive	empathetic	entity,	and	form	an	abstract	and	decentralised	institution	of	“the	people”,	
taking	over	their	often	global	civic	duty	of	pointing	out	injustice	and	doing	their,	at	least	
minimal,	part	in	raising	awareness.

In	 the	following	I	will	present	 three	examples	of	digitally	enhanced	REACH regarding	
the same MATTER. First	up	 is	 the	very	generic	and	widely	used	action	of	“branding”	
a	movement	with	 a	 hashtag,	which	 then	 can	 be	 transported	 and	 transferred	 throughout	
different	platforms,	generally	summarised	under	 the	#HashtagActivism.	Combined	with	
a	fitting,	effective	and	bold	“slogan”,	a	movement	can	quickly	gather	digitally	under	one	
hashtag,	as	the	format	of	the	hashtag	has	reached	the	visual	importance	and	equivalence	of	
a	flag,	logo	or	icon.	Again	we	encounter	a	certain	level	of	universality,	as	any	word	could	
function	as	a	hashtag	and	is	within	its	format	universally	adaptable.	It	works	across	frame-
works	 and	 therefore	manages	 to	 bind	 together	 content	 from	various	 corners	 under	 one	
umbrella.	As	more	and	more	activist	hashtags	are,	beyond	their	already	established	visual	
effect,	paired	with	visual	cues,	like	in	the	Black	Lives	Matter	example	in	chapter	3.1.2,	
their	visual	co-dependency	increases	and	a	word	becomes	an	image.	By	hashtagging,	and	
thereby	“branding”	a	movement,	activists	take	one	more	step	in	opening	up	a	MATTER 
for	debate,	handing	over	the	responsibility	of	raising	awareness	to	a	wider	and	more	global	
public.	Prominent	examples	for	the	usage	of	hashtags	include:	

   #BlackLivesMatter
   #ASLIceBucketChal lenge
   #BringBackOurGir ls
   #MeToo
   #TakeAKnee
   #Kony2012
   #PrayForPar is

One	of	the	most	recent	and	well-fitting	examples	of	a	viral	hashtag	would	be	the	hashtag	
#BlackLivesMatter	or	#BLM.	As	mentioned	before	 in	 the	examples	 for	“IMAGES OF 
HORROR”, the	hashtag	serves	to	directly	address	the	mistreatment	of	people	of	colour	
in	the	United	States	and	around	the	world.	Sparked	by	the	aquittal	of	George	Zimmerman,	
murderer	of	African-American	teen	Trayvon	Martin	in	2012,	Black	Lives	Matter	directly	
protested	the	systematic	killing	of	people	of	colour	and	the	murderer’s	protection	by	law.	
That	court	case	was	one	of	too	many	examples	that	laid	open	the	fundamental	and	deeply	
intertwined	racism	that	runs	through	American	institutions	and	society.	As	social	media’s	
function	in	the	context	of	Visual	Online	Activism	is	to	amplify	the	REACH	part,	any	goal	
of	visual	interventions	is	to	raise	inescapable	awareness	for	the	issue	at	hand.	When	George	
Floyd’s	murder	sparked	the	immense	outrage	of	the	people	on	scene	as	well	as	the	global	

collective,	one	visual	intervention	stood	out.	In	the	context	of	social	media	postings	about	
#BlackLivesMatter,	the	concept	of	#BlackoutTuesday	9	was	brought	to	life.	As	a	spin-off	
from	the	social	media	campaign	#TheShowMustBePaused,	which	was	initially	started	by	
Jamila	Thomas	and	Brianna	Agyemang,	two	female	executives,	as	a	way	to	address	treat-
ment	of	minorities	in	the	music	industry.	In	the	wake	of	the	Black	Lives	Matter	protests,	
they	employed	this	strategy	of	encouraging	people	post	only	a	black	square	within	their	
social	media	feeds	and	refrain	from	posting	any	of	the	usual	content,	the	black	square	being	
an	aesthetic	activist	artefact.	This	can	be	seen	as	a	visual	equivalent	to	a	moment	of	silence.	
It	was	very	effective,	as	it	blacked	out	most	user’s	Instagram	feeds	from	any	content	and	
just	displayed	a	deep	abyss	of	blackness.	It	was	a	collective	effort	of	visually	standing	up	
for	something	with	huge	effect.

But	in	the	wake	of	many	protests	going	on	in	real	time	and	vital	information	being	shared	
through	and	with	the	BlackLivesMatter	hashtag,	it	also	very	quickly	backfired.	As	people	
were	using	the	hashtag	for	information	sharing	as	well	as	visual	interventions	and	with	the	
huge	amount	of	users	sharing	the	black	square,	information	on	the	protests,	calls	for	donations	
and	petitions	and	other	incremental	resource	material	were	drowned	out.	This	is	an	example	
where	the	digital	effort	of	raising	awareness	clearly	clashed	with	the	reality	based	activism.	
Although	I	mentioned	that	I	wouldn’t	be	focussing	on	the	usage	of	social	media	as	a	tool	for 
ACTIVATION,	it	clearly	can’t	be	disregarded	in	the	case	of	inter-usage	malfunction.	As	
the LADDER OF ACTIVISM	 can	be	 loosely	defined	as	 a	 chronological	process,	 tools	
such	as	the	hashtag	have	to	be	looked	at	on	a	more	holistic	basis.	The	tool	comes	first,	the	
function	as	an	aesthetic	activist	artefact	second.	This	also	proves	the	fact	that	activism	is	a	
hierarchical	framework	with	clear	structures.	In	his	article	for	the	New	Yorker	in	October	
2010	titled	“Small	Change”	10,	Malcolm	Gladwell,	Canadian	journalist	and	author,	at	the	
hand	of	historic	examples	for	activism	such	as	the	Civil	Rights	Movement	in	America,	lays	
out	activism	not	only	as	“high-risk”	10,	but	also	as	“strategic	activism:	a	challenge	to	the	
establishment	mounted	with	precision	and	discipline	[with]	highly	formalized	operating	
procedures,	[…]	division	of	labour”	10 If	you	apply	that	to	the	information	age,	a	clearly	
centralised	structure	is	not	possible	and	is	therefore	open	to	malfunctions	such	as	the	one	
mentioned above. 

George	Floyd’s	murder	was	again	an	incident	that	laid	heavy	emphasis	on	the	MATTER 
of	systematic	racism	in	the	United	States.	One	great	example	for	the	possibilities	of	online	
content	providing	a	space	for	the	physical	manifestations	of	activism	in	reality.	Robert	E.	

9		 Locker,	Melissa.	“That	Blackout	Tuesday	Screen	Draw	Criticism.	Here‘s	a	Fix.”	Time,	Time,	2	June	2020, 
	 time.com/5846514/blackout-tuesday-screen/

10	 Gladwell,	Malcolm.	“Small	Change.”	The	New	Yorker,	27	Sept.	2010, 
	 www.newyorker.com/magazine/2010/10/04/small-change-malcolm-gladwell.



Lee	was	a	confederate	general	whose	statues	have	been	standing	throughout	 the	United	
States	without	ever	questioning	their	racially	charged	symbolism.	During	the	Black	Lives	
Matter	protests,	many	public	symbols	of	racism	and	historic	hatred	with	a	clear	connec-
tion	to	America’s	deeply	rooted	racial	injustices	have	become	canvases	for	protester’s	ex-
pression	of	anger,	disappointment	and	demand	for	radical	change.	Robert	E.	Lee’s	statue	
in	Richmond,	Virginia	has	been	heavily	graffitied	with	paroles	such	as	“Tear	It	Down”,	
“We	Will	Stand	Until	The	Statue	Falls”,	“Hate	Has	No	Place”	and	many	more.	The	heavy	
symbolism	that	comes	along	with	seeing	a	statue	toppled	has	created	immense	IMAGES 
OF COURAGE	throughout	history,	but	regarding	the	most	recent	events,	a	video	shared	
through	social	media	 that	shows	 the	statue	of	Edward	Colston,	who	was	a	slave	 trader,	
torn	down	by	protesters	in	the	UK	was	among	the	first	of	instances	to	start	fighting	sys-
temic	racism	by	tearing	down	monuments	of	those	historically	working	for	it.	Robert	E.	
Lee’s	statue	will	be	dismantled,	by	the	local	government.	This	immense	symbolic	victory	
has	 been	 captured	 by	 photogrammetry	 and	 an	 accurate	 3D	model	 of	 the	 graffitied	 and	
blood-splattered	monument	and	will	stand	now,	digitally,	as	a	testament	to	the	efforts	of	
on-ground	protesters	of	a	movement	and	thus	becoming	a	digital	aesthetic	activist	artefact.	

