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ZVALUE! is an error code. raisi
between expectation and deliv
rction anticipates and that whi
failure.

»s. we decide to pause at the error, prolon

itation that F'L‘L‘L‘Jc\ correction.

UQ 13 seeks to reveal what may exist within this juncture when more time
ere. when processes of expression and experimentation
1 the presence of assumption. We have invited our contrib
his evasive zone, embracing the friction of failure through
f anti-professional thinkir > retum is varied. an
ited by a resistance to the institutional and hierarchi

creativity.

In a time when cultural homogenization and the policing o
narrowing the space for dissent. UQ 13 is deliberately flawe
approach to both editorial and design processes. whilst chaotic and
unconventional. pursue an authentici

to choose between British and Ameri

standards and functions {0 preserve our contributors voices
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Ant Beltran
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Euan Witcombe in conversation with Ant Beltrdn

In the open call I ask, “how do you want
to be represented in the spaces you
inhabit?.” Do you see your work as a
form of representation or is it more
about representing a state of
non-representation or alienation?

I think it was all about representing
internal struggles with the environment.
The way environments make me feel

penned in. I come from a very rural area of

the UK, so things like dressing the way |

like to dress open you up to acts

of
violence. I was in these transient spaces

where [ felt like I couldn't dress or
experience things the way | wanted to
because of my environment. I feel
disconnected from the spaces that | inhabit
because | cannot be who | want to be
within them. That's why [ use distorted
figures a lot. It's that fracture of identity.

The way I describe this piece in my t
was like a panopticon. | saw environme

h the lens that the fear
https://www.cidianwang.com/images/appq

r.pngof being watched forces you to
conform. I think a lot about John
Szarkowski’s Mirrors and Windows, art
exists as either a window into the artist or
a mirror to society/environment. I think of
this approach to art as a spectrum
Dislocate was intended to fit somewhere
in the intersection between these concepts.
acting as a window into my personal
disconnect with environment, and a
reflection of how environments exacerbate

internal struggles with gender.

I picture it as a visual representation of
that space you feel pushed to by
external gaze and judgement. Would
you agree?

Yeah, absolutely, by your environment or
by the immediate threat or the very real
threat of there being a

danger because of the way that you're
presenting. I often feel like the spaces and
environments | inhabit are at odds with my
personal and creative expression. Gaze can

act like informal social control

I noticed you employ the distorted
human figure in your works, Dislocate
and Morph. Is this motif something that
is intentionally present throughout your
practice?

The distorted human form is a central
theme in a lot of my work, deliberately
achieved through the disruption of
process. Which I believe mirrors the
distorted figure. 1 think it's integral to the
ways in which I've chosen to work. My
hods of working always
revolve around distorting something. It's a
disruption in the practice. Everything |
produce, while maybe I intentionally try to
look outwards, is always a reflection of
my inner being. That is why I've chosen
route of diffusing and disrupting these
techniques, because it is how I feel a lot of

the time, disrupted
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Euan Witcombe x Ant Beltran

I’'m really interested in the way you
disrupt ‘pristine’ machinic
reproduction. Do you see this process as
a way of subverting the technological
process, or is it more of a “how far can |

push its limits,” “*how can I find the
holes within this process™ approach?

It's exactly that. It's finding the holes. A lot
of these technologies are used to make
imagery that's

technically perfect but I'm more interested
in the process. I think that is the
subversion. You subvert that by finding
the holes. You've got to push it to its
extreme to do that. I think it's all a
subversion of what's expected from these

technologies.

You mentioned earlier how your
practice reflects your internal emotions.
Do you feel like by subverting
technology you are then also subverting
the physical, the tangible, the immediate
environment through your art?

Yeah, that’s a tricky one.

Let me clarify, rather than subverting
yourself, is it more of a reclamation of
vour identity through the process of
subverting the machine?

Yeah, I think so. Subversion is something
internal, like that fracture. And I think by
putting it out there, you kind of, you do
reclaim it a bit. It is therapeutic to kind of
say these things through imagery. If it goes
over some people's heads and they don't
understand, that's another form of safety.
That is part of Dislocate, I think. That idea
of armor. Of performing a certain way in
certain locations.

