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EDITOR’S NOTE

Finders Keepers, explores how contemporary 
artists engage with the act of borrowing, 
whether it’s taking from existing cultural 
materials or navigating the vastness of the 
internet, introducing the idea that art to-
day is not about creating from scratch but 
about reshaping what’s already out there. 
With the works of Nicolas Bourriaud and M. 
Pichler, we begin to see how appropriation 
is a key strategy in today’s art world, turning 
existing cultural content into something new 
and reprogramming the world through art.

Chapter 1, Plagiarism is Necessary, challenges 
the traditional notions of authorship, showing 
how borrowing and remixing can be creati-
ve acts. Kenneth Goldsmith and Paul Sou-
lellis push the boundaries of what it means 
to be an author, while Penelope Umbrico’s 
Backwards Facing Ceramic Cats for Sale on 
eBay uses digital platforms as material to cre-
ate something original out of the everyday.

Chapter 2, Autorship is Subjective, dives into 
the ethics and ease of digital appropriation. 
With artists like Michael Wolf, we see how 
the internet itself becomes a vast repository 
of found images, ready to be recontextu-
alized and reused. This chapter examines 
the shift from traditional notions of author-
ship to the digital age’s more fluid approach 
to creating with existing content.

Finally, Chapter 3, Downloading is Essen-
tial, looks at how artists pull material directly 
from the internet to create new work. Paul Sou-
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EDITOR’S NOTE

lellis and Penelope Umbrico’s projects show 
how the web’s endless flow of images can be 
transformed into art, challenging the idea of 
ownership in a digital age where everything is 
just a download away. This section brings to li-
ght how the web itself has become a space for 
artistic production and appropriation.

As digital tools continue to evolve, the very 
nature of authorship, originality, and owner-
ship is being redefined. Artists are no longer 
isolated creators but part of a collective, re-
mix-driven culture where everything is in-
terconnected, and the boundaries between 
creation and appropriation are increasingly 
blurred. This shift challenges us to rethink the 
value we place on originality and how we un-
derstand creativity in the digital era.
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Maybe the belief that an appropriation is 
always a conscious strategic decision made 
by an author is just as naive as believing in an 
“original” author in the first place. (2)

The working principles of today’s artists 
seem to me to break with the manipulation 
of references and citation, deeply reexamine 
notions of creation, authorship, and originality 
through the problematics of the use of cultu-
ral artifacts - which, by the way, is absolutely 
new. In Postproduction, I try to show that ar-
tists’ intuitive relationship with art history is 
now going beyond what we call “the art of 
appropriation,” which naturally infers an ide-
ology of ownership, and moving toward a cul-
ture of the use of forms, a culture of constant 
activity of signs based on a collective ideal: 
sharing. (1)

The prefix “post” does not signal any nega-
tion or surpassing; it refers to a zone of ac-
tivity. The processes in question here do not 
consist of producing images of images, which 
would be a fairly mannered posture, or of la-
menting the fact that everything has “alrea-
dy been done,” but of inventing protocols of 
use for all existing modes of representation 
and all formal structures. It is a matter of sei-
zing all the codes of the culture, all the for-
ms of everyday life, the works of the global 
patrimony, and making them function. To le-
arn how to use forms, as the artists in ques-
tion invite us to do, is above all to know how 
to make them one’s own, to inhabit them. (1)

INTRODUCTION
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This art of postproduction seems to respond 
to the proliferating chaos of global culture in 
the information age, which is characterized 
by an increase in the supply of works and the 
art world’s annexation of forms ignored or 
disdained until now. (1)

These artists who insert their own work into 
that of others contribute to the eradication of 
the traditional distinction between production 
and consumption, creation and copy, readyma-
de and original work. The material they manipu-
late is no longer primary. (1)

Indeed, it is striking that the tools most of-
ten used by artists today in order to produce 
these relational models are preexisting works 
or formal structures, as if the world of cul-
tural products and artworks constituted an 
autonomous strata that could provide tools 
of connection between individuals; as if the 
establishment of new forms of sociality and a 
true critique of contemporary forms of life in-
volved a different attitude in relation to artis-
tic patrimony, through the production of new 
relationships to culture in general and to the 
artwork in particular. (1)

There is as much unpredictable originality in 
quoting, imitating, transposing, and echoing, 
as there is in inventing. (2)

INTRODUCTION
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01 PLAGIARISM IS NECESSARY

Plagiarism is necessary, 
progress implies it. (2)

The artistic question is no longer: 
“what can we make that is new?” 
but “how can we make do with what 
we have?” In other words,  referen-
ces that constitutes our daily life? 
Artists today program forms more 
than they compose them: rather 
than transfigure a raw element 
(blank canvas, clay, etc.), they remix 
available forms and make use of 
data. (1)

What unites the various configura-
tions of the artistic use of the world 
gathered under the term postpro-
duction is the scrambling of boun-
daries between consumption and 
production. (1)
 
In generating behaviors and poten-
tial reuses, art challenges passive 
culture, composed of merchan-
dise and consumers. It makes the 
forms and cultural objects of our 
daily lives function. Because con-
sumption creates the need for new 
production, consumption is both its 
motor and motive. (1)          



(A) Penelope Umbrico, Backwards 
Facing Ceramic Cats for Sale on Ebay, 2015

9
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01 PLAGIARISM IS NECESSARY

This is the primary virtue of the readymade: 
establishing an equivalence between choo-
sing and fabricating, consuming and pro-
ducing. To use an object is necessarily to 
interpret it. To use a product is to betray 
its concept. To read, to view, to envision a 
work is to know how to divert it: use is an act 
of micropirating that constitutes postpro-
duction. We are tenants of culture: society 
is a text whose law is production, a law that 
so-called passive users divert from within, 
through the practices of postproduction. (1)

