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air as a force: posters, 2023

air as a force was a semester long assignment around developing an event and design 
work around the element of air. for my exploration, I chose to explore the ways that air act 
as a force upon our bodies, and the ways we force air to change how our bodies take in 
and expel air. the event was about allowing people to indulge in what made them happy, 
what gave them peace, because often we decide that parts of our body — our minds are 
moreso collective than antything. 
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air as a force: posters, 2023
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air, as a force

connect.

life
indulgence

of 
of 

of 
of 

nature
connection

sometimes 
the best 
thing to do is 
 indulge. 

sometimes to live is to hurt,  to damage. you cannot prevent the  pain of loss, nor death.

you can  never 
breathe the same air.

you can never  step in the 
same river.

to live is to change.

life and death 
go hand in hand
black and white. 

why die?
when you
can live?

why deny?
when you
can accept?

exerting the 
same effort upon 
the universe

So often we seek to divide, to set ourselves apart from one another. To be an individual is to be better, or is it? 

To seek out difference rather than connection is a societal poison that is rooted in us all.

drink,laugh, cry:

rather than isolate.
seek to connectair is love

community.

air is hate

touch.kiss.hug.
air is a point of precious connection.

 all ways that we exchange air with one another.

you change everything 
you touch  and interact with.

FORCE
force.

you are a force,
upon the universe and
those around you

camus famously said “should 
I kill  myself, or have a cup of 
coffee?” the idea being that both 
have the  same effect on the 
greater universe.

academ
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queer art history book and site, 2023

the following assignments were a final for my indesign class. we had to make a book and 
website around a movement or issue we found important. i decided the best option for me 
was to highlight queer artist that i had found pivitotal to my development as an artist and 
human. I studied the gallery shows and layouts of these artists and attempted to recreate 
them in the book. 
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queer art history book selected spreads, 2023
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provincetown international film festival rebrand, 2023

the final assignment for my associates capstone class was a rebrand of an existing co-
mapny. while my peers chose larger companies, i was urged by my professor to choose 
PIFF a small local film festival whose branding reflected that. i decided that a town with 
such a rich queer history should host a film festival that also was explicitly queer, and inno-
vative. additionally i took inspiration from net art and digital spaces to bring in that innova-
tion into the branding. 
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tryptich poster series, 2024

for my tryptich posters, i had to pick an event from before the 1920s to be inspired by, i 
chose al jolson, most known for the jazz singer, being the first celebrity to endorse a presi-
dent and how that began a shift towards the visual signaling of polical alignment becoming  
more important than the auditory signaling (wearing a maga hat over a verbal endorsement 
of trump) and how this shift signals something much deeper in our soceity. 



15

portfolio_2025tryptich poster series #1: symbol manipulation, 2024

academ
ic work

j e n n y  h o l z e r  

a m e r i c a n
m y t h s

a m e r i c a n  c o r p o r a t e  
d e s i g n  l a n g a u g e s

9 - 1 1 A MM o M A N O V E M B E R  
1 S T ,   2 0 2 4

a s  a  p a r t  o f  t h e  l e c t u r e  s e r i e s :

a r t ,  m e d i a ,  a n d  p o l i t c a l  s i g n fi e r s
VISUAL FUTURES 

w o l f g a n g  t i l l m a n s

o n  

c a p t u r i n g
t e n d e r n e s s

p o l i t i c s  o f  
d o c u m e n t a r y  
p h o t o g r a p h y

1 2 - 3 P MM o M A
N O V E M B E R  
1 S T ,   2 0 2 4

a s  a  p a r t  o f  t h e  l e c t u r e  s e r i e s :

a r t ,  m e d i a ,  a n d  p o l i t c a l  s i g n fi e r s
VISUAL FUTURES 

j e n n y  h o l z e r  

t e n d e r n e s s
c a t h e r i n e  o p i e

u s i n g  v i o l e n c e  a s  a  m e d i u m

N O V E M B E R  
1 S T ,   2 0 2 4

4 - 7 P MM o M A

v i o l e n t
b e a u t i f u l

a s  a  p a r t  o f  t h e  l e c t u r e  s e r i e s :

a r t ,  m e d i a ,  a n d  p o l i t c a l  s i g n fi e r s
VISUAL FUTURES 
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*

NOV. 2 FROM 9-12PM 
AT THE MUSEUM OF MODERN ART  

EVERYTHING THAT
WAS DIRECTLY LIVED

HAS RECEDED

NAVIGATING
THE SPECTACLE

how to use debord’s text as a tool [stephen duncombe]
THE FIRST TEN THESES OF DEBORD’S 
SOCIETY OF THE SPECTACLE (1967)

 1: In societies dominated by modern conditions of 
production, life is presented as a immense accumulation 
of spectacles. Everything that was directly lived has 
receded into a representation.

2: The images detached from every aspect of life merge 
into a common stream in which the unity of that life can 
no longer be recovered. Fragmented views of reality 
regroup themselves into a new unity as a separate 
pseudoworld that can only be looked at. The 
specialization of images of the world evolves into a 
world of autonomized images where even the deceivers 
are deceived. The spectacle is a concrete inversion of life, 
an autonomous movement of the nonliving.

