
How have our lives become so 
transparent in comparison to  
the opacity of those who lie behind 
social media networks? How can 
we bear the brutality of a system 
that monetises on our time, our 
beliefs and our emotions? The shift
from an open World Wide Web (www) 
to a hyper-capitalist (.com) Big-data 
driven internet was fast. Visual 
communication played a key role in
depicting this internet transfor-
mation as a democratic ecosystem.
In reality, it is closer to a corporate
medium, embedded with contempo-
rary imbalances of class, gender, 
and race. Technological systems are
no more than the programs we 
design and the flaws we have. Para-
doxically, we increasingly trust 
these systems to be neutral where 
humans cannot, assuming that 
neutrality will safeguard against 
racism, sexism and hate speech.
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I have gathered in a book 2 years of research on the 
heart symbol in the context of social media and the 
responsibility of Facebook Inc. in the propagation of 
hate speech. In parallel, new far-right parties such 
as Alternativ för Sverige use the heart symbol as a 
logo. I question the benefits of a rising discourse of 
love in nationalist propaganda, often hiding racist 
and sexist ideologies.

This research is accompanied by a music video: 
six women are reading a spoken-word piece on  
the sexualisation of the female body and the ideali-
sation of a nation-state. This work is entrenched 
in my own experiences and those of my friends. 
I composed the music and recorded our voices,  
all of us, speaking with different accents, witness  
of our current displacements.

Finally, the environmental impact of our data is  
an important part of our online activity. Google and 
Facebook data centres are currently experimenting 
with cooling servers directly into the ocean. I could 
not incorporate this dimension in the book, so it was 
important to have it present visually, in the animation.
I have 3d modelled Facebook cooling fans and 
placed them in a melted world, made out of plastic.

The book
The spoken word piece
The animation

Introduction
Chapter I
Chapter II
Chapter III
Conclusion

Discussion 
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THE SPOKEN-WORD PIECE

The heart symbol facilitates 
trust

on a fabricated interface.

The female body who consumes,

The heart symbol is a 
currency

for the data produced en masse,

We leave traces
of our privacy, our intimacy,

who abides 
by rules of aesthetics,

harvested and sold
with  no explicit 
consent.

all of them are
monetised 
and analysed.

by fictional happiness.

The heart symbol 
desires 

the female body.
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re:publica Berlin ( DE ) — LOVE OUT LOUD [ LOL ] — 2017Fig. 1 
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re:publica Berlin ( DE ) — LOVE OUT LOUD [ LOL ] — 2017Fig. 1 
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Sverigedemokraterna ( SE ) — Google Images — 2017Fig. 2 
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Sverigedemokraterna ( SE ) — Google Images — 2017Fig. 2 
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In 2017, a Berlin digital culture 
festival called Re:publica intro-
duced ‘Love Out Loud’ as its main 
theme. Love was used as a tool to
fight the rise of the alt-right and
nationalist mindsets. Heart symbols 
were displayed on wooden signs, 
screens, and flags [Fig. 1]. 

The same year, I moved to Sweden 
knowing very little about Swedish 
political parties and even less about 
their visual communication strategy. 
When I first saw banners from the 
Sweden Democrats (Sverigedemokraterna) 

—white background, a pattern of 
blue flowers and a cursive font—  
I automatically affiliated the party 
with the left side of the political 
spectrum. The flowers were a sym-
bol of peace, I believed, and the 
hearts were a symbol for love [Fig. 2]. 

Sverigedemokraterna is a far-right 
nationalist political party. 

Like Re:publica, I was using the lan-
guage of love for my own political 
opinions. Anything else was hate 
and must be visually represented 
as such. In reality, I had taken for 
granted visual codes like the flower 
and the heart, thinking nationalist 
anti-immigration parties were not 
entitled to use them.