Appropriation is indeed the first stage of 
postproduction: He asserts that the act of 
choosing is enough to establish the artis-
tic process, just as the act of fabricating, 
painting, or sculpting does: to give a new 
idea to an object is already production. (1)

Duchamp thereby completes the definition 
of the term creation: to create is to insert an 
object into a new scenario, to consider it a 
character in a narrative. Artists might seek 
to rematerialize these functions and pro-
cesses, to give shape to what is disappea-
ring before our eyes. Not as objects, which 
would be to fall into the trap of reification, 
but as mediums of experience: by striving to 
shatter the logic of the spectacle, art resto-
res the world to us as an experience to be 
lived. Since the economic system gradually 
deprives us of this experience, modes of 
representation must be invented for a rea-
lity that is becoming more abstract each 
day. (1)
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To rewrite modernity is the historical task of 
this early twenty-first century: not to start 
at zero or find one self encumbered by the 
storehouse of history, but to inventory and 
select, to use and download. These practi-
ces each affirm the importance of maintai-
ning activity in the face of mass production. 
All its elements are usable. No public image 
should benefit from impunity, for whatever 
reason: a logo belongs to public space, since 
it exists in the streets and appears on the 
objects we use. (1)

A legal battle is under way that places artists 
at the forefront: no sign must remain inert, no 
image must remain untouchable. Art repre-
sents a counterpower. Not that the task of 
artists consists in denouncing, mobilizing, 
or protesting: all art is engaged, whatever its 
nature and its goals. Works can propose 
scenarios and art can be a form of using the 
world, an endless negotiation between points 
of view. It is up to us as beholders of art to 
bring these relations to light. It is up to us to 
judge artworks in terms of the relations they 
produce in the specific contexts they inha-
bit. Because art is an activity that produces 
relationships to the world and in one form or 
another makes its relationships to space and 
time material. (1)

Nearly a century ago, the art world put to rest 
conventional notions of originality and replica-
tion with the gestures of Marcel Duchamp’s 
ready-mades, Francis Picabia’s mechanical 
drawings, and Walter Benjamin’s oft-quoted 
essay “The Work of Art in the Age of Mechani-
cal Reproduction.” (3) 



Success lies in knowing what to include and—
more important—what to leave out. If all lan-
guage can be transformed into poetry by merely 
reframing—an exciting possibility—then she 
who reframes words in the most charged and 
convincing way will be judged the best. (3)

Mimesis and replication don’t eradicate author-
ship; rather, they simply place new demands on 
authors, who must take these new conditions 
into account as part of the landscape when 
conceiving of a work of art: If you don’t want it 
copied, don’t put it online. (3)

In 2007 Jonathan Lethem published a pro-pla-
giarism, plagiarized essay in Harper’s titled, “The 
Ecstasy of Influence: A Plagiarism.” His essay 
is an example of “patchwriting,” a way of wea-
ving together various shards of other people’s 
words into a tonally cohesive whole. (3)

Yet few would argue that he didn’t construct a 
brilliant work of art—as well as writing a poin-
ted essay—entirely in the words of others. It’s 
the way in which he conceptualized and exe-
cuted his writing machine—surgically choo-
sing what to borrow, arranging those words 
in a skillful way—that wins us over. Lethem’s 
piece is a self-reflexive, demonstrative work 
of unoriginal genius. (3)

For the past several years, I’ve taught a class 
at the University of Pennsylvania called “Uncre-
ative Writing.” In it, students are penalized for 
showing any shred of originality and creativity. 
Instead they are rewarded for plagiarism, iden-
tity theft, repurposing papers, patchwriting, 
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sampling, plundering, and stealing. Not sur-
prisingly, they thrive. (3)

Suddenly what they’ve surreptitiously become 
expert at is brought out into the open and explo-
red in a safe environment, reframed in terms of 
responsibility instead of recklessness. (3)

The secret: the suppression of self-expression 
is impossible. Even when we do something as 
seemingly “uncreative” as retyping a few pages, 
we express ourselves in a variety of ways. The 
act of choosing and reframing tells us as much 
about ourselves as our story about our mother’s 
cancer operation. It’s just that we’ve never been 
taught to value such choices. (3)

Ultimately, any sign or word is susceptible to being 
converted into something else, even into its oppo-
site. (2)

01 PLAGIARISM IS NECESSARY
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“As soon as you 
put something 

on the web, 
you’re crossing 

a threshold 
from the 

personal to the 
collective.”

  (A.1)
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(A) Penelope Umbrico. 2015. Backwards 
Facing Ceramic Cats for Sale on Ebay.
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01 PLAGIARISM IS NECESSARY

Penelope Umbrico. 2015. Backwards 
Facing Ceramic Cats for Sale on Ebay

On eBay there are countless numbers of “pre-
viously owned” ceramic cat figurines for sale. 
These cats are pictured in various domes-
tic settings, often lovingly photographed 
“looking” straight into the camera. They seem 
to pose for the shot, not as the cold ceramic 
objects they are, but, uncannily, as if they were 
the actual animals they portray: sometimes 
looking lovingly back at their owners/sellers. 
The sellers describe them: “He’s very cute and 
in need of a good loving home”; “so lovable”; 
“warm your home with these two cute love 
cats”—an emotional register that doesn’t 
actually exist. Our connection to this non-em-
pathetic, unresponsive object seems the epi-
tome of social abstraction. (A)

Here, I selected only the “backwards facing” 
cats from the multiple images taken by a sel-
ler to describe the entire cat. I like the idea that 
these cats are turning their back on the seller, 
on the potential buyer, and ultimately on the 
viewer of this work. (A)