3:The spectacle presents itself simultaneously as society 
itself, as a part of society, and as a means of unification. 
As a part of society, it is the focal point of all vision and 
all consciousness. But due to the very fact that this sector 
is separate, it is in reality the domain of delusion and 
false consciousness: the unification it achieves is nothing 
but an official language of universal separation.

4: The spectacle is not a collection of images; it is a 
social relation between people that is mediated by 
images.

5: The spectacle cannot be understood as a mere visual 
excess produced by mass-media technologies. It is a 
worldview that has actually been materialized, a view of 
a world that has become objective.

6: Understood in its totality, the spectacle is both the 
result and the project of the dominant mode of 
production. It is not a mere decoration added to the real 
world. It is the very heart of this real society’s unreality. 
In all of its particular manifestations — news, 
propaganda, advertising, entertainment — the spectacle 
represents the dominant model of life. It is the 
omnipresent affirmation of the choices that have already 
been made in the sphere of production and in the 
consumption implied by that production. In both form 
and content the spectacle serves as a total justification of 
the conditions and goals of the existing system. The 
spectacle also represents the constant presence of this 
justification since it monopolizes the majority of the time 
spent outside the production process.

7: Separation is itself an integral part of the unity of this 
world, of a global social practice split into reality and 
image. The social practice confronted by an autonomous 
spectacle is at the same time the real totality which 
contains that spectacle. But the split within this totality 
mutilates it to the point that the spectacle seems to be its 
goal. The language of the spectacle consists of signs of 
the dominant system of production — signs which are at 
the same time the ultimate end-products of that system.

8: The spectacle cannot be abstractly contrasted to 
concrete social activity. Each side of such a duality is 
itself divided. The spectacle that falsifies reality is 
nevertheless a real product of that reality. Conversely, 
real life is materially invaded by the contemplation of the 
spectacle, and ends up absorbing it and aligning itself 
with it. Objective reality is present on both sides. Each of 
these seemingly fixed concepts has no other basis than its 
transformation into its opposite: reality emerges within 
the spectacle, and the spectacle is real. This reciprocal 
alienation is the essence and support of the existing 
society.

9: In a world that is really upside down, the true is a 
moment of the false.

10: The concept of “the spectacle” interrelates and 
explains a wide range of seemingly unconnected 
phenomena. The apparent diversities and contrasts of 
these phenomena stem from the social organization of 
appearances, whose essential nature must itself be 
recognized. Considered in its own terms, the spectacle is 
an affirmation of appearances and an identification of all 
human social life with appearances. But a critique that 
grasps the spectacle’s essential character reveals it to be a 
visible negation of life — a negation that has taken on a 
visible form.

WHO IS DEBORD?

 Guy-Ernest Debord (28 December 1931 – 30 
November 1994) was a French Marxist theorist, 
philosopher, filmmaker, critic of work, member of the 
Letterist International, founder of a Letterist faction, and 
founding member of the Situationist International. He 
was also briefly a member of Socialisme ou Barbarie.

Debord is best known for his 1967 essay The Society of 
the Spectacle. (Wikipedia)

WHAT IS SOCEITY OF THE SPECTACLE (1967)?

 The Das Kapital of the 20th century. An essential 
text, and the main theoretical work of the situationists. 
Few works of political and cultural theory have been as 
enduringly provocative. From its publication amid the 
social upheavals of the 1960's up to the present, the 
volatile theses of this book have decisively transformed 
debates on the shape of modernity, capitalism, and 
everyday life in the late 20th century. This is the original 
translation by Fredy Perlman, kept in print continuously 
for the last 30 years, keeping the flame alive when 
no-one else cared. (amazon.com)

WHAT IS VISUAL FUTURES?
 
 Visual Futures is a three day lecture series 
occuring at the Museum of Modern Art in Manhattan 
New York, at 11 west 53rd st. The lectures are meant to 
bring modern audiences discussions of the evolution of 
political signifiers as our soceity becomes ever more 
visual. Speakers include artists professors and 
filmmarkers who have made the central theme of their 
work the way that we understand symbols. 

 As we move towards a more visual world, the way 
that we interact with media has to become more critical. 
Learning about seminal semotic texts can lead us away 
from repeating the past and making sure that as artists, 
image makers, and consumers we can understand the 
ways that the media manipulates us. 

WHO IS STEPHEN DUNCOMBE?
 