In 2003, Sara Ahmed wrote a  
paper titled In the name of love  
in Borderlands e-Journal. After
studying ‘hate groups’ renaming
themselves as ‘organisations of 
love’, she exposes the misconcep-
tion that love is only used by one 
side of politics and belongs to a 
single ideology. ‘Who claims love?’ 
Sarah Ahmed asks, ‘What does 
that language of love do? How 
does it work?’ With this in mind, 
I propose to look at the discourse  
of love through its representative, 
the heart symbol.
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‘Mariage pour tous’ ( ‘ Marriage for all ’ ) — Paris ( FR ) — 2013 Fig. 3 Same-sex marriage law ( FR )PRO

heart symbol

heart symbol
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‘Manif pour tous’ ( ‘Demonstration for all’ ) — Toulouse (FR) — 2013 Fig. 4 Same-sex marriage law ( FR )ANTI

heart symbol
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‘Vote Leave’ — London ( UK ) — 2016 Fig. 5 Brexit ( UK )PRO

heart symbol
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‘Vote Remain’ — London ( UK ) — 2016 Fig. 6 Brexit ( UK )ANTI
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‘Pro Choice’ — Washington DC ( US ) — 2016 Fig. 7 Right to abortion without restrictions ( US )PRO

heart symbol
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Fig. 8 ‘Pro Life’ — Madrid ( SP ) — 2014 Right to abortion without restrictions ( ES )ANTI

heart symbol

heart symbol
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Every piece of visual culture echoes 
its particular environment, culture 
and language, this is why this work 
is only contextualised in Europe
and the US. I want to alert on what 
is presented as a global norm, 
easily at the centre of visual culture 
studies and the western gaze on 
the rest of the world. Many times 
during this research, I have read 
that symbols are universal and that 
communication is a global tool. 
In this context, I have reformulated 
my first enquiry from where does 
the heart symbol come from? to 
who tells the story of the heart 
symbol?—We need environments 
that are not about speaking 
for others or for all, as universal 
truths, rather recognising such 
universality cannot simply exist.

Online environments enable criti-
cal communities to develop and 
give opportunities to voices and 
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groups to organise and become 
more visible. Visibility can often 
be a risky proposition while the 
Internet is governed by commercial 
entities in control of our data. Yet, 
because our reality tends to be 
increasingly defined by machine 
learning and algorithms, being in-
visible can be deadly as artist  
Hito Steyerl puts it. For instance, 
‘Black Twitter’ and ‘Black Lives 
Matter’  highlight deadly oppressions 
that have a long history of being 
denied and ignored. ‘Black Twitter’ 
plays a big role in denouncing 
police violence, unequal treatment 
and institutional racism against 
black communities, mainly in the US
but not only. On the other hand, 
intellectual white supremacist mo-
vements are equally rising through
social networking sites, forums, and
podcasts, claiming the superiority 
of ‘White Europeans’ and ‘peaceful 
ethnic cleansing’.
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These online social networks 
frame my research. When I started 
in 2017, my own experiences online 
—targeted content and constant 
requests to active notifications, 
like, share, comment— made me 
realise how much of these com-
mands were accompanied with 
a heart symbol. I created an ex-
perience with friends residing in 
the EU between the ages of 25 
and 35. I asked them to count the
times they came across the heart 
symbol during the course of a day
and to note the context. For most
of them, social media was where 
they saw heart symbols first, and
in enormous quantity. Fast-fashion
stores came second, placing the 
symbol on T-shirts, socks, labels, 
plastic bags, and display windows. 
None of them had been spared of 
seeing a heart that day.

The heart symbol is used as a 
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button on countless websites and
apps. The constant call for our 
attention to feed large-scale com-
panies seems to weaponise our 
emotions. Has love been capital-
ised, packaged and sold in such 
ways that it is the only feeling we 
are left to claim online, in the form 
of the heart symbol? 

I hope we can explore together 
how such dominance impacts the 
development of communication 
and our access to information. 
When content moderation is 
given to algorithmic systems or 
outsourced to chain workers,  
how is ‘hate speech’ defined but 
by its appearance, what it ‘looks 
like’. Such reduction is particularly 
problematic as it fails to recognise 
the many faces that racism, sexism, 
calls for violence and harassment 
can take. Sometimes the face of 
love: the heart symbol.