IMGS 23, 24, 25 – “ROBERT E. LEE MONUMENT: 15.6.2020”
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3.2.2 Impact, Reach and Possibilities
The	use	and	 impact	of	Online	Activism	is	something	 that	 is	constantly	challenged.	The	
terms	“Slacktivism”	11	and	“Clicktivism”	11	are	used	to	describe	the	low	effort	activities	
such	as	sharing	an	article,	changing	a	profile	picture	or	merely	liking	a	post.	According	to	
David	Carr,	these	bare-minimum	engagements	with	Online	Activism	are:	“more	like	a	kind	
of	collective	digital	graffiti	than	a	measure	of	engagement:	I	saw	this	thing,	it	spoke	to	me	
for	at	least	one	second,	and	here	is	my	mark	to	prove	it.”	12 Similarly, previously quoted 
Malcolm	Gladwell	even	goes	as	far	as	saying:	“Fifty	years	after	one	of	the	most	extraor-
dinary	episodes	of	social	upheaval	in	American	history,	we	seem	to	have	forgotten	what	
activism	is.” 12	Also	like	previously	mentioned,	he	defines	an	activist	movement	as	a	cen-
tralised	and	hierarchically	structured	framework	of	equally	dedicated	people,	working	to-
gether	for	a	cause	they	are	equally	determined	to	change.	On	a	few	examples	he	describes	
how	a	movement	builds	up	momentum	through	the	close	relationships	of	like-minded	peo-
ple	and	that	in	order	to	gain	supporters,	a	thorough	bond,	mutual	respect	and	friendship	
is	necessary	to	motivate	people	to	actually	join	a	protest	based	in	reality.	In	that	model	of	
understanding	activism,	the	superficial	connections	of	cyberspace	are	not	at	all	enough	to	
actually	convey	a	sense	of	caring	about	a MATTER	and	by	that	to	mobilise	enough	people	
to	join	a	movement.	

I	think	at	this	point	it	is	important	to	locate	again	the	position	of	social	media	and	espe-
cially	visual	manifestations	of	Online	Activism	in	the	grander	structure	of	a	movement.	
Apart	from	being	a	tool,	as	previously	mentioned,	cyberspace	acts	as	a	digital	amplifier	
of	voices.	This	is	not	only	true	in	the	context	of	activism	but	in	all	different	kinds	of	re-
gards.	Regarding	activism,	this	means	that	visuals	of	ACTION help the REACH, which 
happens mostly online, as cyberspace has become the medium number one. To compare, 
like	Malcolm	Gladwell	did,	the	“hierarchical	organisation” 12	of	historic	movements	to	the	
network-based	framework	of	social	media	is	a	flawed	way	of	putting	elements	in	relation	
to	each	other.	I	agree	with	his	general	idea	that	Online	Activism	will	never	reach	the	same	
impact	as	Offline	Activism,	but	 this	 to	me	 is	 the	wrong	way	of	 looking	at	 the	situation	
at	hand.	Contemporary	movements	 that	have	shown	measurable	 results	such	as	 reform, 
always	managed	to	understand	and	properly	apply	a	healthy	balance	of	Online	and	Offline	
Activism.	And	I	subjectively	agree	with	the	fact	that	all	movements	must	start	from	a	place	
of	conviction	and	by	protesting	on	the	street.	No	purely	digital	content	can	compete	with	

the symbolism and visual power that a physical protest has, whereas on the other end, 
physical	protests	with	mere	utilisation	of	cyberspace	as	a	tool	for	organising	could	never	
get	the	reach	and	global	outreach	of	a	well	positioned	cyber-movement.	As	for	an	example,	
the	KONY	2012	campaign	by	Invisible	Children	showed	what	happens	when	activism	is,	
in	its	roots,	exclusively	done	online.	

KONY	2012,	a	social	media	campaign	based	on	the	video	pictured	below,	was	an	activ-
ist	effort	to	capture	Ugandan	warlord	Joseph	Kony.	Produced	like	a	proper	documentary	
piece,	KONY	2012	had	nothing	of	that	amateurish	charm	that	usual	activist	efforts	entail.	
Instead,	it	seemed	as	if	it	was	a	branded	viral	marketing	campaign	with	creative	profes-
sionals	pushing	the	buttons	of	the	movement.	As	the	thoroughly	designed	aesthetic	activist	
artefacts	followed	all	the	guidelines	of	a	modern	brand,	a	centralised	aesthetic	for	the	entire	
movement	was	set	from	the	beginning.	Even	in	the	video,	before	gaining	global	and	viral	
attention,	merchandise	can	be	seen.	A	movement	where	every	visual	aspect	works	together	
holistically,	a	movement	that	can	represent	itself	with	the	precision	of	a	brand,	with	bold	
colours	and	distinct	typography.	As	those	parameters	were	already	set,	you	were	able	to	
watch	an	explosive	virality	of	 the	video,	 social	media	 feeds	filled	with	KONY	content,	
urging	people	to	donate	and	act.	The	problem	was,	after	raising	28	million	US-dollars	in	

11		Locker,	Melissa.	“That	Blackout	Tuesday	Screen	Draw	Criticism.	Here‘s	a	Fix.”	Time,	Time,	2	June	2020, 
	 www.time.com/5846514/blackout-tuesday-screen/

12	 Gladwell,	Malcolm.	“Small	Change.”	The	New	Yorker,	27	Sept.	2010, 
	 www.newyorker.com/magazine/2010/10/04/small-change-malcolm-gladwell.

IMG 26 – “KONY2012”
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2012,	the	NGO	responsible	for	the	campaign,	Invisible	Children,	failed	to	deliver	on	their	
promises.	In	the	context	of	all	the	other	movements	I’ve	looked	into	and	even	written	about	
here,	KONY	2012	stands	out	because	its	message	and	awareness	spread	like	wildfire.	The	
fact	that	the	donations	were	not	enough	for	Invisible	Children	to	completely	reach	their	
goal	didn’t	stop	them	from	at	least	getting	some	government	attention	towards	the	issue	
and	resulting	from	that,	the	deployment	of	troops	to	the	African	Union.	12 Yet Joseph Kony 
still	roams	free	with	his	army	titled	LRA.	

Comparing	it	to	the	recent	Black	Lives	Matter	movement,	KONY	2012’s	online	participa-
tion	peaked	quickly	and	also	ceased	very	quickly.	Efforts	by	the	centralised	NGO	Invisible	
Children	to	keep	up	momentum	failed.	The	latest	instalment	of	protests	for	the	Black	Lives	
Matter	movement	have	reached	a	similar	peak	 in	awareness	and	micro	-	participation	as	
KONY	2012,	yet	it	subjectively	feels	different	and	the	framework	of	the	movement	is	ob-
jectively	different.	Where	Black	Lives	Matter	comes	from	a	scattered,	decentralised	space	
with	little	to	no	predefined	visual	objectives	and	platforms	but	a	huge	amount	of	people-led	
protests	and	riots,	visually	dependent	on	cyberspace	and	supportive	artists	and	designers	
working	for	the	cause.	KONY	2012	was	the	complete	opposite.	Here,	a	centralised	insti-
tution	did	all	the	work	that	would	create	a	personal	connection	to	a	movement	themselves,	
leaving	the	literal	bare	minimum	to	the	global	village:	sharing	and	donating.	It	required	no	
more	personal	involvement	and	participation.	With	Black	Lives	Matter	it	just	feels	differ-
ent,	it	feels	like	the	responsibility	for	the	survival	and	effectiveness	of	the	movement	lies	
with	the	people	and	not	a	California-based	NGO.	Therefore	one	of	the	effects	of	a	heavily	
designed	movement	could	be	the	lack	of	a	personal	connection	to	the	movement	that	comes	
with	a	clearly	branded	visual	outreach,	which	makes	it	“easier	for	people	to	decide	to	sit	on	
the	sidelines	rather	than	participate” 13. When there is no institutionalised aesthetic to the 
movement	but	a	few	visual	anchor	points	of	reference,	the	blank	space	is	usually	filled	up	
by	designers	and	artists	creating	a	wide	array	of	diverse	work	for	the	movement,	pro-bono	
and	out	of	conviction	and	compassion.

As	we	go	back	to	the	categories	Impact,	Reach	and	Possibilities,	I	want	to	focus	on	the	ele-
ment	of	reach.	With	the	KONY	2012	campaign,	reach	was	wide-spread	but	died	off	shortly	
after.	The	lack	of	emotional	connection	to	the	movement	could	be	a	reason	for	that,	but	the	
campaign	was	also	titled	the	poster	child	of	“Slacktivism”,	where	the	bare	minimum	was	
all	that	was	asked	as	participation.	In	terms	of	these	micro-participatory	actions,	as	men-
tioned	before,	the	general	consensus	and	critique	lies	in	the	fact	that	it	is	not	very	effective	

in	carrying	a	movement	and	maintaining	momentum,	as	it	is	short-lived	and	time-based.	A	
study	from	2015	tried	to	see	if	there	was	any	factual	truth	to	that	and	if	minimally	visual	
participation	does	in	fact	help	a	movement.	The	study	is	called	“The	Critical	Periphery	in	
Social	Protests”	14	and	was	published	in	PLOS	One	in	December	2015.	The	researchers	
looked	at	a	few	protest	movements	and	utilised	location	data	from	tweets	about	the	protest	
in	order	to	determine	the	roles	and	effects	of	all	the	people	involved,	the	on-site	protest-
ers	providing	the	visuals,	as	well	as	the	“Slacktivists”,	passively	sharing	the	content.	The	
findings	clearly	showed	that	 the	core	of	 the	movement	(on-site	protesters)	were	heavily	
dependant	on	their	direct	contacts	who	shared	just	shared	their	content	(Critical	Periphery).