 Stephen Duncombe is a Professor at the Gallatin 
School and the Department of Media, Culture and 
Communication of New York University where he 
teaches the history and politics of media. He is the author 
of Dream: Re-Imagining Progressive Politics in an Age 
of Fantasy and Notes From Underground: Zines and the 
Politics of Underground Culture, co-author of The 
Bobbed Haired Bandit: Crime and Celebrity in 1920s 
New York, editor of the Cultural Resistance Reader, and 
co-editor of White Riot: Punk Rock and the Politics of 
Race. He is the creator of the Open Utopia, an 
open-access, open-source, web-based edition of Thomas 
More’s Utopia, and co-created Actipedia.org, a 
user-generated digital database of creative activism case 
studies. Duncombe also writes on the intersection of 
culture and politics for a range of scholarly and popular 
publications. In 1998, he was awarded the Chancellor’s 
Award for Excellence in Teaching by the State University 
of New York, where he taught before coming to New 
York University, and in 2012 was awarded the Dean’s 
Award for Excellence in Teaching at Gallatin. Duncombe 
is a life-long political activist, co-founding a community 
based advocacy group in the Lower East Side of 
Manhattan and working as an organizer for the NYC 
chapter of the international direct action group, Reclaim 
the Streets. In 2009 he was a Research Associate at the 
Eyebeam Center for Art and Technology in New York 
City where he helped organize The College of Tactical 
Culture. With funding from the Open Societies 
Foundations he co-created the School for Creative 
Activism in 2011, and is presently co-director of the 
Center for Artistic Activism. Duncombe is currently 
working on a book on the art of propaganda during the 
New Deal. (NYU)

a s  a  p a r t  o f  t h e  l e c t u r e  s e r i e s :

a r t ,  m e d i a ,  a n d  p o l i t i c a l  s i g n fi e r s
VISUAL FUTURES 

                      Everything that was directly lived has 
receded into a representation.

    The images detached from every aspect of life merge 
into a common stream in which the unity of that life can 
no longer be recovered. 

   The spectacle presents itself simultaneously as society 
itself, as a part of society, and as a means of unification. 

    The spectacle is not a collection of images; it is a 
social relation between people that is mediated by 
images.

    Understood in its totality, the spectacle is both the 
result and the project of the dominant mode of 
production. 

                                                           the spectacle 
represents the dominant model of life. It is the 
omnipresent affirmation of the choices that have already 
been made in the sphere of production and in the 
consumption implied by that production.

    Separation is itself an integral part of the unity of this 
world, of a global social practice split into reality and 
image. 

                       The spectacle that falsifies reality is 
nevertheless a real product of that reality. Conversely, 
real life is materially invaded by the contemplation of the 
spectacle, and ends up absorbing it and aligning itself 
with it.

    In a world that is really upside down, the true is a 
moment of the false.

                               “the spectacle” interrelates and 
explains a wide range of seemingly unconnected 
phenomena.

                                     founder of a Letterist faction, and 
founding member of the Situationist International.

 Visual Futures is a three day lecture series 
occuring at the Museum of Modern Art in Manhattan 
New York, at 11 west 53rd st. 

 As we move towards a more visual world, the way 
that we interact with media has to become more critical. 

*
AS WE MOVE

TOWARDS A MORE
VISUAL WORLD

BEING A MODERN
SITUATIONIST
understanding the situationist international

in a modern lens [mckenzie wark]

NOV. 2 FROM 1-3PM 
AT THE MUSEUM OF MODERN ART, 
 

THE FULL TEXT OF DEBORD’S SITUATIONIST 
INTERNATIONAL MANIFESTO (1967) 

 The existing framework cannot subdue the new 
human force that is increasing day by day alongside the 
irresistible development of technology and the 
dissatisfaction of its possible uses in our senseless social 
life.

 Alienation and oppression in this society cannot be 
distributed amongst a range of variants, but only rejected 
en bloc with this very society. All real progress has 
clearly been suspended until the revolutionary solution of 
the present multiform crisis.

 What are the organisational perspectives of life in 
a society which authentically "reorganises production on 
the basis of the free and equal association of the 
producers"? Work would more and more be reduced as 
an exterior necessity through the automation of 
production and the socialisation of vital goods, which 
would finally give complete liberty to the individual. 
Thus liberated from all economic responsibility, liberated 
from all the debts and responsibilities from the past and 
other people, humankind will exude a new surplus value, 
incalculable in money because it would be impossible to 
reduce it to the measure of waged work. The guarantee of 
the liberty of each and of all is in the value of the game, 
of life freely constructed. The exercise of this ludic 
recreation is the framework of the only guaranteed 
equality with non-exploitation of man by man. The 
liberation of the game, its creative autonomy, supersedes 
the ancient division between imposed work and passive 
leisure.

 The church has already burnt the so-called witches 
to repress the primitive ludic tendencies conserved in 
popular festivities. Under the existing dominant society, 
which produces the miserable pseudo-games of 
non-participation, a true artistic activity is necessarily 
classed as criminality. It is semi-clandestine. It appears in 
the form of scandal.

 So what really is the situation? It's the realisation 
of a better game, which more exactly is provoked by the 
human presence. The revolutionary gamesters of all 
countries can be united in the S.I. to commence the 
emergence from the prehistory of daily life.

 Henceforth, we propose an autonomous 
organisation of the producers of the new culture, 
independent of the political and union organisations 
which currently exist, as we dispute their capacity to 
organise anything other than the management of that 
which already exists.