00
:2

7
IN

TR
O

D
U

C
TI

O
N



3130

IN
 T

H
E 

N
A

M
E 

O
F

00
:2

8

00
:2

9

THE 
ORIGINS
OF THE

I_

HEART

SYMBOL

In this chapter I retrace the origins of the heart  
symbol, or more specifically its narration by art  
historians today. If no one is certain of how this  
geometrical symbol has become the carrier of  
the meaning of love, it is however often consid-
ered ‘universal’. Looking at how the heart symbol 
spread across time and culture seems less global  
and rather shows the connections between 
Europe, religion, colonialism and capitalism. 
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In 2016, paleoarchaeologist Geneviève von Petzinger classi-
fied 32 symbols found on cave walls across Europe. With the 
earliest dating back to 40 000 years ago, they continued to 
appear for the following 30 000 years. This consistent usage 
suggests the beginnings of a more complex form of com-
munication. Additionally, through her research von Petzinger 
questions the traditional theory that cave art only originated 
in Europe. She found that some of these symbols were already
being used when humans migrated from Africa.
The cordiform—from latin: cor, heart, forma, form— 
resembles today’s heart symbol. 

Genevieve Von Petzinger, The First Signs: unlocking the Mysteries of the World’s Oldest Symbols 
(New York; March 28, 2017); pp. 328 
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Fig. 26 — The Virgin of the Navigators, Alejo Fernández, 
                 c.1531 (Royal Alcázar of Seville SP )

Resembling the common icono-
graphy of the Virgin of Mercy, the 
Virgin of the Navigators is giving 
her protection to Ferdinand II of 
Aragon, Charles V King of Spain 
and Christopher Columbus.  
 
Behind the Europeans and their 
ships stand dark-skinned men (left)  
and women  

(right). They represent 
newly baptised populations from
Africa and the Americas converted 
from their original faiths.  
 
Dr. Carla Rahn Phillips, in Visuali-
zing Imperium: The Virgin of the 
Seafarers and Spain’s Self-Image  
in the Early Sixteenth Century (2005), 
establishes that these types of 
representations highlight ‘evange-
lization as a central element in 
Spain’s colonizing mission.’
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Fig. 28 — Parisian newspaper Le Petit journal.  Sunday edition  
                  1911, ( BnF FR ) 

Fig. 29—Cover of a school book on French colonies, 
                 Georges Dascher, c.1900 (Unknown location FR)  

 ‘France will freely bring 
civilisation, wealth and 
peace to Morocco.’

‘The French colonies’   
‘Progress, Civilisation, 
Commerce’

00
:6

0

The ‘Mission Civilisatrice’ origi-
nated from the belief that European 
colonial empires had to spread 
‘civilisation’ to non-Western popu-
lations, through industrialisation, 
commerce, language and christian-
isation. They notably used visual 
propaganda to convince their au-
dience of the ‘merits’ of such 
mission. In the United-States this 
ideology was formulated by the 
‘Manifest Destiny’       and Rudyard 
Kipling’s poem, ‘The White Man’s 
Burden’ (1899). It was suggested that 
the ‘white man’ was morally obli-
gated to civilise the ‘non-white’ 
peoples of the world, deemed 
incapable of self-government. 
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The Manifest Destiny is a 19th century philosophy that 
held that the US was destined by God to expand. C
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Fig. 30 —Vèvè representing the lwa Maman Brigitte

Fig. 31 —Vèvè representing the lwa Erzulie Dantor

Fig. 32 —Vèvè representing the lwa Erzulie Freda

Maman Brigitte, in English 
‘Mother Brigitte’, is a death 
lwa, often represented as a 
white woman with red hair. 
She is known to be originally 
from England.

Erzulie Dantor, also called 
Black Madonna, is a protector 
of children and symbol of 
Love. 

Erzulie Freda is also a lwa 
associated with love. She  
is often represented as a 
white woman with long hair.