Cats, in general, seem to have a ubiquitous 
presence on the web. They show up at unsus-
pecting times, in unexpected places. They 
entertain us with their pouncing, flying and 
dancing gifs. They stand-in for us as emojis. 
This seemingly endless entertainment meme 
is all the more amusing in its total lack of self-
-awareness: it does all this by no agency of its 
own. (A)
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Seen through our glass and plastic screens, 
the cat provides none of the positive attribu-
tes it has in the material world – no warmth, 
no satisfaction of touch. As aloof and myste-
rious on the web as it is in the material world, 
this semi-domestic animal (which mostly just 
tolerates us) becomes something entirely dif-
ferent on the web, something onto which we 
can map our own ideas about what/who it is. 
Like an indoor cat, the cat on the web has no 
place to escape, wander off, or hide—it is con-
fined in a bubble of our own cultural values and 
exchanges. (A)

01 PLAGIARISM IS NECESSARY
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(B) Wolf, Michael. 2010. A Series of Unfortunate 
Events.
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I see evidence of a strong web-to-print practice 
among many artists working with the internet 
today, myself included. All of the artists—more 
than 30 so far, and growing—work with data 
found on the web, but the end result is the tacti-
le, analog experience of printed matter. (4)

Looking through the works, you see artists sif-
ting through enormous accumulations of images 
and texts. They do it in various ways— hunting, 
grabbing, compiling, publishing. They enact a 
kind of performance with the data, between the 
web and the printed page, negotiating vast piles 
of existing material. (4)

These are artists who ask questions of the web. 
They interpret the web by driving through it as 
a found landscape, as a shared culture, so we 
could say that these are artists who work as ar-
chivists, or artists who work with new kinds of ar-
chives. Or perhaps these are artists who simply 
work with an archivist’s sensibility—an approach 
that uses the dynamic, temporal database as a 
platform for gleaning narrative. (4)

02 AUTORSHIP IS SUBJECTIVE



Wolf, Michael. 2010. 
A Series of Unfortunate Events.

Rather than grabbing predetermined results, 
these artists target scenes that show a certain 
condition—something unusual or particularly 
satisfying. I call them the hunters. (4)

The hunter takes what’s needed and nothing 
more, usually a highly specific screen capture 
that functions as evidence to support an idea. 
Unlike grabbers, who are interested in how the 
search engine articulates the idea, hunters re-
ject almost all of what they find because they’re 
looking for the exception. (4)

Wolf spent literally hundreds of hours at his 
computer, trolling virtually around the world, 
looking for anything weird or bizarre that had 
been captured by the ravenous cameras mou-
nted on the top of Google’s special GPS-co-
ordinated Street View camera vans. (B.1)

When he found an image that fit his project, 
Wolf mounted his own camera in front of his 
computer screen, cropped the part of the Goo-
gle image that he wanted, and made his own 
picture of that picture. (B.1)

The final body of work, which he titled, A Se-
ries of Unfortunate Events, is completely com-
posed of selected personal calamities (in pro-
gress, or about to happen) caught by random 
chance by the automatic cameras of Google 
Street View roving vans from around the world 
— and the results are often quite astonishing 
and amusing. (B.1)

02 AUTORSHIP IS SUBJECTIVE
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It’s not a semi-automatic gathering of material 
(like the classic approach: a certain number of 
pictures from Google Images which fall into the 
criterium of choice), but an attentive selection 
of something which shouldn’t be in Google’s 
aseptic representation of reality (but ultimately 
found its place), turning out to be already a clas-
sic in Google Street View related art. The frozen 
instant of the industrial street mapping is then 
exploited in its unsuspected qualities, parasi-
tized through aesthetic, human, metaphorical 
or technical errors. In the growing galaxy of 
the “printed web” Wolf assembles then a uni-
que photographic book, with all the classic ele-
ments of this format (the paper, the layout, the 
captions), but perfectly interpreting at the same 
time how photographs should be taken within a 
popular digital environment. (B.2)

Can this really be considered “daily life” docu-
mentary photography when it was captured first 
by chance, and then again by someone glued to 
a computer in a darkened room, sifting through 
thousands and thousands of random images in 
search of only the quirky ones? (B.1) 

Wolf’s project (as several of his other projects) 
creates a whiff of voyeuristic uneasiness similar 
to what one experiences when viewing movies 
like Antonioni’s Blow-Up or Hitchcock’s Rear 
Window. And without doubt, the art world is 
filled with appropriation of the work of others, 
self-reference, and hall-of-mirrors introspec-
tion. (B.1)

02 AUTORSHIP IS SUBJECTIVE
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“It’s an 
obsessively clever 

idea, like high-
tech dumpster 

diving, or sorting 
through junk at a 

flea market to find 
a hidden gem.”

(B.1)
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(B) Wolf, Michael. 2010. 
A Series of Unfortunate Events.
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If a grabber works in bulk, I’m temp-
ted to call it scraping. Site scrape is 
a way to extract information from a 
website in an automated way. (4)

Google does it every day when it 
scrapes your site for links, in order to 
produce its search results. Some gra-
bbers write simple scripts to scrape 
entire websites or APIs or any kind 
of bulk data, and then they “send 
to print,” usually with little or no for-
matting. The data is presented as a 
thing in itself. (4)

Downloading is essential to almost 
any kind of engagement with the 
www, whether code is sent into a 
browser window or files are delivered 
to a desktop. To download is to take 
from the network and to navigate the 
choreography of circulation itself; 
when we download, we extend the 
file’s narrative—its time-stamped pre-
sence spanning any number of geo-
-located servers—into the intimate 
space of the hard drive. (4) 
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(C) Clary, Christopher. 2015. sorry to dump on you 
like this.zip 
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03 DOWNLOADING IS ESSENTIAL
The download is a prerequisite to more local ac-
tivities, like scanning, printing, dispersing, and 
archiving. Downloading can transform a public 
post into private property; to download may be 
political. (5)