 From the moment when this organisation leaves 
the initial experimental stage for its first public 
campaign, the most urgent objective we have ascribed to 
it is the seizure of U.N.E.S.C.O. United at a world level, 
the bureaucratisation of art and all culture is a new 
phenomenon which expresses the deep inter- relationship 
of the social systems co-existing in the world on the basis 
of eclectic conservation and the reproduction of the past. 
The riposte of the revolutionary artists to these new 
conditions must be a new type of action. As the very 
existence of this managerial concentration of culture, 
located in a single building, favours a seizure by way of 
putsch; and as the institution is completely destitute of 
any sensible usage outside our subversive perspective, 
we find our seizure of this apparatus justified before our 
contemporaries. And we will have it. We are resolved to 
take over U.N.E.S.C.O., even if only for a short time, as 
we are sure we would quickly carry out work which 
would prove most significant in the clarification of a long 
series of demands.

What would be the principle characteristics of the new 
culture and how would it compare with ancient art?

Against the spectacle, the realised situationist culture 
introduces total participation.

Against preserved art, it is the organisation of the  
directly lived moment.

Against unilateral art, situationist culture will be an art 
of dialogue, an art of interaction. Today artists - with all 
culture visible - have become entirely separated from 
society, just as they are separated from each other by 
competition. But faced with this impasse of capitalism, 
art has remained essentially unilateral in response. This 
enclosed era of primitivism must be superseded by 
complete communication.

Against particularised art, it will be a global practice 
with a bearing, each moment, on all the usable 
elements. Naturally this would tend to collective 
production which would be without doubt anonymous 

(at least to the extent where the works are no longer 
stocked as commodities, this culture will not be 
dominated by the need to leave traces.) The minimum 
proposals of these experiences will be a revolution in 
behaviour and a dynamic unitary urbanism capable of 
extension to the entire planet, and of being further 
extensible to all habitable planets.

 At a higher stage, everyone will become an artist, 
i.e., inseparably a producer-consumer of total culture 
creation, which will help the rapid dissolution of the 
linear criteria of novelty. Everyone will be a situationist 
so to speak, with a multidimensional inflation of 
tendencies, experiences, or radically different "schools" - 
not successively, but simultaneously.

 We will inaugurate what will historically be the 
last of the crafts. The role of amateur-professional 
situationist - of anti-specialist - is again a specialisation 
up to the point of economic and mental abundance, when 
everyone becomes an "artist," in the sense that the artists 
have not attained the construction of their own life. 
However, the last craft of history is so close to the society 
without a permanent division of labour, that when it 
appeared amongst the S.I., its status as a craft was 
generally denied.

 To those who don't understand us properly, we say 
with  an irreducible scorn: "The situationists of which 
you believe yourselves perhaps to be the judges, will one 
day judge you. We await the turning point which is the 
inevitable liquidation of the world of privation, in all its 
forms. Such are our goals, and these will be the future 
goals of humanity."

WHO IS DEBORD?

 Guy-Ernest Debord (28 December 1931 – 30 
November 1994) was a French Marxist theorist, 
philosopher, filmmaker, critic of work, member of the 
Letterist International, founder of a Letterist faction, and 
founding member of the Situationist International. He 
was also briefly a member of Socialisme ou Barbarie.

Debord is best known for his 1967 essay The Society of 
the Spectacle. (Wikipedia)

WHO ARE THE SITUATIONIST 
INTERNATIONAL?

 The Situationist International (SI) was an 
international organization of social revolutionaries made 
up of avant-garde artists, intellectuals, and political 
theorists. It was prominent in Europe from its formation 
in 1957 to its dissolution in 1972. The intellectual 
foundations of the Situationist International were derived 
primarily from libertarian Marxism and the avant-garde 
art movements of the early 20th century, particularly 
Dada and Surrealism. Overall, situationist theory 
represented an attempt to synthesize this diverse field of 
theoretical disciplines into a modern and comprehensive 
critique of mid-20th century advanced capitalism. 
(Wikipedia)

WHAT IS VISUAL FUTURES?
 
 Visual Futures is a three day lecture series 
occuring at the Museum of Modern Art in Manhattan 
New York, at 11 west 53rd st. The lectures are meant to 
bring modern audiences discussions of the evolution of 
political signifiers as our soceity becomes ever more 
visual. Speakers include artists professors and 
filmmarkers who have made the central theme of their 
work the way that we understand symbols. 

 As we move towards a more visual world, the way 
that we interact with media has to become more critical. 
Learning about seminal semotic texts can lead us away 
from repeating the past and making sure that as artists, 
image makers, and consumers we can understand the 
ways that the media manipulates us. 

WHO IS MCKENZIE WARK?
 