Haitian Vodou is a religion marked 
by France’s colonial ‘Mission Civi-
lisatrice’. It developped from Benin 
during the French colonial empire. 
West African populations were 
enslaved, sent to the Americas and
forced to convert to Christianism. 
Haitian Vodou combines different 
beliefs and traditions. Vodouists 
believe in Bondye  (from ‘Bon Dieu’ in french, 

‘Good God’ ) and Catholic saints were
integrated with traditional Vodou 
lwas (spirits). Each lwa has a vèvè,  
a symbol traditionally drawn with 
wheat flour. Many Haitian vèvès 
feature a heart symbol, notably in 
the Erzulie family, spirits of love.

Milo Rigaud presents 33 vèvès containing the heart 
symbol in the book: Ve-Ve Diagrammes Rituels du Voudou 
(New York, Sept.27, 1992) pp. 587
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THE CORPORATE HEART

Christ to Coke: How Image Becomes Icon (Oxford; November 10, 2011); pp.352

Art historian Martin Kemp stops his
analysis of the origins of the heart symbol
at the creation of I ♥ NY ®.     This logo 
was designed by Milton Glaser, an Ameri-
can graphic designer, as a part of a 
marketing campaign to promote tourism 
in New York (US). 

The logo is trademarked, meaning 
it is tied to licensing agreements, by 
New York State’s Department of Eco-
nomic Development. The logo generates 
more than $30 million a year. However, 
the items that make this logo profitable, 
shirts, cups, key chains and other 

tourist souvenirs, are in large part 
produced in countries outside the US 
where the workforce is considerably 
cheaper. In today’s economic system, 
the global South is used by the global 
North to take advantage of low hourly
wages and tax rates. A significant ex-
ample of this type of global economics 
is the clothing industry. The supply chain 
of a single product can span a multitude 
of countries and continents. However, 
the vast majority of profits are realised 
by a small few, who control the largest 
players. 60% of the luxury goods market 
is controlled by 35 brands and just one 
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Tansy E. Hoskins, Stitched Up: The Anti-Capitalist Book of Fashion (London; Jan. 30, 2014); pp.264
Dr. Bettina Musiolek, H&M: fair living wages were promised, poverty wages are the reality, Clean 
Clothes Campaign (sept. 2018); pp.17. Available from turnaroundhm.org
Ecommerce News, Ecommerce in Europe was worth €534 billion in 2017,  
accessed Oct. 17, 2018 from ecommercenews.eu/ecommerce-in-europe-was-worth-e534-billion-in-2017 

French company, LVMH, owns most of
them: 17 in just fashion and leather 
goods.     H&M group (SE) owns 9 brands 
that are among the most distributed 
brands in Europe and the US. Their mass 
production is mainly outsourced to 
Bulgaria, Bangladesh, Cambodia, China, 
Indonesia, India, Turkey and Vietnam. 
While Stefan Persson, heir of H&M, is the 
richest person in Sweden, workers in 
H&M supply chains are hardly covering 
their basic needs. 

The massive growth of online shopping 
represented a significant market expan-
sion for fashion retailers. In 2017, retail 
e-commerce sales in Europe were worth 
€534 billion with the most popular online 
marketplaces being Amazon and Ebay, 
two US companies.       While production 
is outsourced, money transfers stay 
within the EU-US relationship.
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II_
DOUBLE
TAP

FOR NO
REASON

This chapter analyses the use of the heart symbol 
in the context of social media and e-commerce.  
As a save button, a sign of approval or a marketing 
strategy, the heart is predominantly online. In a time 
when whistle blowers tell us that our data is collected,
stored and monetised without our clear understand-
ing and consent, what does the heart symbol conceal? 

In parallel, the rise of far-right online groups, hate 
speech and nationalist propaganda has generated 
violent attacks from the US, to England, India,  
Sri Lanka, New Zealand and many other countries. 
Who is responsible? Can Facebook Inc. even control 
its power? What does digital colonialism mean? 
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P. Kralj Novak, J. Smailovíc, B. Sluban, I. Mozetič, Sentiment 
of Emojis (Jožef Stefan Institute, 2015), available from 
doi:10.1371/journal.pone.0144296A
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@AkiK (Nov. 3, 2015). Hearts on Twitter. Accessed Janv. 10, 
2018 from blog.twitter: blog.twitter.com/en_us/a/2015/hearts-
on-twitter.html  II.
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Emoticons and emojis (‘picture character’ in Japanese) 
provide crucial information for understanding 
casual and humorous writing, which plays a 
large part in recognising human’s digital inter-
actions. People’s opinions and emotions are 
constantly tracked and studied and are key to 
machine learning. Sentiment analysis through 
emojis helps detail patterns and trends as well 
as provide predictive analytics.