The browser typically acts as our portal to “the 
downloadable,” extending a view out onto distant 
servers and directories through the hyperlink. 
We can (almost) always download anything we 
see through the browser window, regardless of 
an artist’s intent, but while a browser-based work 
is meant to remain confined—performed into the 
user’s browser window for a temporal experience 
that is measured and dictated in certain ways by 
its publisher—the download allows the user’s ex-
perience to play out within the more private sphe-
re of the desktop. The download involves agency. 
(5)
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Clary, Christopher. 2015. sorry to dump on you 
like this.zip 

Clary’s practice builds upon a long history of artists 
who appropriate, a trajectory that only recently took 
a sharp turn into the crowd. Artists like Penelope 
Umbrico, Joan Fontcuberta, and Joachim Schmid 
sift through the new vernaculars of picture-taking 
to create works that result in massive textures, ra-
ther than singular portraits. sorry to dump on you 
like this.zip extends this fascination by pointing the 
crowd’s camera toward constructions of masculinity, 
sexuality, and ultimately, maps the subjectivity of the 
artist himself. (C.1)

Somewhere deep inside the directory of Christopher 
Clary’s sorry to dump on you like this.zip, the text 
“do you play” appears as a file name. This particular 
JPG is one of 1,860 images in the work: a pixelated 
320 x 240 photograph of a bearded man, perhaps 
a profile pic, creation date February 26, 2001. Is it 
an invitation? Without punctuation, the phrase “do 
you play” reads like a provocation, a quick text mes-
sage, short for “do (the two of) you play (outside of 
your relationship?)” Surrounding texts encourage a 
sexualized reading, but isolating it as a fragment 
suggests other takes. Are you a player? Who’s 
playing whom? (C.1)

Consisting only of still images and their filenames, 
sorry to dump on you like this.zip can be read as 
a dramatic desktop play that takes on an almost 
operatic depth, with characters, dialogue, and 
changing scenery. Multiple voices speak the texts, 
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including a chorus of porn actors, tumblr users, 
and the artist himself, but in this case I imagine the 
computer asking me—the user who downloads—
if I play. In Clary’s work, the paratextual spaces of 
the operating system (file names, dates, metadata, 
keywords) can perform unlimited narratives, if the 
player is game to save, search, and sort.
you may be that man.jpg (C.1)

It’s tempting to call sorry to dump on you like this.
zip a pornographic work, since an actual porn 
collection is embedded within it—the artist’s own 
archive of men accumulated in fifteen years of web 
browsing. But these JPGs serve only as a substrate: 
thin scaffolding for an epic textual work that hangs 
loosely from the files. The numerous written nar-
ratives describe intimate exchanges between 
boyfriends and lovers, alternating between dramatic 
betrayals, breakups, and banalities. Laced through 
the work are heart-breaking utterances, illustra-
ted by found images of men that have already 
been downloaded, stored, and used. In making 
them available for us to “re-use,” Clary discards 
them—the title of the work an apology, even, for of-
floading his memory onto ours. (C.1)

Not all of the images are pornographic, and some 
have been pixelated beyond recognition, but 
maybe they’ve all been loved by Clary, the way 
one loves a fetish or a fantasy. Or an old file. 
Again and again, the work asks us—now that 
we’ve downloaded—is it ours? Who do we decide 
to keep or discard through time? (C.1)

03 DOWNLOADING IS ESSENTIAL
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These stories are an offering of sorts: charac-
ters once loved, now staged as daddies and 
bears, cigars and cocks. The object-files of sorry 
to dump on you like this.zip travel through ne-
tworked relations, but settle into hard drives like 
angry ghosts. (C.1)

To shift art out of the context of the browser and 
onto our desktop is an act of publishing—“making 
public” by dispersing copies of files and enjoying 
them locally (and privately). Artists who distribute 
downloadable work invite us to activate the com-
puter desktop as an intimate, performative space 
for engaging with art. (5)
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Umbrico, Penelope. 2006-ongoing. Suns from Sun-
sets from Flickr

I began the project Suns from Sunsets from 
Flickr in 2006 when, looking for the most photo-
graphed subject, I searched the photo-sharing 
website Flickr and found “sunsets” to be the 
most present (tagged) resulting in 541,795 in 
2006 hits. I thought it peculiar that the sun, the 
quintessential giver of life and warmth, constant 
in our lives, symbol of enlightenment, spirituality, 
eternity, all things unreachable and ephemeral, 
omnipotent provider of optimism and vitamin D… 
and so ubiquitously photographed, is now subsu-
med to the internet – this warm singular object 
made multiple in the electronic space of the web, 
and viewed within the cool light of the screen. (D)

I collected those sunsets from Flickr that had the 
most defined suns in them, and cropped just the 
suns from these images. To date, I have made a 
total of 4500 4x6 images of suns from these sun-
sets, which I upload to consumer photo-labs to 
be printed as 4” x 6” machine c-prints. For each 
installation the title reflects the number of hits 
I get searching “sunset” on Flickr at the time of 
installation– for example the first installation 
was 541,795 Suns from Sunsets from Flickr (Partial) 
01/23/06 in 2006, the (Partial) in the title refers to 
the fact that the installation is only a fragment of the 
number of sunsets on Flickr at that time. (D)
 