AB

I personally find Dislocate aesthetically

beautiful. Do you consider the aesthetic
quality when creating your work? Is it a
prerequisite in your practice?

| personally really enjoy the aesthetic
qualities of it, but they were always
second to the process. | remember when
we showed it at my master’s showcase, my
granddad came, bless him, and he had no
clue what he was looking at. | remember
all he said was, "Oh, I can't wait to one
day see you take actual pictures”. Some
people may look at my work and dismiss it
because it doesn't carry the formal
properties that people consider beautiful in
a photograph.




Euan Witcombe x Ant Beltran

Curatorial Afterword:
0n Generatlve Failure and the Queer Image

t by Ant Beltra

So the title of the exhibition proposal, And with Dislocate, do you see it
“Public Palimpsest.” When vou create existing in the physical realm?
these distortions by overriding the 3D
scanning process, do you see vourself
operating under the conceptual

parameters of a palimpsest?

X

Absolutely, in some form. Taking these
environments that I ve had to create
digitally and then throwing the

I'hi\ conversation took place on 28 July
2025 at Gallery Café in Bethnal G
London. Euan Witcombe and | were

h i 've ndered am all in > » 2 7
the real world. I've rendered them all in initially connected through an open call |

| think that whole process that I've done in
Morph, and another Al project | made to insane sizes. That's how I want them to
around the link between fashion imagery be seen. Like big. almost impositions. |
anda porr1o~_;rarl1_\. It was very similar feel im"‘C'iCd upon h" my em ironmerz. SO
where | made the dataset and put the I kind of want to position them as a
images through it, but this time, I would
stop the data set and train it on its own

16k or something. so they can be blown up put out early March 2025 for an exhibition
proposal, “Public Palimpsests™, to which
they submitted their work, Dislocate
(2024).
pushback. I've actually bought myself In theory, “Public Palimpsest
2 7 = projector so I can go out and I can throw dissertation in the form of a curatorial
images, making a new dataset out of its them up onto actual buildings, maybe I'll
own output. I kept doing that until I got go straight to the Tate and throw it off on
these twisted, barely recognizable figures. thic side of the build
[ think that process is very similar to

xactly what you're talking about, this idea

project for my MA in Culture, Criticism, subversive work came to overlap with the
and Curation program. In reality, a lack of very themes UQ’s f—'\ ALUE! ultima

y omethine = A = _
ing or something access to tum:ng, exhibiting \Pd.x\. and out to explore. This feature is what
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any tangible opportunities for the organically emerged from that encounter.

- - production of independent projects on
of rewriting, and writing over and over ,
again, inherently in digit d| work, digital

work sometimes does write over what has

come before.

Euan Witcombe is a London-based British behalf of my program meant the project, Witcombe’s approach to mac

photographer and visual artist, and an MA myself, and rtists involved faced a technical subversion within phot
i J,\hi._f.: Phe graphy graduate four month long >"~‘” This period of and digital reproduction sits at the
London Colle : failure, of waiting, is what ultimately this edition’s concern with failure,
ethos explores fashion, created a space for conversation subversion, and value. For those whc
orm « human body
I'm interested in how digitality or the non-traditional pho
digital realm can create disruptions such as 3D scanning
even if it's not in the physical space. Do

vou think there is a potential?

equate “professional” image-making witl
My invitation to Witcombe had been clean, seamless, representational acc
framed as a way to explore how our modes
involves creating disruption of operating and understanding overlapped to reproduce the reality that the cam
r diverged, using conversation as a software was built to capture. Yet

co-curatorial mwnd logy. a1 f precisely this risk of “JIUR this

process, ';1d‘n~ to

representations of hu co-creating. But with the L\hl"‘ n itself willingness to break the rules of
\l \\' -~

1 with

You have to be intentional about finding frequentily found
things in the digital realm. Finding public

spaces that fit you, though, is much harder

than it is digitally. The forms in Dislocate

can't exist as they appear digitally. But

digitally, they can. These are intentional

disruptions to form. Online, the barrier fo

entry is much lower.