 McKenzie Wark (born 1961) is an Australian-born 
writer and scholar. Wark is known for her writings on 
media theory, critical theory, new media, and the 
Situationist International. Her best known works are A 
Hacker Manifesto and Gamer Theory. She is a professor 
of Media and Cultural Studies at The New School. 
(Wikipedia)

a s  a  p a r t  o f  t h e  l e c t u r e  s e r i e s :

a r t ,  m e d i a ,  a n d  p o l i t i c a l  s i g n fi e r s
VISUAL FUTURES 

 The church has already burnt the so-called witches 
to repress the primitive ludic tendencies conserved in 
popular festivities.

 The existing framework cannot subdue the new 
human force that is increasing day by day alongside the 
irresistible development of technology and the 
dissatisfaction of its possible uses in our senseless social 
life.

 Alienation and oppression in this society cannot be 
distributed amongst a range of variants, but only rejected 
en bloc with this very society.

                    Work would more and more be reduced as 
an exterior necessity through the automation of 
production and the socialisation of vital goods, which 
would finally give complete liberty to the individual.

 So what really is the situation? It's the realisation 
of a better game, which more exactly is provoked by the 
human presence. 

 Henceforth, we propose an autonomous 
organisation of the producers of the new culture, 
independent of the political and union organisations 
which currently exist, as we dispute their capacity to 
organise anything other than the management of that 
which already exists.

                                    situationist culture will be an art 
of dialogue, an art of interaction. 

Against particularised art, it will be a global practice 
with a bearing, each moment, on all the usable 
elements.

(at least to the extent where the works are no longer 
stocked as commodities, this culture will not be 
dominated by the need to leave traces.)

 At a higher stage, everyone will become an artist, 
i.e., inseparably a producer-consumer of total culture 
creation, which will help the rapid dissolution of the 
linear criteria of novelty.

                            The role of amateur-professional 
situationist - of anti-specialist - is again a specialisation 
up to the point of economic and mental abundance, when 
everyone becomes an "artist," in the sense that the artists 
have not attained the construction of their own life. 

                                                       The intellectual 
foundations of the Situationist International were derived 
primarily from libertarian Marxism and the avant-garde 
art movements of the early 20th century, particularly 
Dada and Surrealism.

 Visual Futures is a three day lecture series 
occuring at the Museum of Modern Art in Manhattan 
New York, at 11 west 53rd st. 

 As we move towards a more visual world, the way 
that we interact with media has to become more critical. **

EVERYTHING THAT
WAS DIRECTLY LIVED

HAS RECEDED

NAVIGATING
THE SPECTACLE

MODELS WITHOUT
ORIGIN OR REALITY

POST INTERNET
SIMULACRUM

baudrillard’s work in the post internet age [artie vierkant]

NOV. 2 FROM 4-6 PM 
AT THE MUSEUM OF MODERN ART,  

AN EXCERPT FROM BAUDRILLARD’S  
SIMULACRA  AND SIMULATION (1981)

“The simulacrum is never what hides the truth - it is truth 
that hides the fact that there is none. The simulacrum is 
true. -Ecclesiastes

 If once we were able to view the Borges fable in 
which the cartographers of the Empire draw up a map so 
detailed that it ends up covering the territory exactly (the 
decline of the Empire witnesses the fraying of this map, 
little by little, and its fall into ruins, though some shreds 
are still discernible in the deserts - the metaphysical 
beauty of this ruined abstraction testifying to a pride 
equal to the Empire and rotting like a carcass, returning 
to the substance of the soil, a bit as the double ends by 
being confused with the real through aging) - as the most 
beautiful allegory of simulation, this fable has now come 
full circle for us, and possesses nothing but the discrete 
charm of second-order simulacra.

 Today abstraction is no longer that of the map, the 
double, the mirror, or the concept. Simulation is no 
longer that of a territory, a referential being, or a 
substance. It is the generation by models of a real without 
origin or reality: a hyperreal. The territory no longer 
precedes the map, nor does it survive it. It is nevertheless 
the map that precedes the territory - precession of 
simulacra - that engenders the territory, and if one must 
return to the fable, today it is the territory whose shreds 
slowly rot across the extent of the map. It is the real, and 
not the map, whose vestiges persist here and there in the 
deserts that are no longer those of the Empire, but ours. 
The desert of the real itself.

 In fact, even inverted, Borges's fable is unusable. 
Only the allegory of the Empire, perhaps, remains. 
Because it is with this same imperialism that present-day 
simulators attempt to make the real, all of the real, 
coincide with their models of simulation. But it is no 
longer a question of either maps or territories. Something 
has disappeared: the sovereign difference, between one 
and the other, that constituted the charm of abstraction. 
Because it is difference that constitutes the poetry of the 
map and the charm of the territory, the magic of the 
concept and the charm of the real. This imaginary of 
representation, which simultaneously culminates in and is 
engulfed by the cartographers mad project of the ideal 
coextensivity of map and territory, disappears in the 
simulation whose operation is nuclear and genetic, no 
longer at all specular or discursive. It is all of 
metaphysics that is lost. No more mirror of being and 
appearances, of the real and its concept. No more 
imaginary coextensivity: it is genetic miniaturization that 
is the dimension of simulation. The real is produced from 
miniaturized cells, matrices, and memory banks, models 
of control - and it can be reproduced an indefinite 
number of times from these. It no longer needs to be 
rational, because it no longer measures itself against 
either an ideal or negative instance. It is no longer 
anything but operational. In fact, it is no longer really the 
real, because no imaginary envelops it anymore. It is a 
hyperreal, produced from a radiating synthesis of 
combinatory models in a hyperspace without atmosphere. 