03 DOWNLOADING IS ESSENTIAL
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541,795 Suns (from Sunsets) from Flickr 
(Partial) 01/23/06
2,303,057 Suns (from Sunsets) from Fli-
ckr (Partial) 09/25/07
3,221,717 Suns (from Sunsets) from Fli-
ckr (Partial) 03/31/08
5,911,253 Suns (from Sunsets) from Flickr 
(Partial) 08/03/09
7,626,056 Suns (from Sunsets) from Fli-
ckr (Partial) 07/17/10
8,730,221 Suns (from Sunsets) from Fli-
ckr (Partial) 02/20/11
10,291,373 Suns (from Sunsets) from Fli-
ckr (Partial) 01/12/12
13,806,070 Suns (from Sunsets) from Fli-
ckr (Partial) 11/01/13
18,297,350 Suns (from Sunsets) from Fli-
ckr (Partial) 04/16/14 
21,314,840 Suns (from Sunsets) from Fli-
ckr (Partial) 05/14/14
27,709,969 Suns (from Sunsets) from Fli-
ckr (Partial) 05/05/15 
27,694,473 Suns (from Sunsets) from Fli-
ckr (Partial) 05/11/15
30,240,577 Suns (from Sunsets) from Fli-
ckr (Partial) 03/04/16

03 DOWNLOADING IS ESSENTIAL



(D) Umbrico, Penelope. 2006-ongoing. 
Suns from Sunsets from Flickr
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The title itself becoming a comment on the ever incre-
asing use of web-based photo communities and a 
reflection of the collective content there. And since this 
number only lasts an instant, its recording is analogous 
to the act of photographing the sunset itself. (D)

Perhaps part of the beauty of taking a picture of a sun-
set is that while you are doing it it’s likely that a million 
other people are doing it as well – at exactly the same 
time. I love this idea of collective practice, something 
we all engage in despite any artistic concern, knowing 
that there have been millions before and there will 
be millions after. While the intent of photographing 
a sunset may be to capture something ephemeral or 
to assert an individual subjective point of view–the 
result is quite the opposite - through the technology 
of our common cameras we experience the power of 
millions of synoptic views, all shared the same way, 
at the same moment. To claim individual authorship 
while photographing a sunset is to disengage from this 
collective practice and therefore negate a large part 
of why capturing a sunset is so irresistible in the first 
place. (D)

For me, the project of the suns was about erasing 
the individual. In the project with the sun, I am using 
an image that speaks to the intended individualized 
position of those photographers, but I am erasing 
the subjectivity I find in the image to point to the 
subjects’ inadvertent, unintended, participation in a 
collective process. (D.1)

I was simply struck by the amount of pictures of sun-
sets. I was thinking about the fact the sun is actu-
ally out there, so far away, warm and so on. What 
was interesting was how we take that thing [the sun] 
and subsume it to this electronic space. That to me 

03 DOWNLOADING IS ESSENTIAL
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was really poetic. I started to look at the images and 
think about how they are all the same, how I could 
comment on that sameness. Of course, we only have 
one sun but if millions of people are taking pictures 
of it, then we have millions of suns. (D.2)

And what does it say that we all participate. Oddly 
the question of authorship gets tangled up here – it’s 
lovely and poetic to engage in an activity that virtu-
ally everyone does – and in the process make photo-
graphs that follow a very defined script. It’s another, 
entirely, to claim individuality or subjectivity with these 
photographs. (D.2)

To say that, “This is my photograph, in the context of 
all the other ones,” is to deny the beauty of that kind of 
collective practice that we are all participating in. Once 
you put it on- line, it is part of this collective thing. (D.3)

After it was shown at the New York Photo Festival 
in 2008, there was an entire Flickr discussion board 
accusing me of being lazy for borrowing parts of photo-
graphs without attribution. Of course, the pictures were 
all perceived to be authored, but in fact they are all 
very much the same, and the fact that so many people 
take the same scripted picture was the initial incentive 
for making the work. That project is about collective 
photographic practice, not individual authorship. Attri-
bution would ruin it. (D.4)

03 DOWNLOADING IS ESSENTIAL
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Inspired by Paul Soulellis’ theories of appropriation in the 
digital age, Losers Weepers reflects my own participation 
in the culture of appropriation, where I actively dig 
through the web to find images that fit into five distinct 
categories: Landlord Special, Municipal Patchwork, Evil 
Kintsugi, Cursed DIY, and Home Disimprovement, they outline 
different approaches to working with found material. By 
pulling images from various websites, blogs, and online 
platforms, I collect fragments of the digital landscape to 
remix and reframe them, giving them new meaning through the 
lens of these categories.

In each category, repairing becomes less about seamless 
integration and more about visible scars, low-effort res-
torations, and chaotic modifications, often found in do-
mestic spaces.

In Landlord Special, I focus on images that embody hasty, 
temporary fixes, moments where quick-fixes beat aesthetic, 
and the results are rough, quick, and far from perfect. 

In Municipal Patchwork, the focus shifts to images that 
feel layered and fractured, like public infrastructure 
repairs, where mismatched elements come together to form 
a kind of patchwork in their rough, unfinished state.

Evil Kintsugi plays with the idea of overemphasizing 
breakage, reworking the concept of kintsugi to highlight 
the violence and disruption in the act of mending. Here, 
I pull images that don’t simply fix things but intensify 
the rupture, turning scars into statements.

In Cursed DIY, I embrace the unpolished, humorous failures 
of homemade projects, in an attempt to facilitate or 
“hack” through everyday life, where disparate elements 
clash together in awkward, inelegant ways, yet still hold 
an undeniable creative energy. 

Lastly, Home Disimprovement takes the idea of “improvement” 
and flips it, showing messy home repairs.
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In Landlord Special, I focus on images that embody hasty, 
temporary fixes—moments where function trumps form, and the 
results are rough, quick, and far from perfect. This mirrors 
the practice of grabbing material not to improve it, but simply 
to patch a hole, highlighting the instability and imperfection 
in the process of repair. 