The	study	concludes:	“The	power	of	numbers	is	what	make	armchair	activists	so	powerful	
in	spreading	a	social	movement’s	reach.	Each	person	who	shares	a	photo	is	not	doing	the	
same	work,	for	example,	as	the	person	who	took	that	photo.”15

12		“Kony	2012”	Wikipedia,	Wikimedia	Foundation,	7	June	2020, 
	 en.wikipedia.org/wiki/Kony_2012

13	 Taylor,	Adam.	“Was	#Kony2012	a	Failure?”	The	Washington	Post,	WP	Company,	16	Dec.	2014, 
	 www.washingtonpost.com/news/worldviews/wp/2014/12/16/was-kony2012-a-failure/

14		“Barberá,	Pablo,	et	al.	“The	Critical	Periphery	in	the	Growth	of	Social	Protests.”	Plos	One,	vol.	10, 
	 no.	11,	2015,	doi:10.1371/journal.pone.0143611.

15	 Hackman,	Michelle.	“Changing	Your	Facebook	Profile	Picture	Is	Doing	More	Good	than	You	Might	Think.” 
	 Vox,	Vox,	8	Dec.	2015,	www.vox.com/2015/12/8/9873822/social-media-activism-science.

IMG 27 – “FLOW OF INFORMATION THROUGH CRITICAL PERIPHERY”
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To	summarise	the	findings	it	is	valid	to	say	that	Online	Activism	has	its	validity	in	con-
tribution	 to	a	movement.	Even	“Slacktivists”	do	 their	part	 in	raising	awareness	 through	
content,	may	it	be	textual	or	image-based.	Disregarding	micro-engangement	is	something	
that	is	counterproductive	and	proves	that	usual	models	need	to	be	rethought	in	contempo-
rary	contexts.

What	I	can	conclude	is	that	no	movement	will	strictly	survive	on	a	digital	and	visual	basis.	
No	movement	will	be	effective	(reform,	policy	change,	national	or	international	awareness)	
without	an	intricate	interplay	of	content	creators	and	content	sharers.	Content	creators	can	
be	amongst	those	on	site	at	physical	protests,	documenting	through	images	and	videos	but	
also	passionate	creatives	or	regular	citizens,	 thinking	of	visual	ways	of	expressing	their	
discomfort	with	a	MATTER.	Content	sharers	are	the	new	form	of	medium	that	carries	and	
amplifies	a	message	throughout	cyberspace	but	also	beyond.	While	their	impact	may	not	
be	as	important	as	the	acts	of	the	content	creators,	they	are	an	integral	part	of	the	longevity	
and	effectiveness	of	a	movement.	Therefore,	in	terms	of	impact,	a	symbiotic	interplay	of	
content	creators	and	content	sharers	is	of	utmost	importance	to	guarantee	effective	reach.

In	order	 to	get	a	clear	visual	on	all	 the	participants	of	Online	Activism,	I	would	like	to	
structure	them	loosely	according	to	their	role	in	the	visual	movement:

3.3 The	Role	of	the	Designer:
  Auteur, Visionary or 
  Unnecessary?
The	Role	of	the	Designer	is	something	that	I	had	thought	about	including	from	the	very	
beginning.	As	they	are	professional	content	creators,	they	can	play	a	role	in	activist	move-
ments.	It	is	also	through	a	design	duo	that	I	first	heard	of	design	in	the	context	of	visual	
activism.	Amsterdam	based	Metahaven,	back	 in	2010,	worked	on	a	speculative	 identity	
for	WikiLeaks	that	was	as	visually	striking	as	it	was	abstract,	interesting	and	in	the	end	
remained	unrealised.	It	was	then	that	I	saw	that	the	work	of	a	designer	could	carry	more	
relevance	and	substance	than	what	I	was	used	to	seeing	in	the	realm	of	graphic	design.	Yet	
throughout	 the	years,	working	professionally	at	several	 jobs	and	getting	a	more	holistic	
understanding	of	the	business	and	the	market,	I	have	failed	to	find	a	place	that	tactfully	
manages	 to	 combine	design	 for	 activism	with	a	 contemporary	and	conceptual	 aesthetic	
standard.	And	the	question	that	obviously	arises	is:	Does	activism	need	to	be	aesthetic,	as	
in	up	to	standard	with	contemporary	design	trends?	As	I	have	researched	my	topic	so	far	
I	can	conclude	that	it	absolutely	doesn’t	need	to	be	aesthetic	and	can	even	fail	the	move-
ment	if	it	is	too	aesthetic.	Coming	from	a	graphic	design	background	mainly	based	in	the	
cultural	and	lifestyle	field,	this	was	a	revelation	to	me	since	previously	I	always	worked	
under	the	impression	that	the	more	aesthetically	distinct	and	contemporary	a	visual	design	
is,	the	more	effect	it	has	on	recipients	and	potential	clients.	Even	for	clients	from	different	
industries	than	visually	based	ones,	I	usually	always	try	to	go	for	something	contemporary,	
where	the	design’s	function	is	not	merely	a	function	but	might	also	be	an	artistic	expression	
of	current	times.	What	I	wasn’t	realising	until	recently	is	that	therein	lies	a	huge	problem	
within	the	design	profession,	the	issue	of	auteurship.

Twitter	user	@neuroticarsehol	 sparked	 this	debate,	 at	 least	 in	me.	 I	was	not	previously	
aware	of	this	very	niche	group	of	people	having	a	critical	discourse	on	graphic	design	and	
how	it	 is,	by	the	scene	itself,	being	elevated	into	something	that	it	 is	not,	world-saving,	
boundary-pushing,	innovative	and	avant	garde,	while	it	is	mostly	a	privileged,	self-centred	
bubble	 of	mostly	 retro-referencing	 pseudo-artists	 claiming	 to	 be	 anti-capitalistic	whilst	
the	profession	is	nothing	but	a	supportive	pillar	of	capitalism.	This	is	something	I	do	not	
necessarily	completely	agree	with	but	I	often	have	to	say	that	he	(@neuroticarsehol)	has	
a	point.	Whilst	my	younger	designer	self	would’ve	been	maybe	offended	or	at	least	taken	
aback	and	shrugged	it	off,	now	I	see	some	very	valid	points	in	his	assessment.	This	also	
perfectly	describes	my	becoming	of	a	designer,	becoming	aware	of	 the	 reality	of	 it	 all,	
which	was	only	possible	after	gaining	a	bit	of	distance	from	the	bubble.	I	had	written	about	
this	already	in	the	mission	statement,	but	I	thought	that	it	would	make	sense	to	dive	a	bit	
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deeper	within	this	chapter,	especially	in	the	context	of	activism.	When	I	first	saw	the	tweet	
above,	I	honestly	didn’t	know	what	to	think.	On	the	one	hand	I	love	Metahaven’s	take	on	
WikiLeaks,	the	scarfs	and	conceptual	identity	they	created,	in	my	mind,	were	groundbreak-
ingly	abstract	yet	concrete,	working	for,	back	then,	an	institution	with	immense	political	
power	in	such	a	visually	progressive	way	opened	a	lot	of	aesthetic	doors	for	me	in	terms	
of	trying	out	different	things	while	developing	and	evolving	as	a	designer.	On	the	other	
hand,	the	message	of	the	meme	is	absolutely	right	and	valid.	Metahaven	still	talks	about	
this	identity	in	talks	they	give,	it	was	a	prominent	part	of	their	retrospective	at	the	Stedelijk	
Museum	in	Amsterdam,	which	I	visited,	and	it	is	valid	to	say	that	they	“hype”	themselves	
on	the	back	of	a	movement	which	has	mostly	turned	silent	and	quite	questionable	some	
time	ago.	The	contrast	to	Trumps	MAGA	hat	is	also	a	reasonable	point	in	signifying	a	piece	
of	merchandise	that	is	“designed”	and	carries	a	lot	of	symbolism	and	cult	status	whilst	not	
trying	to	be	an	avant	garde,	conceptual	and	abstractly	translated	artefact.	The	Trump	hat	

IMG 28 – “NEUROTICARSEHOL TWEET 15.01.2017”

managed	to	become	what	Methaven	intended	their	WikiLeaks	merchandise	to	be	but	never	
was.	This	could	and	should	serve	as	proof	as	to	how	far	detached	from	reality	not	only	the	
general	state	of	auteristic	graphic	design	but	also	heavily	designed	activism	can	be.	

On	the	other	hand	I	have	to	say	that	without	seeing	Metahaven’s	conceptual	approach	to	
design	activism	as	a	young	student,	there	is	a	slight	chance	that	I	would	never	have	con-
sidered	looking	into	this	topic.	Therefore	it	carries	value	in	combining	the	aesthetic-driven	
graphic	design	scene	I	would	say	I	was	a	part	of,	where	fashion,	culture	and	music	are	the	
predominant	 industries	content	 is	produced	for,	with	an	industry	outside	of	 that	bubble,	
bringing	in	the	discourse	on	how	and	where	to	apply	aesthetic	skills	in	an	industry	so	much	
driven	towards	hype,	niche-based	fame	and	“the	next	cool	thing”.	The	other	aspect	of	value	
I	see	works	the	other	way	around,	implementing	aesthetics	into	industries	that	have	worked	
so	far	away	from	anything	similar	and	thus	really	trying	to	push	boundaries	and	establish	
new	models	of	visuality	and	 therefore	creating	 something	 that	 stands	out,	 feels	new,	 is	
aesthetically	progressive.	It	almost	plays	out	like	a	dilemma,	as	reality	seems	to	show	that	
it	works	differently,	but	somehow	I	 refuse	 to	give	up	 the	hope	and	belief	 that	marginal	
aesthetics	can	and	should	play	a	role	in	fields	where,	due	to	prior	belief	and	convention,	it	
had no place at all. 