 By crossing into a space whose curvature is no 
longer that of the real, nor that of truth, the era of 
simulation is inaugurated by a liquidation of all 
referentials - worse: with their artificial resurrection in 
the systems of signs, a material more malleable than 
meaning, in that it lends itself to all systems of 
equivalences, to all binary oppositions, to all 
combinatory algebra. It is no longer a question of 
imitation, nor duplication, nor even parody. It is a 
question of substituting the signs of the real for the real, 
that is to say of an operation of deterring every real 
process via its operational double, a programmatic, 
metastable, perfectly descriptive machine that offers all 
the signs of the real and short- circuits all its vicissitudes. 
Never again will the real have the chance to produce 
itself - such is the vital function of the model in a system 
of death, or rather of anticipated resurrection, that no 
longer even gives the event of death a chance. A 
hyperreal henceforth sheltered from the imaginary, and 
from any distinction between the real and the imaginary,  
leaving room only for the orbital recurrence of models 
and for the simulated generation of differences.”

WHO IS BAUDRILLARD?
 
 Jean Baudrillard (27 July 1929 – 6 March 2007) 
was a French sociologist and philosopher with an interest 
in cultural studies. He is best known for his analyses of 
media, contemporary culture, and technological 
communication, as well as his formulation of concepts 
such as hyperreality. Baudrillard wrote about diverse 
subjects, including consumerism, critique of economy, 
social history, aesthetics, Western foreign policy, and 
popular culture. Among his most well-known works are 
Seduction (1978), Simulacra and Simulation (1981), 
America (1986), and The Gulf War Did Not Take Place 
(1991). His work is frequently associated with 
postmodernism and specifically post-structuralism. 
Nevertheless, Baudrillard had also opposed 
post-structuralism, and had distanced himself from 
postmodernism. (Wikipedia)

WHAT IS SIMULACRA?
 simulacrum (pl.: simulacra or simulacrums, from 
Latin simulacrum, meaning "likeness, semblance") is a 
representation or imitation of a person or thing. The word 
was first recorded in the English language in the late 16th 
century, used to describe a representation, such as a 
statue or a painting, especially of a god. By the late 19th 
century, it had gathered a secondary association of 
inferiority: an image without the substance or qualities of 
the original. Literary critic Fredric Jameson offers 
photorealism as an example of artistic simulacrum, in 
which a painting is created by copying a photograph that 
is itself a copy of the real thing. Other art forms that play 
with simulacra include trompe-l'œil, pop art, Italian 
neorealism, and French New Wave.(wikipedia)

WHAT IS VISUAL FUTURES?

 Visual Futures is a three day lecture series 
occuring at the Museum of Modern Art in Manhattan 
New York, at 11 west 53rd st. The lectures are meant to 
bring modern audiences discussions of the evolution of 
political signifiers as our soceity becomes ever more 
visual. Speakers include artists professors and 
filmmarkers who have made the central theme of their 
work the way that we understand symbols. 

 As we move towards a more visual world, the way 
that we interact with media has to become more critical. 
Learning about seminal semotic texts can lead us away 
from repeating the past and making sure that as artists, 
image makers, and consumers we can understand the 
ways that the media manipulates us. 

WHO IS ARTIE VERKANT?
 
 Artie Vierkant (born 1986) is an American digital 
artist based in Brooklyn, New York, known for his 
"Image Objects" series. The series is based on the 2010 
essay "The Image Object Post-Internet", which he wrote 
while in graduate school. The series began in 2011 and, 
as of 2019, is still ongoing. Each work in the series is 
first created by Vierkant as a digital file on a computer, 
which he then UV prints out and fits onto a 
three-dimensional sculpture. As Emily Dubovoy noted in 
a 2012 Vice article about the series, "...there’s more to it 
than just the physical objects that one would view in a 
gallery. The series has another portion to it that lives in, 
you guessed it, the internet." In 2013, Vierkant began a 
series called "Exploits", in which he attempts to stretch 
the limits of what works of art violate intellectual 
property laws. In 2018, he released a virtual reality app 
based on the Image Objects series to coincide with the 
debut of his exhibition "Rooms greet people by name" at 
Galerie Perrotin, a European art gallery with its 
Manhattan branch on the Lower East Side. In a 2018 
article in Garage, Paddy Johnson wrote that Vierkant's 
"...work is distinct from that of colleagues such as Petra 
Cortright, Michael Staniak, and Michael Manning, all of 
whom take a more intuitive approach. By contrast, 
Vierkant is the classic conceptualist, fixated on the 
distinction between the object and its documentation, and 
theorizing — in classic Baudrillardian fashion — that 
representation can exist without reference to an original." 
Vierkant is also the co-host of the podcast Death Panel, 
and the co-author (with Beatrice Adler-Bolton) of Health 
Communism, which was published by Verso Books in 
October 2022.