In 2018, researchers from Jožef Stefan Insti-
tute in Slovenia released a study on people’s 
use of emojis on Twitter.     In ‘Sentiment of Emojis’, 
they came up with an Emoji Sentiment Ranking 
that draws a sentiment map of the 751 most 
frequently used emojis. In the top 10, the heart 
symbol figures four times: heavy black heart 
black heart suit ♥, smiling face with heart-
shaped eyes    , and two hearts    . The team 
analysed 1.6 million annotated tweets in  
13 different languages. They commissioned 
83 native speakers (except for English) to manual-
ly annotate for sentiment over the collected  
tweets. Their results were ranked as negative, 
neutral, and positive. The resulting analysis of 
heart emojis showed only positive rankings. 

On the other hand, emojis that could be both 
positive and negative are left as ‘neutral’.  
They are often attempting to describe unset-
tled sentiments such as ambiguity, doubt, and 
uncomfortableness. Nuances of emotions are 
hard to translate and to fit into patterns. That 
might explain why emotions online remain limit-
ed to intense expressions: love, cry, hilariously 
laugh, be shocked or get angry. 

In 2015, Twitter changed its star icon for the 
heart stating: 

The heart, in contrast  [to the star] , is a universal
symbol that resonates across languages, 
cultures, and time zones. The heart is more 
expressive, enabling you to convey a range 
of emotions and easily connect with people. 
And in our tests, we found that people loved it. 

Beyond its conventions—a sign of love—the 
heart symbol is synonymous with positivity. 
When it is applied to an online interface for 
social media or e-commerce, it helps fabricate 
an aesthetic one can relate to and trust. 

‘

’
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Lightbeam is a Firefox add-on creating a real-time visualisa-
tion of the sites visited (first party) and their connection with 
third party sites (trackers, location, advertisements, etc.). 
Fom Jan. 17, 2019 to Feb, 02, 2019 (16 days), I have visited 
477 sites which connected with 2098 third party sites (more 
than four times the amount of first party sites) in spite of 
the tracking protection. In addition, I used Privacy Possum, 

another Firefox add-on which corrupts the tracking data, 
making it useless for companies to use. Google Tag Manager 
/googletagservices.com/ is a Google tracker and a web bug 
(invisible tracking pixel). It monetises on our activity almost 
everywhere online (it is the tracker I saw the most during  
this research).  
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Zuckerberg’s own words. Chris Clarke (May 12, 2016) The 
inside story of Facebook’s biggest setback. Accessed Sept. 
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Chris Clarke (May 12, 2016) The inside story of Facebook’s 
biggest setback. Accessed Sept. 20, 2019 from theguardian.
com: theguardian.com/technology/2016/may/12/face-
book-free-basics-india-zuckerberg
re:publica (May 3, 2016) re:publica 2016 – Digital  
colonialism: a global overview. Accessed Sept. 18, 2017 
from YouTube:  youtu.be/ouVowNX3854 (CC BY-SA 3.0 DE) II.
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Overall, the difficulty for governments to  
act on privacy, data capitalisation, and election 
tampering is glaring and it is even further 
exacerbated by the fact that social media 
companies are mainly responsible to the  
regulations and culture of the country they 
originate from. Facebook Inc. aims to be  
available worldwide in order to add hundreds  
of millions of people as active users.  
The company targets ‘emerging markets’        
with the Free Basic program – Internet.org. 
These markets are in areas where unequal 
access to internet is commonplace and gen-
erally where the mobile phone is the main 
means by which people get online. 