If	we	roll	back	now	to	the	topic	of	designing	activism,	we	can	clearly	see	that	the	insti-
tutionalised	and	contemporary	designer	tries	to	play	a	role	they	would	never	be	cast	for.	
The	Trump	hat	is	a	true	testament	to	the	value	of	amateurish	design	choices	coming	from	a	
place	of	non-pretentious	conviction,	with	simplicity	and	function	in	mind.	I	have	frequent-
ly	talked	about	the	fact	that	activism	comes	from	a	place	of	compassion,	conviction,	urge	
and	need	for	systematic	change.	While	Metahaven’s	work	might	have	come	from	a	place	
of	support	and	desire	to	enhance	a	cause,	it	failed	to	do	so	due	to	budget	and	complexity	
issues.	More	realistically	it	is	imaginable,	that	the	people	at	WikiLeaks,	including	Julian	
Assange	himself,	did	not	know	what	to	do	with	an	aesthetic	so	far	detached	from	simplicity	
or	function,	something	they	had	never	seen	before,	have	no	visual	reference	or	anchor	to,	
that	they	just	decided	to	not	do	it.	Talking	with	people	working	in	humanitarian	fields,	I	
often	notice	that	the	Visual	has	barely	any	to	no	value	for	them,	all	things	visual	have	to	
work	for	 the	cause,	 the	cause	 is	 the	utmost	priority.	While	 that	makes	absolute	 rational	
sense,	there	is	still	a	belief	in	me	that	with	elevated	and	thoughtful	visual	design,	causes	
can	be	elevated,	can	be	brought	to	a	wider	audience	in	a	clearer	and	maybe	sometimes	even	
more	beautiful	way.

During	the	latest	Black	Lives	Matter	movement,	I	noticed	a	lot	of	content	of	high	visual	
quality	(see	next	page).	And	most	of	it	did	not	have	the	pretentious	optics	of,	for	example,	
a	Metahaven	scarf	for	WikiLeaks.	This	lead	me	to	believe	that	it	is	indeed	possible	to	com-
bine	aesthetics	with	activism,	if	the	designer	themselves	are	working	from	a	place	of	con-



64 65

viction	and	unconditional	belief	in	the	cause,	with	the	success	of	the	movement	as	a	sole	
motivation.	Writing	this	down	I	am	obviously	reflecting	on	my	own	work	and	very	quickly	
notice	that	when	I	was	personally	involved	with	projects,	such	as	an	identity	and	posters	
for	the	theatre	of	my	hometown,	where	I	also	did	theatre	for	many	years,	or	fully	and	un-
doubtedly	stood	behind	the	cause	of	the	project,	I	worked	my	best	and	felt	most	fulfilled	in	
what	I	did.	And	this,	subjectively,	contributes	greatly	to	the	quality	of	visual	work,	when	
every	aspect	of	a	project	was	done	with	the	utmost	success	of	it	at	the	core	of	motivation.	
And,	working	with	the	success	of	the	project	in	mind,	it	would	make	absolute	sense	to	roll	
back	artistic	urges	and	find	a	middle	ground	in	which	one	creates	work	properly	fitting	to	
all	the	circumstances	of	the	project	without	disregarding	elements	of	function	for	aesthetic	
reasons.	Nevertheless,	art	and	design	do	play	a	role	in	activism,	it	just	is	not	a	leading	one.

Just	 like	 the	“Critical	Periphery”	of	 activists,	 I	 think	marginal	 aesthetics	 in	 the	field	of	
activism	can	be	utilised	as	a	tool	to	enlarge	a	voice	which	probably	would	be	very	loud	by	
itself,	but	might	sound	clearer,	crisper	with	the	fitting	visuals	attached	to	it.	And	the	word	
fitting	is	the	right	word	in	this	context:

While	the	sign,	that	is	prominently	displayed	on	the	left	tweet	clearly	makes	use	of	bold	
colours	and	bold,	loud	fonts,	it	is	definitely	getting	a	reality	check	from	the	hand-drawn	
sign	on	the	right.	As	the	author	of	these	tweets	rightfully	points	out,	it	is	more	legible	and	
makes	 the	sign	on	 the	 left,	which	 in	any	other	context,	 like	as	a	social	media	post	or	a	
postcard	would	make	a	great	aesthetic	activist	artefact,	look	misplaced	and	clearly	missing	
the	point	of	a	protest	sign	and	thus	disregarding	the	basic	functions	it	should	have	in	the	
proper	surroundings.	If	you	view	this	in	the	greater	context	of	this	chapter,	what	becomes	
clear	is	that	at	a	protest	you	should	be	a	protester,	not	a	graphic	designer	and	when	you	are	
a	designer	designing	for	activism,	you	should	be	an	activist	first	and	a	designer	second.

As	the	reflections	of	design	and	activism	go	on,	I	have	to	think	back	to	being	told	by	pro-
fessors	and	teachers	that	design	can	change	the	world.	First	of	all,	I	don’t	think	that	is	true.	
Second	of	all,	it	could	be	adjusted	to	design	won’t	change	the	world,	but	it	might	help.	The	
error	in	all	of	this	is	that	design	practice	is	getting	elevated	to	a	tool	of	superior	power,	a	
talent	with	unimaginable	capabilities	while	it	should	be	nothing	but	regarded	as	a	tool,	just	
a	tool.	You	as	the	designer	might	not	change	the	world,	but	the	human	in	you	might	and	the	
human	in	you	might	employ	your	talent	and	skill	as	a	designer	to	get	there.	

IMG 29 – “NEUROTICARSEHOL TWEET 25.03.2018, 1”
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4.	Mapping	the 
  Visual

4.1 Archive	of	(Digital)
	 	 Aesthetic	Activist	Artefacts
In	 the	beginning,	 it	was	my	 intention	 to	find	a	 formula	 for	effective	activist	design.	To	
visually	analyse	a	variety	of	artefacts	in	order	to	find	the	most	common	features	so	that	a	
checklist	can	be	formed,	which	then	would	serve	as	a	manual	for	activist	design.	After	hav-
ing	been	deep	into	the	topic	and	having	written	most	of	the	theoretical	part	now	I	have	to	
say	that	I	don’t	think	such	a	thing	is	possible.	It	does	make	sense	to	analyse	different	arte-
facts	for	their	visual	properties,	yes,	but	just	generally	taking	those	properties	and	applying	
them	to	any	other	cause	is	wrong.	As	with	most	things	in	design,	the	proper	framework	
needs	 to	be	set	and	any	aesthetic	activist	artefact	needs	 to	work	 in	 the	right	framework	
of	application.	Therefore	my	intention	with	this	archive	will	be	to	get	and	give	a	general	
overview	of	aesthetic	and	conceptual	possibilities	when	it	comes	to	designing	for	activism	
with	subjectively	rated	parameters	for	each	example.

Blue For Sudan
MEN SHOULDN’T BE MAKING 
LAWS ABOUT WOMEN’S BODIES
Red	Equality	Flag
French	Flag	Facebook	Profile	Picture
KONY 2012
Metahaven:	WikiLeaks	Rebranding
The	Trump	Swastika
ATOMKRAFT? NEJ TAK
Black	Lives	Matter	Emoji
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DESCRIPTION DESCRIPTION

PARAMETERS PARAMETERS

Blue For Sudan MEN SHOULDN’T BE MAKING 
LAWS ABOUT WOMEN’S BODIES

Blue	for	Sudan	was	a	social	media	campaign 
started	 in	 the	wake	 of	 protests	 against	 the	
long	 time	 ruler	Omar	al-Bashir.	As	one	of	
the	protesters,	26	year-old	Mohamed	Mat-
tar,	 was	 fatally	 shot	 during	 the	 protests,	
his	 family	 and	 friends	 started	 sharing	 the	
colour	blue,	as	 it	was	his	 favourite	colour,	
across	 their	 respective	 social	media	 feeds.	
#BlueforSudan	quickly	took	off,	circulating	
through	their	critical	periphery	all	 the	way	
to	global	users	micro-participating	and	en-
hancing	awareness	and	thereby	pairing	the	
specific	shade	of	blue	with	activist	meaning,	
elevating	it	to	a	tribute	of	and	a	symbol	for	
the	fight	for	a	better	Sudan.