POST INTERNET?

Post-Internet is a 21st-century art movement involving 
works that are derived from the Internet or its effects on 
aesthetics, culture and society. 

Definition
 Post-Internet is a loosely-defined term that was 
coined by artist/curator Marisa Olson in an attempt to 
describe her practice. It emerged from mid-2000s 
discussions about Internet art by Gene McHugh (author 
of a blog titled "Post-Internet"), and Artie Vierkant (artist, 
and creator of Image Object sculpture series). The 
movement itself grew out of Internet Art (or Net Art). 
According to the UCCA Center for Contemporary Art in 
Beijing, rather than referring "to a time “after” the 
internet", the term refers to "an internet state of mind". 
Eva Folks of AQNB wrote that it "references one so 
deeply embedded in and propelled by the internet that the 
notion of a world or culture without or outside it becomes 
increasingly unimaginable, impossible."

a s  a  p a r t  o f  t h e  l e c t u r e  s e r i e s :

a r t ,  m e d i a ,  a n d  p o l i t i c a l  s i g n fi e r s
VISUAL FUTURES 

 Today abstraction is no longer that of the map, the 
double, the mirror, or the concept. Simulation is no 
longer that of a territory, a referential being, or a 
substance. It is the generation by models of a real without 
origin or reality: a hyperreal.

                              today it is the territory whose shreds 
slowly rot across the extent of the map. It is the real, and 
not the map, whose vestiges persist here and there in the 
deserts that are no longer those of the Empire, but ours. 
The desert of the real itself.

Because it is with this same imperialism that present-day 
simulators attempt to make the real, all of the real, 
coincide with their models of simulation.

                                                         It is all of 
metaphysics that is lost. No more mirror of being and 
appearances, of the real and its concept. No more 
imaginary coextensivity: it is genetic miniaturization that 
is the dimension of simulation.

 By crossing into a space whose curvature is no 
longer that of the real, nor that of truth, the era of 
simulation is inaugurated by a liquidation of all 
referentials - worse: with their artificial resurrection in 
the systems of signs, a material more malleable than 
meaning, in that it lends itself to all systems of 
equivalences, to all binary oppositions, to all 
combinatory algebra. 

             His work is frequently associated with 
postmodernism and specifically post-structuralism. 
Nevertheless, Baudrillard had also opposed 
post-structuralism, and had distanced himself from 
postmodernism. 

 simulacrum
                                                                                      a 
representation or imitation of a person or thing.

 `  rather than referring "to a time “after” the 
internet", the term refers to "an internet state of mind". 
Eva Folks of AQNB wrote that it "references one so 
deeply embedded in and propelled by the internet that the 
notion of a world or culture without or outside it becomes 
increasingly unimaginable, impossible."

 Visual Futures is a three day lecture series 
occuring at the Museum of Modern Art in Manhattan 
New York, at 11 west 53rd st. 

 As we move towards a more visual world, the way 
that we interact with media has to become more critical. 

*



17

portfolio_2025tryptich poster series #3: repitition

academ
ic work



18

portfolio_2025

academ
ic work

manifesto, 2024

when i was prompted to create a design manifesto, i had so many thoughts so many di-
rections that i wanted to go, but i ended up inspired by first things first; my manifesto is 
about how we as designers, and those who educate us need to urge a further critcallity in 
the way we work, and how we think about where our end product is ending up. designers 
need to take a more critcal approach to how they make images. 
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critical image making

alex lipscomb

1 introduction

 why does raytheon have designers? designers should 
have ethical objections, design as a profession should understand 
its importance in regards to the public image of institutions. design 
education should require designers to engage with critical texts, 
and works relating to the work of debord, baudrillard, and other 
philosophers who have engaged in the critique of media and the 
image makers who are a part of it. advertising designers should and 
have to engage with this work to understand the deceptive practices 
and nature of the influence of crowds, in order to maximize the ethical 
future of this world. the way that society has built its educational 
institutions is based not on the improvement of society but the 
preparation of people for the workforce. this has caused the world to 
inflate the importance of employment at all costs and under inflate the 
ethical duties that we as the workers of the world have. as a graphic 
design student, i have had to seek out my own resources regarding 
the ideas of philosophers that questioned image making, and design 
as society progressed. why did i have to do this myself, and where 
would i have been had my mind not been what it is? we need to 
understand that as a society the arts guide and mark our futures. the 
digital spaces we inhabit have been created by ux and ui designers. 
the clothing we wear fashion designers. and even the machines 
we take into war were designed by industrial designers. it begs the 
question, if so much of our society is based in the work of designers 
why is it not seen as a powerful field. as the internet and our society 
progresses towards a more silent and visual future, we must look 
towards the artifacts we leave behind and who is making them.