LANDLORD SPECIAL
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The “Landlord Special” refers to 
the aesthetic of quick, cheap, 
and visibly careless repairs 
without regard for quality, 
longevity or coherence. Like 
painted-over light switches, 
doorknobs and even cockroaches, 
a gesture that values function 
over beauty.
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In Landlord Special, I focus on images that embody hasty, 
temporary fixes—moments where function trumps form, and the 
results are rough, quick, and far from perfect. This mirrors 
the practice of grabbing material not to improve it, but simply 
to patch a hole, highlighting the instability and imperfection 
in the process of repair. 
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In Landlord Special, I focus on images that embody hasty, 
temporary fixes—moments where function trumps form, and the 
results are rough, quick, and far from perfect. This mirrors 
the practice of grabbing material not to improve it, but simply 
to patch a hole, highlighting the instability and imperfection 
in the process of repair. 

LANDLORD SPECIAL
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In Landlord Special, I focus on images that embody hasty, 
temporary fixes—moments where function trumps form, and the 
results are rough, quick, and far from perfect. This mirrors 
the practice of grabbing material not to improve it, but simply 
to patch a hole, highlighting the instability and imperfection 
in the process of repair. 

LANDLORD SPECIAL
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In Landlord Special, I focus on images that embody hasty, 
temporary fixes—moments where function trumps form, and the 
results are rough, quick, and far from perfect. This mirrors 
the practice of grabbing material not to improve it, but simply 
to patch a hole, highlighting the instability and imperfection 
in the process of repair. 

LANDLORD SPECIAL
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In Landlord Special, I focus on images that embody hasty, 
temporary fixes—moments where function trumps form, and the 
results are rough, quick, and far from perfect. This mirrors 
the practice of grabbing material not to improve it, but simply 
to patch a hole, highlighting the instability and imperfection 
in the process of repair. 

LANDLORD SPECIAL
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These images have been pulled from 
different websites and platforms such 
as Pinterest, Instagram, X, Reddit, 
Buzzfeed and Bored Panda:

F0D2D6B9-4D33-4ED3-B180-DDB975D8C1EE.
webp
Screenshot 2025-05-25 at 12.15.26
34001bf3fb99dddacfeadbee084feb7f.jpg
the-landlord-special-v0-6ruhklgnk5r81
12f0d73f2396af89337d9633a6caa627.jpg
4gwna2u0ylq81.jpg.webp
1434631829278138368-png__700.jpg
ucl757kuok071.jpg.webp
apparently-a-friends-landlord-fixed-
their-fire-sprinkler-v0-2ya22sas7sx81.
jpg.webp
how-would-i-reverse-this-landlord-
special-v0-7uoa92zeoygb1.jpg.webp
Screenshot 2025-05-07, at 00.55.34
just-moved-into-a-new-apartment-landlord-
specials-are-in-v0-87zz0nkkcn2b1.jpeg.
webp
48f0b43880dfc1593faf4f5f19b19723.jpg
finished-undoing-the-landlord-special-
v0-BLSSuuKRJHGT-ZLrL0lPSA4FSD528sX7-
EjAQT_A9S4.jpg
ts7f3a54sto61.jpg.webp
3fc1b8c6beba583aea2225a7f7ee3a92.jpg
lncy22k97pl71.jpg.webp
sub-buzz-6006-1673456492-2.jpg.webp
how-would-i-reverse-this-landlord-
special-v0-vkm762zeoygb1.png
sub-buzz-1604-1654791042-1.png.webp
the-landlord-special-v0-o3v04l9xtrge1.
jpeg.webp
sub-buzz-4724-1688064350-1.png.webp
just-moved-into-a-new-apartment-
landlord-specials-are-in-v0-
thx310cyql2b1.jpg.webp
they-gave-the-shower-the-landlord-
special-and-its-already-v0-
yPIWCZ6chon0VUgUxQYobJLrsoyzHybg_
dg4K09AalU.jpg
kc82ashv75k61.jpg.webp
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In Landlord Special, I focus on images that embody hasty, 
temporary fixes—moments where function trumps form, and the 
results are rough, quick, and far from perfect. This mirrors 
the practice of grabbing material not to improve it, but simply 
to patch a hole, highlighting the instability and imperfection 
in the process of repair. 

LANDLORD SPECIAL

2
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“Municipal Patchwork” describes 
the layered, clashing attempts 
at public infrastructure repair, 
mismatched bricks on a sidewalk 
or different types of asphalt 
patches on a single street, where 
new materials are stitched onto 
old ones without concern for 
seamlessness. 
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In Landlord Special, I focus on images that embody hasty, 
temporary fixes—moments where function trumps form, and the 
results are rough, quick, and far from perfect. This mirrors 
the practice of grabbing material not to improve it, but simply 
to patch a hole, highlighting the instability and imperfection 
in the process of repair. 

LANDLORD SPECIAL
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In Landlord Special, I focus on images that embody hasty, 
temporary fixes—moments where function trumps form, and the 
results are rough, quick, and far from perfect. This mirrors 
the practice of grabbing material not to improve it, but simply 
to patch a hole, highlighting the instability and imperfection 
in the process of repair. 

LANDLORD SPECIAL
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In Landlord Special, I focus on images that embody hasty, 
temporary fixes—moments where function trumps form, and the 
results are rough, quick, and far from perfect. This mirrors 
the practice of grabbing material not to improve it, but simply 
to patch a hole, highlighting the instability and imperfection 
in the process of repair. 