I	first	came	across	this	graphic	in	the	context 
of	a	US	law	regulating	abortions.	Back	then	
I	thought	that	it	resembled	something	I	had	
seen	before,	just	a	progressive	message,	re-
peatedly	stacked	on	top	of	each	other,	cre-
ating	 a	 stream	 of	 content	 that	 emphasises	
the	message	whilst	 creating	 a	 striking	 and	
memorable	 visual.	 In	 its	 format,	 it	 seems	
to be applicable and is also used in a lot 
of	 activist	 efforts,	 bearing	 a	 sort	 of	 visual	
template that is universally applicable, eas-
ily	 adaptable	 and	 therefore	 constitutes	 an	
aesthetic	activist	artefact.	It	is	interesting	to	
see	 a	 certain	 style	 of	 type-setting	 take	 off	
without	 anyone	 pushing	 its	 visual	 agenda,	
naturally	and	organically.
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Bendimerad,	Rym.	“#BlueforSudan:	Why	Is	Social	Media	Turning	Blue	for	Sudan?”	News	|	Al	Jazeera,	13	June	
2019,	www.aljazeera.com/news/2019/06/blueforsudan-social-media-turning-blue-sudan-190613132528243.html
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IMG 35 – “BLUEFORSUDAN PROFILES”

IMG 37 – “MSBMLAWB”

IMG 38 – “JUSTICE FOR ROBERT FULLER”

IMG 39 – “BLACK TRANS LIVES MATTER”

IMG 36 – “#IAMSUDANREVOLUTION POST”
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DECENTRALISED
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IMG 40 – “@JABOUKIE INSTAGRAM STORY”

IMG 41 – “NO WAR WITH IRAN”

DESCRIPTION

PARAMETERS

Red	Equality	Flag

The	Red	Equality	Flag	is	actually	an	adap-
tion	 of	 the	 logo	 for	 the	 “Human	 Rights	
Campaign”,	 an	 organisation	 working	 on	
expanding	and	protecting	the	rights	of	LG-
BTQ citizens in the United States. While 
their	 usual	 logo,	 established	 in	 1995,	 fea-
tured	 two	 prominent	 colours	 of	 blue	 and	
yellow, they chose to celebrate the victory 
of	 marriage	 equality	 with	 a	 colour	 altera-
tion	to	their	logo	and	through	social	media,	
that	red/pink	colour	combination	became	an	
icon	for	equality	and	LGBTQ	rights	global-
ly.	The	success	of	the	icon	can	also	be	meas-
ured	in	the	fact	that	it	is	widely	applicable	
and even used as a popular tattoo motive. 

EMOTIONAL FACTOR

EASILY APPLICABLE

INSTANTLY RECOGNISABLE

Human	Rights	Campaign.	“About	Our	Logo.”	Human	Rights	Campaign,	www.hrc.org/hrc-story/about-our-logo.

BOLD COLOURS

IMG 42 – “HRC LOGO”

IMG 43 – “EQUALITY LOGO/FLAG”

IMG 44 – “EQUALITY TATTOO”

INSTITUTIONALISED

BASIC UNIVERSAL CONCEPT
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DESCRIPTION DESCRIPTION

PARAMETERS PARAMETERS

French	Flag	Facebook	Profile	Picture KONY 2012

In	 2015,	 129	 people	 over	 across	 six	 sites	
were	 killed	 in	 terrorist	 attacks	 in	 France.	
As	 a	 reaction	of	 sympathy	 for	 the	victims	
of	the	attacks.	People	were	able,	with	min-
imum	effort,	to	change	their	profile	picture	
to	one	with	a	French	flag	filter	laid	over	it.	
As	you	have	a	clear	reference	with	the	flag,	
the	aesthetic	activist	artefact	is	easily	under-
standable and applicable. The problem with 
this	sort	of	institutionalised	activism	is	that	
on one hand it raises awareness and leads 
a	way	into	collective	mourning,	it	specifies	
the cause when on the other hand there were 
no	similar	features	for	other	terrorist	attacks	
happening	 around	 the	 same	 time	 which	
caused	a	huge	backlash	for	Facebook.

I	 have	 already	 talked	 about	 the	 KONY	
2012	campaign	 in	 a	previous	 chapter.	The	
aesthetic	 activist	 artefacts	 of	KONY	 2012	
are,	as	mentioned	before,	a	holistically	de-
signed	 identity	 and	 therefore	work	 togeth-
er	 in	a	well	 thought	out,	visually	cohesive	
way.	Bold	and	loud	typography	and	a	stark	
colour	contrast	with	black	and	red	invoke	a	
sense	of	danger	and	urgency.

EASILY APPLICABLE
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Ni,	Huiliuqian.	“Facebook‘s	French	Flag	Image	Inspires	Outrage	Over	Unequal	Empathy.”	Medium,	The	Refresh, 
1	Dec.	2015,	medium.com/the-refresh/facebook-s-french-flag-image-inspires-outrage-for-unequal-empathy- 
23f4371dae75.

IMG 46 – “KONY 2012 - BRING HIM DOWN”

IMG 47 – “KONY 2012 FLAG”

IMG 48 – “KONY SMALL ACTION KIT”

IMG 45 – “ZUCKERBERG PROFILE PICTURE”
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DESCRIPTION DESCRIPTION

PARAMETERS PARAMETERS

Metahaven:	WikiLeaks	Rebranding The	Trump	Swastika

I	have	already	 talked	about	 this	project	 as	
well.	What	we	 see	 here	 is	 something	 that	
was	 not	 realised,	 yet	 has	 great	 aesthetic	
value,	 at	 least	 to	 me.	 It	 is	 high-concept,	
abstract	 and	 visually	 striking,	 something	
completely	 different	 for	 a	 context,	 where	
design	usually	plays	no	part.	Yet,	 as	men-
tioned	before,	it	was	never	realised	and	its	
remaining	function	is	left	to	being	pieces	in	
museum	collections.	In	the	greater	regard	of	
design	activism	one	might	say	that	these	are	
among	the	most	ineffective	aesthetic	activ-
ist	artefacts.

The	Trump	Swastika	is	a	smart	visual	play	
by	graphic	artist	Mike	Mitchell.	As	Donald	
Trump	 is	 the	 45th	 president	 of	 the	United	
States,	Mitchell	took	the	45	and	loosely	ar-
ranged	it	 in	a	way	to	resemble	a	swastika.	
The	 use	 of	 colour	makes	 the	 reference	 to	
the nazi symbol complete. Mitchell used a 
visually	fitting	historical	reference	in	order	
to put Donald Trumps policies and actions 
into	actual	historical	context.	The	end	result	
is	a	quickly	graspable	icon	with	deep	sym-
bolism	 and	 striking	 visual	 urgency.	 It	was	
quickly	used	by	protesters	 around	 the	US,	
printed or hand painted. It is a simple idea, 
well	executed	and	at	the	intersection	of	pro-
fessional	design	and	amateur	wit.

MERCHANDISE

EASILY SHAREABLE

HEAVILY STYLISED

HEAVILY STYLISED PROFESSIONAL

PROFESSIONAL

INSTITUTIONALISED

Drenttel,	William.	“WikiLeaks:	Design	Proposals	by	Metahaven.”	Design	Observer,	22	Dec.	2010,	designobser-
ver.com/feature/wikileaks-design-proposals-by-metahaven/23608.

Boucher,	Brian.	“Meet	the	Artist	Whose	Swastika-Inspired	Anti-Trump	Logo	Has	Gone	Viral	Across	the	Country.” 
Artnet	News,	Artnet	News,	22	Aug.	2017,	news.artnet.com/art-world/no-45-anti-trump-logo-1056047.

IMG 52 – “THE TRUMP SWASTIKA”

IMG 53 – “TRUMP SWASTIKA AT PROTEST”INSTANTLY RECOGNISABLE
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IMG 49 – “WIKILEAKS DYNAMIC LOGO”

IMG 50 – “WIKILEAKS SCARF”

IMG 51 – “WIKILEAKS POSTERS”

ACCESSIBLE

CENTRALISED
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DESCRIPTION DESCRIPTION

PARAMETERS PARAMETERS

ATOMKRAFT? NEJ TAK Black	Lives	Matter	Emoji

This	 icon	 was	 also	 discussed	 before,	 im-
portant	 to	point	out	here	 are	definitely	 the	
historic	reference	to	an	icon	that	is	as	iconic	
as	it	is	recognisable.	Its	loud	and	bold	col-
ours	and	typography	make	it	a	very	distinct	
aesthetic	activist	artefact	and	its	easy	adapt-
ability	and	cult	status	help	addressing	con-
temporary issues as well as historic ones, 
as	the	original	icon	still	has	enjoys	validity	
today. 

The Raised Fist was already a topic in a 
previous	chapter,	this	is	concerning	a	digital	
translation	of	a	historical	 icon	and	 the	uti-
lisation	of	said	icon	as	an	aesthetic	activist	
artefact.	As	 the	 raised	fist	was	 already	 es-
tablished	as	a	universal	icon	for	protest	and	
collective	strength,	its	digital	equivalent,	the	
emoji,	has	been	used	strongly	in	the	context	
of	 sharing	 content	 and	 concern	 regarding	
the	Black	Lives	Matter	movement.	As	seen	
in	the	protest	sign	on	the	right,	it	might	even	
have	 overcome	 the	 historic	 symbol	 of	 the	
Raised	Fist	as	a	new	generation	of	activist	
iconography.	Also	interesting	to	note	is	that	
the	hashtag	is	written	wrong	while	the	emo-
jis	are	drawn	with	intricate	precision.