Facebook Inc.’s service operates through 
direct contracts with phone companies.  
In 2014, Zambia was the first country to launch  
Internet.org. Since then, Internet.org has  
expanded to give free access to selected 
websites for 100 million people in more than  
60 countries.         The company became a primary 
source of information, communication, and 

online transaction as a result of this expansion.
Facebook controls internet access for this popu-
lation and partners with different companies to 
overcome their competitors. Zuckerberg’s plan 
to ‘bring a lot of people out of poverty’    trans-
formed into a biased program turning people 
into consumers of mainly western corporate 
content. The dominance of a few services on 
the Internet is called Digital Colonialism.       Digital
Colonialism proves very similar to the eco-
nomic dominance exerted by the North over 
the Global South. 

India was the first country to ban Internet.org 
for failing to offer net neutrality. After rising 
criticism, Facebook pulled its services from 
dozens of countries.
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RIGHT-
HEART

III_This final chapter is looking at the communication  
of European far-right political parties. A growing  
number of them are using the heart symbol as a logo. 
When does love for the nation transforms into the 
hatred of anyone considered foreign? How does the 
heart symbol can help perpetuate racist and sexist 
propaganda? 
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2SWEDEN Alternativ för Sverige

Photo: Alternativ för Sverige Facebook page. 

Alternativ för Sverige stages women wearing
a Burka as a stereotype of muslim women. They
are opposed to two blond women, considered
representative of the Swedish woman. Together
they hold a sign stating: ‘Which Sweden do you 
choose?’. This type of fabricated performance 
is meant to create a sentiment of fear and sus-
tains a discourse claiming that the Swedish 
model is threatened by Islam and immigration. 

GERMANY Nationaldemokratische 
Partei Deutschlands

Photo: NPD uploads: frauen brauchen sicherheit (‘women
need safety’) 2016

A photoshopped ‘brown’ hand is violentely 
touching the body of a white woman sug-
gesting that men of colour (in this campaign, refugees)  

are sexual criminals. NPD often uses the false 
argument of ‘women’s safety’ to justify sexist  
and racist images. Another poster of this 
campaign is presenting a blond topless white 
woman followed by two men. They are wearing 
jumpers with the slogan ‘Rapefugee lifestyle’. 
The logo, at the right corner states NPD’s 
motto, inside of a heart symbol: ‘For the people 
and the homeland.’  
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During this research, I saw direct 
changes in my online environment. 
My Instagram feed began offering
more memes, more content targeting
a younger audience, and adver-
tisements adapted to the websites 
I was visiting. After a few months,  
I was suggested alt-right groups 
on Facebook.

It is extremely easy to be exposed 
to far-right ideologies and false 
information. They are propagated 
by the same platforms that make 
us laugh, play, go to events, find 
an apartment, find a job, donate 
money, update our relationship 
status, and notify if we are safe 
in case of an attack or a climate 
disaster. How have our lives be-
come so transparent in comparison 
to the opacity of those who lie 
behind social media networks? 
How can we bear the brutality of 
a system that monetises on our 
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time, our beliefs and our emotions?
The shift from an open World Wide 
Web (www) to a hyper-capitalist (.com)

Big-data driven internet was fast.
Visual communication played a 
key role in depicting this internet 
transformation as a democratic 
ecosystem. In reality, it is closer to 
a corporate medium, embedded 
with contemporary imbalances of 
class, gender, and race. Techno-
logical systems are no more than 
the programs we design and the 
flaws we have. Paradoxically, we 
increasingly trust these systems 
to be neutral where humans cannot,
assuming that neutrality will safe-
guard against racism, sexism and 
hate speech.

Trust comes from what we believe 
is true and authentic. If more and 
more people are persuaded by 
white-supremacist movements, it is
because they are camouflaged in 
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the information we read and the 
advertisements we are constantly 
bombarded by. Both methods of 
which are designed to get our 
attention while being progressively 
inseparable. 

Trust is a well-designed engine.