LANDLORD SPECIAL
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These images have been pulled from 
different websites and platforms such 
as Pinterest, Reddit, Buzzfeed and 
Cheezburguer:

905e18ceb0be30f3cf267a785db2aa18.jpg
meanwhile-in-london-v0-
xsk609goqbje1.jpeg.webp
pedestrian crossing Roeland 
Tweelinckx  #roelandtweelinckx.jpg
how to piss off a Dane.jpg
 -5 - copy 2.jpg
1344ed4d6410068af761bfce05a75571.jpg
8b97cd2940ffd2544e52c0177b2b9d08.jpg
There’s a glitch in the matrix!.jpg
  .jpg
84600608.jpg
funny-construction-fails-pics-303-
646b255622f72__700.jpg
urbans signs.jpg
funny-construction-fails-pics-
64634700c1185__700.jpg
funny-construction-fails-pics-
64634d9e8472d__700.jpg
Unknown.jpg
funny-construction-fails-pics-
6463522e546a4__700.jpg
sDdIwp98OXxtAcDA-
2JuuV55v9aWaTUCFJ8PRF9K3gc.jpg.webp
funny-construction-fails-pics-154-
64637780bd043__700.jpg
 -5.jpg
funny-construction-fails-pics-
6463433bbc0ab__700.jpg
67596a4f89c24_funny-cheap-
construction-fails.jpg
Quality work, well done!.jpg
0cd03b42ad179e6d12b1a6574cff2f5c.jpg
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In Landlord Special, I focus on images that embody hasty, 
temporary fixes—moments where function trumps form, and the 
results are rough, quick, and far from perfect. This mirrors 
the practice of grabbing material not to improve it, but simply 
to patch a hole, highlighting the instability and imperfection 
in the process of repair. 

LANDLORD SPECIAL
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“Evil Kintsugi” plays on the 
Japanese art of kintsugi, where 
broken pottery is mended with 
precious metals to highlight 
the beauty of damage. In its 
“evil” version, the breaks are 
clumsily repaired, instead of 
gold, tape is applied, as a 
result cracks are highlighted 
rather than concealed.
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In Landlord Special, I focus on images that embody hasty, 
temporary fixes—moments where function trumps form, and the 
results are rough, quick, and far from perfect. This mirrors 
the practice of grabbing material not to improve it, but simply 
to patch a hole, highlighting the instability and imperfection 
in the process of repair. 

LANDLORD SPECIAL

1



H



H



93

In Landlord Special, I focus on images that embody hasty, 
temporary fixes—moments where function trumps form, and the 
results are rough, quick, and far from perfect. This mirrors 
the practice of grabbing material not to improve it, but simply 
to patch a hole, highlighting the instability and imperfection 
in the process of repair. 

LANDLORD SPECIAL
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In Landlord Special, I focus on images that embody hasty, 
temporary fixes—moments where function trumps form, and the 
results are rough, quick, and far from perfect. This mirrors 
the practice of grabbing material not to improve it, but simply 
to patch a hole, highlighting the instability and imperfection 
in the process of repair. 

LANDLORD SPECIAL
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In Landlord Special, I focus on images that embody hasty, 
temporary fixes—moments where function trumps form, and the 
results are rough, quick, and far from perfect. This mirrors 
the practice of grabbing material not to improve it, but simply 
to patch a hole, highlighting the instability and imperfection 
in the process of repair. 

LANDLORD SPECIAL
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These images have been pulled from 
different websites and platforms 
such as Pinterest, Reddit, Flickr, 
Buzzfeed, Bored Panda, Pinky Love Joy, 
Ebaum’s World, Matco, The Hog Ring and 
Booooooom:

b4ebbd5cf65a0690010e85dbaa80c79b.jpg
ntd8h190hh731.jpg
22f99264034f5616b00b3ab6847edae1.jpg
3033e627fb23be25d4bfde05dbb1df98.jpg
18 Times When People Fixed Their 
Cars With Creativity Instead Of A 
Car Service Check more at https___
iamkomex_com_18-times-when-people-
fixed-their-cars-with-creativity-
instead-of-a-car-service_.jpg
9e03829b9fb99add2460fc417070003b.jpg
4bb19d831c97cbe60bd24b44692eacc6.jpg
e9f07540123d014282ff1d7d99b1d480.jpg
dfb6655631ce3a9258f6448fa9942d8f.jpg
e58481df9b1f8599288932ca8f3b92e8.jpg
fe3d5830bf9774c3e95751f073de397e.jpg
7b7d98dd470bbaa376909908ebfe4147.jpg
eb9f91c2400130f293a4d792f8a3e172.jpg
dt-convertible-window.jpg
duct-tape-seat-base.jpg
b00efa79a4dbfbe610c99510573d6ee3.jpg
Common-Duct-Tape-Adhesive-Problems.
jpg
92-67503df18ee3c__700.jpg
I bought a roll of silver duct tape 
at Wal-Mart & fixed it up!  Good to 
go!  _).jpg
40497010885_4b95575059_b.jpg
74645517dea9450161cec78b8ee59f1c.jpg
Ronni_Campana_Fixed_Badly_012_700.
jpg
528e74ffb3e5803e232adde00ec875b7.jpg
4363a7c0de7e17b1e0db7563dd1567a0.jpg
6ba1b03a133d87c930561a12104f8ec3.jpg
funny-construction-fails-pics-
646346e71ca4d__700.jpg
95331508014a799cdd65f291cc40fe0b.jpg
a5c4f88f65bc4b2a3248cb9074af4434.jpg
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“Cursed DIY” captures the humor 
of failed homemade projects: 
improvised BBQ’s or comically 
unsafe construction gear, it 
celebrates the chaotic outcomes 
of trying to “make it work” 
leads to unpredictable, janky, 
and absurd results. 
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In Landlord Special, I focus on images that embody hasty, 
temporary fixes—moments where function trumps form, and the 
results are rough, quick, and far from perfect. This mirrors 
the practice of grabbing material not to improve it, but simply 
to patch a hole, highlighting the instability and imperfection 
in the process of repair. 