EASILY SHAREABLE

HEAVILY STYLISED

HEAVILY STYLISED

INSTITUTIONALISED

TEMPLATE FUNCTIONALITY

Broni,	Keith.	“Emojis	of	#BlackLivesMatter.”	Emojipedia,	Emojipedia,	10	June	2020, 
blog.emojipedia.org/emojis-of-blacklivesmatter/.

IMG 53 – “RAISED FIST EMOJIS”
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DECENTRALISED

BOLD COLOURS

IMG 13 – “ATOMKRAFT? NEJ TAK”

IMG 15 – “BIG DATA? NO THANKS”

IMG 20 – “GO OUTSIDE? NO THANKS”
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INSTANTLY RECOGNISABLE
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HIGH ADAPTABILITY

HIGH ADAPTABILITY

EASILY APPLICABLE

ACCESSIBLE

IMG 12 – “BLM PROTEST COLOGNE 2020”

UNIVERSALLY APPLICABLE
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Although	it	is	a	small	selection	of	aesthetic	activist	artefacts,	the	findings	can	be	universally	
applied.	What	we	see	within	the	ones	selected	is	that	a	few	points	stand	out	amongst	the	oth-
ers,	indicating	a	positive	effect	for	the	movement,	while	others	tend	to	be	a	sign	of	negative	
implications.	With	most	things,	these	findings	can	not	be	generalised	for	every	case	and	pa-
rameters	that	effect	one	artefact	positively	for	one	movement	can	be	a	negative	for	another.

If	there	goes	an	ease	with	sharing,	applying,	using	the	artefact,	cyber-protesters	are	obvi-
ously	more	inclined	to	do	so.	Therefore	a	higher	reach	is	more	likely	if	it	really	offers	little	
to	no	effort	to	partake.

If	an	emotional	factor	is	present,	if	it	is	something	that	will	affect	a	bigger	collective	mass	
of	people	and	 the	movement	 is	not	 too	niche,	 it	will	positively	affect	 the	motivation	 to	
share	an	artefact.	Emotional	Factor	=	Personal	Connection

If	the	execution	of	participation	is	a	universally	graspable	one,	a	concept	that	is	so	easy	and	
objectively	good,	more	people	will	feel	inclined	to	partake.

All	of	these	parameters	describe	purely	visual	factors.	After	looking	at	many	aesthetic	ac-
tivist	artefacts	it	becomes	apparent	that	a	design	which	is	very	abstract	or	conceptual	might	
not	prove	as	efficient	as	easier	forms	of	visual	expressions,	such	as	bold	and	flashy	colours	
or	bold	and	loud	typography.	

If	 the	 artefact	 is	of	 such	visual	uniqueness	 that	 it	 can	be	only	 associated	with	 that	one	
movement	and	no	other,	it	creates	a	sense	of	stability	and	durability.	What	it	also	does	is	
create	the	perception	of	an	institution

This	parameter	describes	something	basic,	if	all	artefacts	are	accessible	easily	and	freely,	a	
movement	will	send	a	signal	of	inclusiveness	and	welcoming	convenience.

4.2 Findings	of	the	Archive
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This	is	the	collection	of	parameters	I	tagged	the	artefacts	with.	They	are	ordered	below	in	
their	order	of	occurance	within	the	artefacts	of	the	archive.
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Universal	application	describes	a	state	where	an	artefact	is	not	bound	to	the	restrictions	of	
a	framework	and	can	work	cross-framework	without	loosing	credibility	or	effectiveness.

A	decentralised	artefact	describes	a	state	contrary	to	a	centralised	or	institutionalised	one.	
Where	an	aesthetic,	a	certain	look,	does	not	belong	or	can	only	be	applied	by	a	movement’s	
hierarchical	structure	but	much	rather	belongs	to	everyone	who	feels	inclined	to	do	their	
part	for	a	movement.

Merchandise	merely	describes	a	medium	of	artefacts	and	can	be	regarded	as	a	commercial	
endeavour	the	same	way	it	would	be	considered	a	way	of	showing	affiliation.	It	is	mostly	
deployed	by	institutionalised	movements	to	fund	their	project	or	content	creators	with	the	
intention to donate the proceeds.

Heavily	stylised	artefacts	are	artefacts	with	a	clearly	elevated	level	of	design.	It	describes	
a	movement	that	visually	represents	itself	like	a	brand	which	in	the	context	of	activism	can	
be	perceived	as	ingenuine.	It	also	metaphorically	closes	the	door	for	any	outer	designers,	
creatives	or	just	passionate	protesters	to	contribute	to	the	aesthetic	holistics	of	a	movement.

The	parameter	profession	describes	a	certain	designed	quality	 that	can	be	 found	within	
some	artefacts.	Thinking	about	the	KONY	2012	campaign	or	the	WikiLeaks	rebranding,	it	
is	instantly	clear	that	aesthetic	activist	artefacts	are	designed	by	professional	creatives,	ele-
vating	the	visual	standard	of	a	movement.	But,	as	mentioned	in	the	parameters	of	“heavily	
stylised”,	artefacts	that	are	deliberately	not	amateurish	can	be	perceived	as	ingenuine	and	
therefore	ineffective	in	their	task	to	instil	awareness	to	the	point	of	transferring	a	sense	of	
personal responsibility to a wider mass.

This	parameter	goes	hand	 in	hand	with	 “easily	 applicable”.	 If	 participation	 is	 so	 ready	
made	and	requires	little	to	no	effort	it	will	positively	impact	the	reach,	but	will	most	likely	
lack	a	personal	connection.

These	two	go	hand	in	hand	as	well.	If	all	aesthetic	activist	artefacts	come	from	a	central-
ised	place	and	have	a	very	streamlined	aesthetic,	the	amount	of	participatory	elements	for	
potential	cyber-activists	flatlines	as	everything	seems	to	be	taken	care	of	and	done	already.	
It	establishes	a	movement	as	an	institution’s	movement,	not	a	movement	of	the	people.

This	 parameter	 describes	 something	 of	 a	 given	 universality	 to	 an	 artefact.	 It	 describes	
things	like	the	“Atomkraft?	Nej	Tak”	visual,	which	was	set	once	but	adapted	to	fit	further	
causes.	Adaptability	means	a	certain	connectedness	to	protest’s	past,	as	older	symbols	of	
resistance	are	utilised	in	contemporary	contexts.

Template	functionality	relates	to	adaptability	but	also	works	in	contexts	of	institutionalised	
or	centralised	artefacts.	If	the	visual	elements	like	the	layout	and	the	type	of	an	artefact	can	
be	applied	to	other	contexts	it	institutes	a	visual	template	for	other	artefacts.	This	creates	
visual	coherency	and	references.

A	historic	reference	within	an	artefact	creates	a	visual	anchor	and	therefore	carries	more	
symbolism	and	weight,	which	in	turn	can	increase	effectiveness,	recognisability	and	in-
voke	an	emotional	response.

Amateurish	aesthetic	activist	artefacts	describes	the	subcategory	of	artefacts	which	are	not	
created	by	people	from	the	creative	field,	where	subjective	expressions	regarding	personal	
involvement,	pure	anger,	fear	can	constitute	the	creation	of	an	artefact,	not	design	skills	
or	visual	referencing.	An	amateurishly	designed	artefact	can	be	perceived	as	much	more	
genuine	and	authentic	than	heavily	stylised	ones.

MICRO-PARTICIPATION
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5.	Outlook	into 
  Practical Part

As	we	transition	to	the	outlook	of	the	practical	part,	I	would	like	to	elaborate	on	the	concept	
that was summarised in the abstract. What I wanted to achieve with the theoretical part ti-
tled OBSERVATIONS ON CONTEMPORARY PROTEST	is	to	have	an	overview	of	how	
visuality	and	which	visual	elements	play	into	activism.	By	combining	historic	as	well	as	
contemporary	and	only	a	few	relevant	examples,	the	overview	is	a	much	more	curated	one	
regarding	the	final	outcome.	I	wanted	to	provide	a	fundamental	understanding	of	aesthetics	
in	activism,	back	then	and	in	the	framework	of	contemporary	media.	The	main	goal	here	is	
to	take	that	understanding	and	to	develop	it	further.	

As	we	saw	with	how	activism	adapted	to	the	information	age	and	cyberspace,	it	is	now	the	
task	to	try	to	apply	that	transition	to	speculated	futures.	In	the	end	I	want	to	explore	how	
activism	can	adapt	to	technological	changes	beyond	the	contemporary.	As	technological	
changes	tend	to	lead	and	are	put	out	to	the	world,	it	is	societies	task	to	rethink	previous	
models	for	anything	in	the	new	framework	of	those	changes.	We	have	an	incredible	amount	
of	fresh	technologies	and	innovative	new	ways	of	expressing	ourselves.	But	the	benefit	of	
those	will	rarely	ever	be	deployed	to	causes	that	could	be	regarded	as	good	first.	Therefore	
it	is	the	task	with	the	practical	part	to	imagine	hypothetical	scenarios	in	which	activism	will	
be	a	part	of	expression	in	order	to	apply	technologies	which	are	now	rarely	ever	applied	
to	that	context.	