These movements traditionally com
municate through fear. However, 
that fear is most potent when com-
bined with the sentiment of being 
part of the ‘good ones’, those who 
love their country, their people, 
and their traditions. This provides 
space for a political narrative 
that aims at reinstating the past, 
reinforcing strict border control 
and increasing deportations, all
based on the conceptualisation
of a white nation. Alongside such
narrative stand digital soldiers, 
behind screens—trolling, doxxing, 
cyberbullying, and harassing—and

-
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physical soldiers, behind weapons
chanting ‘Blood and Soil’ and ‘You 
will not replace us,’ threatening to 
shoot and sometimes shooting.

Ethno-nationalism, in the name 
of peace     and love    , openly calls 
for discrimination. It is the disin-
hibited racism, the new cool meme,
the strongman politics, the ‘greater 
good’ and the one that preserves 
white identity. 

‘Who claims love?’ The benign 
and innocent heart symbol hides 
a much more complex story than 
its surface suggests.
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This research was done during a 2 years  
MFA in Visual Communication at Kontsfack, 
University of Arts, Crafts and Design ( SE ).  
The programme encourages a pluridisciplinary 
and norm-critical pratice.
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This work was reviewed by Benedetta Cripa the 24th 
of May 2019. Benedetta talked about the responsi-
bility such work implies and how design can perform 
resistance in relation to the theme explored, rather 
than only describing it. In response, I explored my 
relationship with this research and how it changed 
from wanting to be a video to becoming a book.  
 
Having done already a couple of months of archiving, 
I had gathered a multitude of screenshots and visual 
material. The systemic of going online, documenting 
my screen became so important that I had to leave a 
trace of the process. This ‘process’ developped into 
the book, lying down and analysing what I was seeing. 
I still wanted to make a video but it became evident 
that it could not be the only medium anymore. 

We discussed the question of ‘when does a designer 
decide on the most adequate form’. For me, this deci-
sion was made in relation to the feedback I received 
after the public presentation in December 2018. 
I realised that the subject of my studies should be read,
slowly, instead of being offered in the form of a short 
video. I wanted to avoid being too enigmatic and I need-
ed to give more room to the subject itself. 

The video became a poetical complementary to the 
book. A music video rather than a film, showing what 
I could not write: where we might go if we continue to 
participate in such forms of monetisation of our lives.  
A world barely surviving an environmental crisis, where 
cooling fans are the only traces left of human activity. 

I used to be the person who would design the text 
of others. For the first time, I had to decide on every 
aspect of the work, from the content to the form.  
In that sense, I had to take responsibility for everything
that I was making: every word, every illustration, down 
to the choice of fonts, margins or papers. It became 
a force. It was my experiences, my screenshots, my 
social accounts. I could not run away from it, and so 
could not anyone else in a similar position as mine: 
European, users of such social networks. In parallel, 
I was trying to find what was responsible for such 
complex systems, from suggested groups promoting 
fake news, to the propaganda of far-right parties in 
Europe. I was not looking for a clear answer, rather 
having a close look at intersectional schemes of 
oppression. I had to find and show the connection 
between data collection and the rise of anti-immi-
gration movements, between likes and the ideal of  
a nation. The heart symbol became this red thread, 



6564

allowing me to navigate between different subjects. 
Finally, I was asked about the sound and the process 
of designing with voices in mind. The animation I made 
is accompanied with a spoken-word piece, read by 
6 women. From the writing to actually recording voices, 
I wanted to show how human this research was: 
centred around questions that would allow us to re-
flect on our political life, on our relationship towards 
one another and the ethics of our communication.

Very early I knew that I wanted to compose the music 
and record my surroundings. No fabricated generated 
voices, no sounds from our phones, I wanted to con-
trast with the subject. The conclusion of the animation 
is an exercise of breathing in and out, a meditation for 
resistance, an opening towards an eventual solution 
against the feeling of suffocating from our techno-
logical and economic lives. I do not bring a factual 
solution since I do not think it comes down to my res-
ponsibility or my knowledge. Instead, I am trying to 
find a poetical approach to something I believe we 
can all feel. I am trying to add layers of communication: 
written, visual and spoken. Together, I hope they give 
us the strength to look closer at the society we are  
living in, the consequences of our acts and the mean- 
ings of political propaganda. 

CC Thomas 2019