LANDLORD SPECIAL



106

In Landlord Special, I focus on images that embody hasty, 
temporary fixes—moments where function trumps form, and the 
results are rough, quick, and far from perfect. This mirrors 
the practice of grabbing material not to improve it, but simply 
to patch a hole, highlighting the instability and imperfection 
in the process of repair. 

LANDLORD SPECIAL
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In Landlord Special, I focus on images that embody hasty, 
temporary fixes—moments where function trumps form, and the 
results are rough, quick, and far from perfect. This mirrors 
the practice of grabbing material not to improve it, but simply 
to patch a hole, highlighting the instability and imperfection 
in the process of repair. 

LANDLORD SPECIAL
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In Landlord Special, I focus on images that embody hasty, 
temporary fixes—moments where function trumps form, and the 
results are rough, quick, and far from perfect. This mirrors 
the practice of grabbing material not to improve it, but simply 
to patch a hole, highlighting the instability and imperfection 
in the process of repair. 

LANDLORD SPECIAL
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In Landlord Special, I focus on images that embody hasty, 
temporary fixes—moments where function trumps form, and the 
results are rough, quick, and far from perfect. This mirrors 
the practice of grabbing material not to improve it, but simply 
to patch a hole, highlighting the instability and imperfection 
in the process of repair. 

LANDLORD SPECIAL
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These images have been pulled from 
different websites and platforms such 
as Pinterest and Buzzfeed:

a963450cb62540b7955efdfc153cc9a0.jpg
17b597b1799d9e94c208b1f5697e5f64.jpg
873fc9a124624266caad5c9a8969f6a5.jpg
-5.jpg
lighting.jpeg
1cf28ca51c1f876b4261f66b05ac8fa4.jpg
1b66ea25144a14eb7309313bf31630b8.jpg
ac8aabafdd140b34cf560409c83e586b.jpg
The 27 Stages Of Being Trapped In 
Ikea.jpg
10-675041d36fab0__700.jpg
tap.png
fe66c91cbe8ed8ad9d277827926fb1ba.jpg
3a639ce5c07529eb78a7bb8b8c37f5ab.jpg
bdfedcc02191e792a5c15fc6c02d4d5b.jpg
06d46e71ccff829db198328ee818baa0.jpg
Nice head gear.jpg
ad25baef1c199996fb1fbfce94fdcf95.jpg
funny-construction-fails-pics-
6463471ef2753__700.jpg
funny-construction-fails-pics-
646347071289d__700.jpg
DV507t7VwAAS-vQ.jpg
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In Landlord Special, I focus on images that embody hasty, 
temporary fixes—moments where function trumps form, and the 
results are rough, quick, and far from perfect. This mirrors 
the practice of grabbing material not to improve it, but simply 
to patch a hole, highlighting the instability and imperfection 
in the process of repair. 

LANDLORD SPECIAL
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“Home Disimprovement” flips the 
language of “home improvement” 
to suggest interventions that 
make a space worse, uglier, less 
functional, more confusing like 
a stairway leading to nowhere 
or weirdly constructed doors.
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In Landlord Special, I focus on images that embody hasty, 
temporary fixes—moments where function trumps form, and the 
results are rough, quick, and far from perfect. This mirrors 
the practice of grabbing material not to improve it, but simply 
to patch a hole, highlighting the instability and imperfection 
in the process of repair. 

LANDLORD SPECIAL
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In Landlord Special, I focus on images that embody hasty, 
temporary fixes—moments where function trumps form, and the 
results are rough, quick, and far from perfect. This mirrors 
the practice of grabbing material not to improve it, but simply 
to patch a hole, highlighting the instability and imperfection 
in the process of repair. 

LANDLORD SPECIAL
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In Landlord Special, I focus on images that embody hasty, 
temporary fixes—moments where function trumps form, and the 
results are rough, quick, and far from perfect. This mirrors 
the practice of grabbing material not to improve it, but simply 
to patch a hole, highlighting the instability and imperfection 
in the process of repair. 

LANDLORD SPECIAL
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These images have been pulled from 
different websites and platforms such 
as Pinterest, Reddit, Buzzfeed, Bored 
Panda, Ebaum’s World and Imgur :

673c4ab9413e9_home-improvement-
fails.jpg
628369c8477cd_73iw7ucugi951__700.jpg
sub-buzz-9819-1697069249-1.png.webp
fail-3-728x802.jpg
F0D2D6B9-4D33-4ED3-B180-
DDB975D8C1EE.webp
Fail-7-728x930.jpg
ebc5b50334df934f0a22b28273867ad8.jpg
673c45629ccab_home-improvement-
fails.jpg
2e41bb748213349a2b688bb2e9241cc5.jpg
fail-1.jpg
6284e990482db_OhWF4Pn__700.jpg
fail-5-728x698.jpg
673c5c98c91c1_home-improvement-
fails.jpg
673c499b399e7_home-improvement-
fails.jpg
fail-4.jpg
8os6hnf3ei751.jpg.webp
4fe72d25cb85b8dc9e36e91cd1e6f982.jpg
fail-4.jpg
e6c61300dc53f896184c115d929bd230.png
4f299ab58024bc2cc178019602755311.jpg
673c42fbe6950_home-improvement-
fails.jpg
b6bcb3a8fedc426e097c8dd93acaa958.jpg
fail-9.jpg
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