The	transition	feels	kind	of	harsh	since	what	I	dealt	with	were	real,	not	hypothetical	prob-
lems,	real	problems	with	real	ramifications,	affecting	people.	But	I	deliberately	set	it	out	
that	way	to	be	able	to	stop	here	and	leave	reality	behind	in	order	to	not	be	affected	by	any	
biases	or	boundaries	of	current	reality.	The	practical	part	is	meant	to	be	a	series	of	creative	
experimentations,	explorations	of	what	might	be	possible	in	the	context	of	activism.	These	
are	deliberately	speculated	environments	with	defined	circumstances,	intentioned	to	pro-
ject	a	world	in	the	near	future,	intentionally	fictional	yet	bound	by	realistic	criteria.	These	
will	be	built	through	imagined	activist	narratives	and	movements	with	efforts	of	the	same	
criteria	of	the	LADDER OF ACTIVISM	we	have	seen	throughout	real	movements:	ACTI-
VATION	and	mobilising	masses,	ACTION-based	interventions	as	forms	of	public	outcry,	
REACH	with	new	technologies	and	forms	of	media	incorporated.

I	will	also	not	be	visualising	entire	movements.	As	the	title	of	the	proposal	is	OBSERVA-
TIONS	ON	CONTEMPORARY	PROTEST,	the	title	of	the	practical	part	will	be	FRAG-
MENTS	OF	FUTURE	ACTIVISM.	While	the	movements	will	be	narrated	into	great	de-
tail,	the	actual	aesthetic	activist	artefacts	that	I	intend	to	produce	will	just	be	a	fragment	of	
the	overall	narrative,	a	visual	representation	of	the	overall	movement.

What	I	intend	to	do	now	within	the	bounds	of	the	outlook	is	to	show	projects	I	came	across	
during	my	research	in	order	to	convey	the	general	direction	of	the	practical	part,	as	well	as	
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a	brief	description	of	what	I	imagine	my	fragments	to	be.	The	examples	mostly	come	from	
the	realm	of	art	and	design,	some	with,	some	without	an	activist	message	behind	them.	But	
what	they	are	meant	to	display	is	a	treatment	of	new	technologies	that	can	be	utilised	in	
other	fields	as	well,	in	my	case	activism.

5.1 Artificial	Intelligence	and
  Activism
When	thinking	about	new	technologies	starting	to	seep	deeper	and	deeper	into	our	every-
day	lives,	artificial	intelligence	is	one	that	makes	it	to	the	top	of	the	list.	The	usage	of	AI	in	
facial-recognition,	neural	networks,	deep	learning	and	autonomous	cars	are	more	and	more	
finding	their	way	into	our	everyday	lives	while	science	fiction	movies	and	literature	predict	
total	autonomy	and	mayhem	as	a	result	from	that.	In	terms	of	visual	output,	AI	has	seen	
incredible	examples	of	visualisation	possibilities,	especially	by	utilising	generative	adver-
sarial	networks	or	GANs.	There	are	two	examples	that	I	want	to	bring	up	regarding	this.	

First	up	is	the	identity	for	the	Vienna	Biennale16	from	June	2020,	realised	by	Process	Studio. 
As	 the	Biennale	was	 held	 under	 the	 title	 “Uncanny	Values	 -	Artificial	 Intelligence	 and	
You”,	the	studio	produced,	or	much	rather	let	produce,	visuals	by	feeding	datasets	into	a	
GAN	and	using	those	as	the	key	visuals	of	the	identity	and	campaign.	For	one	there	was	
the	AImoji.	By	feeding	the	GAN	3,145	individual	and	commonly	used	emojis,	the	GAN	
produced	10,000	new	emojis	by	learning	the	commonly	used	one’s	visual	expressions	and,	
with	that	data,	coming	up	with	new	ones.	The	results	are	remarkably	distinct	and	visually	
interesting	new	emojis:

Process	Studio	created	another	visual	with	the	usage	of	their	GAN.	In	order	to	get	a	distinct	
and	fitting	layer	of	typography,	they	fed	200,000	typefaces	into	the	programme	to	come	up	
with	a	new	typeface	for	usage	within	the	overall	identity	and	especially	regarding	the	exhi-
bition	design	and	merchandise.	Same	procedure	as	with	the	AImojis	but	with	typography:

16		“Vienna	Biennale.”	Process	Studio,	Process	Studio,	10	June	2020,	process.studio/works/uncanny-values/

IMG 54 – “AIMOJIS HAPPY/SAD” IMG 56 – “AIFONT TYPE VARIATIONS” IMG 57 – “AIFONT IN EXHIBITION”

IMG 55 – “UNCANNY VALUES POSTERS”
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The	concept	of	using	these	technologies	to	create	visuals	was	quite	interesting	to	me.	As	
we	saw	in	the	previous	parts,	typography	obviously	plays	a	huge	part	in	aesthetic	activ-
ist	artefacts	and	I	was	researching	typography	in	the	context	of	activism.	I	found	this	li-
brary	on	fontsinuse.com	that	roughly	categorises	fonts	according	to	their	usage	in	aesthetic 
activist	artefacts:

Although	the	fonts	and	the	cases	presented	on	fontsinuse.com	were	quite	interesting,	they	
didn’t	carry	the	visual	symbolism	and	substance	that	I	was	looking	for.	Substance	though	I	
found	in	the	project	of	Tré	Seals,	US	based	graphic	and	type	designer	and	his	type	foundry	
Vocal Type17.	What	Tré	did	was	remarkable,	he	went	 through	posters	from	protests	and	
demonstrations	where	a	certain	typeface	stood	out.	By	collecting	images	he	painstakingly	
recreated	 the	 typefaces	 as	 digital	 fonts	which	 he	 now	 sells.	This	 concept	 is	 something	
that	struck	me	as	extra	special,	as	he	translates	aesthetic	activist	artefacts	of	the	past	into	
contemporary	 frameworks.	Parameters	 like	historic	 reference	all	 come	 to	mind	and	 the	
execution	is	professionally	exceptional.	He	was	kind	enough	to	send	me	the	trial	fonts	of	
his	project	so	I	could	experiment	with	them.	This	is	the	kind	of	inter-historic	referencing	
and	framework	to	framework	translation	that	I	intend	to	achieve	with	my	thesis	as	well.	It	
honours	the	past	while	looking	into	the	now	and	the	future	and	by	that	keeps	the	memory,	
the	will,	the	strength	and	courage	of	the	protesters	alive,	back	then	and	now.	A	few	fonts	
from	his	project	are	displayed	not	only	in	this	chapter	but	also	in	the	chapter	“Questions,	
Questions,	Questions”.

IMG 58 – “FONTSINUSE - ACTIVISM”

IMG 59 – “MEMPHIS SANITATION STRIKE OF 1968”

VTC MARTIN17		Seals,	Tré.	“BECOMING	MORE	VOCAL.”	VOCAL,	www.vocaltype.co/.
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IMG 61 – “MARCH ON WASHINGTON FOR JOBS AND FREEDOM, 1963”IMG 60 – “WOMEN’S SUFFRAGE MARCH, NYC, 1915”
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The	exploration	for	me	would	constitute	itself	in	the	experimental	merging	of	these	two	
projects	while	building	a	speculative	narrative	around	it.	Something	in	between	the	heavy	
symbolism	of	Tré’s	font	project	and	the	technologically	forward	thinking	content	creation	
of	Process	Studio’s	biennale	identity.	

5.2 Augmented	Reality	and
  Activism
As	virtual	reality	has	proven	itself	quite	marginal	 in	terms	of	daily	use	and	application,	
more	and	more	augmented	reality	functionalities	are	flooding	our	digital	existence.	When	
it	comes	to	digital	activisim,	I	want	to	directly	bring	up	an	example	that	comes	very	close	
to	what	I	intend	to	do	with	this	technology	in	the	context	of	activism.

My	former	3D	modelling	teacher,	Nando	Nkrumah,	recently	came	out	with	a	project	he	
dubbed	“Arbotage”18.	It	was	a	self-initiated	project	regarding	the	2019	exhibition	“Es	war	
einmal	in	Amerika”	at	the	Wallraf-Richartz-Museum	in	Cologne.	The	exhibition	promised	
to	showcase	300	years	of	US-American	art	history,	yet	failed	to	deliver	but	a	handful	of	
African-American	or	indigenous	artists	out	of	100.	With	that	said,	the	exhibition	obviously	
failed	in	providing	an	actual	representation	of	US-American	art	history	and	therefore	histo-
ry	at	all.	To	address	this,	Nando	created	a	special	augmented	reality	app	with	which	visitors	
of	 the	museum	were	able	 to	go	through	the	exhibition	and	see	an	added	layer	of	visual	
content	when	scanning	the	actual	art.	Nando	introduced	his	own	critical	perspective	into	
the	exhibition	by	creating	digital	graffitis	which	were	added	in	a	manner	of	self-imposed	
digital	activism	and	thereby	critique.

I	 thought	 it	was	a	most	commendable	way	of	activism	as	 it	combined	 justified	critique	
and	outcry	over	an	obviously	ill-curated	exhibition	whilst	deploying	technical	and	artistic	
capabilities to do so. 