“And so art is everywhere, since artifice is at the very heart of reality. 
And so art is dead, not only because its critical transcendence is 
gone, but because reality itself, entirely impregnated by an aesthetic 
which is inseparable from its own structure, has been confused 
with its own image. Reality no longer has the time to take on the 
appearance of reality. It no longer even surpasses fiction: it captures 
every dream even before it takes on the appearance of a dream.”

-jean baudrillard

critical image making

alex lipscomb

2 history/the internet

 they tell you sex sells, but why do we not question the 
usage of sex as a mode of advertisement. the field of advertisement 
has become ever more important as historical documents. the way 
that we mark decades is through advertisement. we look at a norman 
rockwell as if it was a photograph from the fifties. indie sleaze is 
based on reproducing styling and photography from advertising. 
mad men is a generation defining show about advertising. men post 
on twitter images of advertising and use it as a representation of the 
1960’s. the internet has further flattened representation, everything 
has become a primary source. advertisements have transcended 
history, they are now primary sources of information for our society. 
while this was once a consideration unnecessary to make; as the 
internet continues to mature it needs to become one. the speedy 
commodification of the internet prevented it from being seen as a 
truly personal/private experience. but it is one. the internet is oneof 
the spaces in which we hold our most private thoughts, but there is 
an insistence that the internet is public, and even i am guilty of this, 
the internet is simultaneously a public square and a private diary. 
the contiual blurring of these lines makes the internet ever harder to 
navigate. how soon until a deepfake is in a textbook as truth? or a 
meme is the first source for a celebrity death? how do we navigate 
these issues as image makers? how can we prevent and accurately 
preserve? did a graphic designer write the constitution? can you feel 
the authenticity of a blue checkmark? can the primary source ever be 
found if its a file? when does it matter that a work is a replica? and 
when does it stop mattering?

“Imprisoned in a flattened universe bounded by the screen of the 
spectacle that has enthralled him, the spectator knows no one but 
the fictitious speakers who subject him to a one-way monologue 
about their commodities and the politics of their commodities. The 
spectacle as a whole serves as his looking glass. What he sees there 
are dramatizations of illusory escapes from a universal autism.” 

-guy debord

critical image making
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3 power

 Globally digital spaces have become the new town square. 
We must question how much power designers have over the control 
over the things we post online. And that as designers we harbor 
more internal knowledge of the subconscious minds of many people. 
Designers with the change of a few lines of code have the power to 
change intention, langauge, tone, and the way an image is seen (font, 
weight, crop, layout).  There is a legitimate control that designers carry 
in being able to redirect the narrative in favor of a certain direction, 
and distort the truth in a less obvious way. We can and do design 
fear into the hearts of consumers. Do designers have to consider 
the ethics of making satirical memes that deceptively assume the 
design language of institutions? The continual questioning of these 
ideas has always come from those who stayed behind, ones whose 
lack of understanding allows them a clearer sight of what was and is 
happening. Designers must democratize the information they know 
and understand about the semiotic language that most people cannot 
speak, we must begin to ask the question of the luddite before they 
do! Intellectual and academic gatekeeping is built into the nature of 
design. Understanding how we as designers effect society, can help 
us move forward, understanding the effects of design on our minds 
and seeing through the illusion that institutions have used to oppress 
us for so long. 

“When it is necessary to modify or renew fundamental doctrine, the 
generations sacrificed to the era during which the transformation 
takes place remain essentially alienated from that transformation, and 
often become directly hostile to it.”

-auguste comte

critical image making
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4 utopia

 Designers need to understand what they want to come 
from their designs, they should want the future to be better because 
of the work they do. Why has society become dominated by the all 
mighty dollar, and why can we not escape its grasp. Designers must 
be prepared during their education to make the ethical considerations 
necessary to prevent the evil in the world from being well designed. 
We can move forward, we can understand ourselves and our society 
better, we can live beyond the reach of advertising. I think that 
capitalism has existed for so long we cannot imagine existence 
without or beyond it. But it can happen. The internet allows us to 
view the past and present to happen in the same second, it tricks us 
into thinking the future is also happening then; it is not. We wander 
backwards through time never knowing the next thing to happen, let 
that guide us into a future where we can break free from the binary of 
normal and abnormal. Everything has become a reference of itself, a 
simulacrum of the original simulacrum, something that should have 
never happened. Education is the way forward, the only way in which 
we can understand the world which is based on helping rather than 
the deceiving of others. Designers have to engage in critical theory, 
understand the power that they have, and use it to help educate and 
protect people from deception. as we grow as a soceity we need to 
understand that deception cannot continue as a part of our collective 
practices as a soceity. 

“But what if God himself can be simulated, that is to say can be 
reduced to signs that constitute faith? Then the whole system 
becomes weightless, it is no longer anything but a gigantic 
simulacrum - not unreal, but simulacrum, that is to say never 
exchanged for the real, but exchanged for itself, in an uninterrupted 
circuit without reference or circumference.”

-jean baudrillard
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