What	I	liked	most	with	this	project	was	the	concept	of	a	digital	graffiti,	an	added	layer	of	
digital	content	onto	otherwise	publicly	accessible	places.	Therefore,	going	back	to	my	the-
sis,	the	artworks	Nando	created	became	not	only	pieces	of	art	by	themselves	but	aesthetic	
activist	artefacts	with	a	highly	effective	historic	reference	and	contemporary	symbolism.	
The	concept	of	hijacking	something	digitally	is	something	that	is	rarely	used	in	the	context	
of	online	activism	but	heavily	utilised	with	offline	activism.	The	digital	artefacts	remain	
eternally	 intertwined	with	 its	 reality-based	 counterpart.	As	mentioned	before,	 the	mon-

ument	of	Robert	E.	Lee	is	meant	to	be	taken	down.	What	will	be	taken	down	with	it	are	
the	numerous	aesthetic	activist	artefacts	 that	were	painted	and	written	on	 that	statue	by	
the	protesters	on	site,	visually	altering	it	to	the	symbolism	it	should	portray	but	never	did.	
It	will	take	away	the	physical	efforts	of	the	protesters,	manifesting	their	distaste	with	the	
MATTER	in	such	a	visual	way.	I	think	that	this	is	where	augmented	reality	could	serve	its	
part	in	a	movement,	as	a	tool	of	eternal	remembrance.	The	fact	that	the	monument	was	3D	
scanned,	digitised	and	captured,	especially	 regarding	 the	graffiti,	 in	 itself	constitutes	an	
aesthetic	activist	artefact	and	now	utilising	it	with	the	combination	of	technologies	would	
be	an	act	of	protest	itself.	I	think	that	monument	carries	so	much	symbolism	in	itself,	that	
the	 fate	of	 its	 existence	 should	be	decided	 in	 a	democratic	process,	 as	 it	 now	not	only	
wrongfully	honours	Lee	but	 also	 the	 strength	of	 the	 activist	who	 spoke	out	 against	 his	
crimes, literally and visually.

18		Nkrumah,	Nando		Kwabena.	ARBOTAGE.	19	May	2020,	nkrumah.de/work/arbotage.

IMG 62 – “THOMAS POLLOCK ANSCHUTZ, THE CHORE” IMG 63 – “NANDO NKRUMAH, ARBOTAGE”

For	my	artefact,	I	do	imagine	a	very	known	and	wide-spread	element	of	public	life,	like	
a	manhole	cover	or	street	signs	or	even	more	radical	ones	like	government	buildings	or	
branded	 storefronts,	 as	 digital	 canvases	 for	AR	 installations.	With	 the	 proper	 narrative	
around	it,	they	could	stand	in	as	a	way	of	showing	how	the	digital	space,	parallel	to	the	
physical space, can be utilised and politicised as well. 
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5.3 Objects	and	Activism
One	more	project	I	thought	would	make	sense	to	mention	here	is	“Found	Future	Fragments”	19 
by	German	designer	and	illustrator	Benedikt	Luft.	It	very	much	goes	into	the	speculative	
installation-based	execution	I	intend	to	follow	with	my	thesis	as	well,	it	definitely	is	no	
coincidence	that	our	titles	share	two	words,	as	I	have	been	a	long	time	fan	of	his	work	and	
this	project	especially.

With	“Found	Future	Fragments”,	Benedikt	Luft	imagines	an	unidentified	future	where	he	
predefined	certain	aspects	and	designs	objects	around	their	narrative.	The	following	exam-
ples	include	a	3D-printed	business	card	for	an	in-vitro	organ	lab	that	can	grow	organs	on	
demand,	a	neon	sign	for	a	bar	that	serves	different	kinds	of	water	from	around	the	world	
and	other	planets	and	an	event	poster	for	the	“Transhuman	Olympics”.	What	I	find	so	in-
triguing	about	this	project	is	the	absolute	ease	with	which	complex	future	projections	are	
manifested	in	visually	pleasing,	simple	and	aesthetic	objects.	They	work	as	objects	them-
selves	yet	manage	to	seem	so	known	and	otherworldly	at	the	same	time.	In	regard	to	my	
artefacts,	this	is	definetely	a	conceptual	medium	that	I	will	be	exploring	further.	

19		Luft,	Benedikt.	Found	Future	Fragments.	benediktluft.com/Found-Future-Fragments

IMG 64 – “3D PRINTED BUSINESSCARD”

IMG 65 – “WATERBAR NEON SIGN”

IMG 66 – “TRANSHUMAN OLYMPICS POSTER”
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6. Conclusion
Whilst	writing	this	proposal,	a	lot	of	notions	that	I	previously	perceived	as	clear	and	ob-
vious	were	heavily	questioned.	I	noticed	that	my	previous	plan	of	approaching	the	topic	
from	a	purely	aesthetic	standpoint	disregarded	the	multiple	elements	that	are	vital	for	con-
temporary	activism.	Finding	out	that	slacktivism	plays	an	integral	and	indispensable	part	
in	modern	day’s	online	activism	was	an	important	point	going	forward.	Understanding	the	
roughly	sketched	hierarchical	and	chronological	structure,	the	meaning	of	the	visual	and	
where	it	manifests	itself	within	that	structure,	helped	me	gain	a	profound	understanding	
of	the	matter.	I	started	with	the	visual,	as	the	visual	for	me	is	something	very	important.	I	
have	always	worked	in	a	way	where	the	visual	was	to	be	considered	at	least	as	intrinsically	
as	the	concept	itself.	I	came	to	realise	that	you	cannot	apply	this	to	activism	in	the	way	I	
imagined	it,	there	are	tonnes	of	factors	to	be	considered	and	a	certain	ambiguity	which	is	
individual to each case or movement.

The	importance	of	images	within	the	structure	of	activism	is	also	something	that	I	under-
estimated.	To	analyse	the	importance	of	images	for	activist	movements	and	realising	their	
potential	was	necessary	in	moving	forward.	Also,	there	are	aspects	to	images	that	I	did	not	
fully	consider,	which	became	apparent	after	talking	to	peers	about	my	topic.	How	images	
of	horror	can	also	be	re-traumatising	for	affected	people	or	be	very	problematic	and	in	a	lot	
of	cases	considered	“poverty	porn”.

One	thing	I	did	not	get	the	chance	to	do	with	my	proposal,	but	definitely	plan	to	go	deep	
into	with	my	final	thesis,	is	virality.	Why	did	the	video	of	George	Floyd’s	killing	become	
such	a	viral	artefact	while	other	atrocities	go	by	almost	unnoticed	or	remain	within	a	na-
tional	framework?	Considering	the	western	perspective	I	have	regarding	my	perception	of	
cyberspace	and	reality,	brought	to	light	the	problem	of	how	cyberspace,	on	a	global	scale,	
is	largely	US-	and	Eurocentric.	Though	there	is	a	merit	of	global	trickle-down	activism,	
this	is	definitely	something	worth	exploring	further	going	onward.	

Exploring	the	role	of	the	designer	was	quite	interesting	in	terms	of	finding	who	I	am	within	
this	project.	As	I	grow	as	a	human	and	also	within	the	creative	industry,	I	very	much	notice	
the	need	for	my	growth	to	be	in	line	with	the	needs	and	actual	problems	of	society;	that	
working	within	a	conceptual	and	aesthetic	bubble	shields	you	from	the	reality	of	problems	
one’s	visual	design	is	meant	to	address.	Metahaven’s	WikiLeaks	rebrand	has	been	one	of	
my	most	favourite	projects.	But	as	I	analysed	it	from	a	standpoint	of	reality-based	imple-
mentation,	it	failed	to	manage	what	it	set	out	or	intended	to	do.	While	it	most	definitely	has	
its	value	and	place	within	art	museums	and	galleries,	it	malfunctioned	as	the	aesthetic	ac-

tivist	artefact	it	was	supposed	to	be.	These	are	all	aspects	of	my	practice	that	I	was	not	pre-
viously	aware	of	until	now,	after	writing	this	proposal.	Same	goes	with	the	categorisation	
and	evaluation	of	visual	aspects	within	artefacts.	To	actually	assign	parameters	to	aesthetic	
activist	artefacts	led	me	to	see	how	ambiguous	design	elements	in	the	context	of	activism	
can	be	and	that	in	order	to	serve	a	purpose	you	cannot	merely	be	its	visual	designer,	you	
have	to	believe	in	it,	you	have	to	stand	for	it.	The	realisation	that	when	designing	for	ac-
tivism	you	have	to	be	an	activist	first	and	a	designer	second	was	an	eye-opening	revelation	
for	me	going	forward	with	my	thesis.	

Having	now	established	this	theoretical	foundation,	I	feel	very	much	equipped	to	go	for-
ward	into	the	practical	part.	I	saw	that	the	process	will	and	should	be	one	of	great	consider-
ation	and	reflection	regarding	every	single	aspect	and	detail.	There	is	no	visual	toolbox	for	
starting	a	movement,	the	toolbox	generates	itself	within	the	process	of	a	movement.	There	
is	no	design	for	activism,	only	activism	with	designers	dedicated	to	its	cause.
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