in limbo. and Ih anks to Witcombe’s professional order and structure, that

meet regardless, allows Witcombe’s work to attend to
experience: g
sense of not quite fitting the formats
Was a genuine convergence through \\hi:h the socialised body is
g. a mutual understanding of ea meant to appear. What might be read as
[ ] failed !eprgwmznic-n from within dominant
meaning, proving that failing anc visua es becomes, inste
..n:‘:‘&km;; can, as Jack Halberstam writes subversive form of value. A way of
in The Queer Art of Failure (2011), “offer insisting on lives and feelings that exceed
more creative, more cooperative, more what normative structures are built to
surprising ways of being in the world.” show. This note is not intended to fix
Throu 1is conversation. the stalled fate single reading, but to situate why
of my ini '1I exhibitio sal and Witcombe’s work, and this conversatior
Witcombe’s powerfu f_. personal. feel vita in this edition
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recomposition.

Each variant
removes
assumptions
about form,
exposing the
artificiality of
a “correct”
version.

When the digital world
is arguably governed by
efficiency, I ask, "Can
we code towards decay
rather than precision?
Will the image still be as
revered?"
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The Mona Lisa does not
smirk; she falters. She
flickers and vanishes from
time to time. These works,
once untouchable, become
malleable.
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There is a
sense of
rationality in
slowness and
the aesthetic
of the broken.
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Neyomi Parikh

So perhaps the
question is not: is
the image still
revered? But
rather, what new
reverence can we
find in the broken?
What unexpected
beauty in the
ailed? What
freedom in the
unprofessional?
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Neyomi Parikh I am a multidisciplinary
visual designer. My practice is rooted in
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Computational Exhaust

I'hese are not gestures of intention. but interruptions, reminders that we are
tenants of flesh, inhabiting fom at sometimes move beyond our consent. In
these brief flashes, we are confronted by the strange intimacy of living inside

s £ S |

ourselves, acutely aware that consciousness is never fully sovereign over muscle
and bone. Our bodies remind us that we are not just minds. but liv ing matter.
existing within the fragile boundaries of skin and muscle.

In the act of creation, I encounter a parallel limit in the machine. My computs
burdened by computatic intensity, begins to falter. Fans whir into panic. pi

- v\\'!

cture, code stutters. ystem, like the body. signals its limits through ¢

and glitch, a choreography of breakdown that resists optimisation. There i

oment when both artist and apparatus become aware of their thresholds. when
effort transforms into tremor. Yet, like the body’s involuntary movements, these
digital misfires reveal something essential: the machine’s own kind of
exhaustion, its materiality asserting itself against the abstract logic of code.

ight to seek sea

ollapse, when bodies

. that something

nce of the h
There is a moment
when both artist and

ative

In both cases. exhaustion becomes generative

as glitches and twitches disrupt the smooth
flow of intention, making space for surprise,

apparatus become

a beauty born from limitation, and

aware ()f ‘[/2(31'}‘ aware of the boundaries and possibi
thresholds

Our respecuve vesseis.

| ask myself, what does it mean to create in a
state of mutual depletion, to work alongside
the unruly rhythms of muscle and

motherboard, each capable of surprise, e ,
= o e . - - =0 e outer edages «
insisting on their own forms of resistanc .
Ssam _ : boundaries
Perhaps true inspirati ises not from

ess control, but from embracing these
ruptures as the very spaces where light
breaks through

and the new takes shape.

moments when the EY’.);"C'?;.{ Syncnrg

exhaustion gives rise to unexpected b
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Where Loneliness Breathes £
£
For me. unprofessionalism is not simply a £
lack of discipline ¢ Itis a gesture that The following conversations
resists the ?rc\\.,Arc to - complete. It is with Michael Mui and Y
Albert Ng unfold around t
the idea of emotional » 1
failure. Each of them carries ¢
their own story of 3
movement and memory, { L0300 50T R D S R —
shaped by their transition »
from Hong Kong to > 1
R : » London. In our discussions. = MICHAEL MUI
& reliection ot atanos: Shonly Becans o loneliness was not treated as = L
Jerstar something to be overcome »
but as a space to pause and » —
feel. Their voices reveal how -
homesickness, longing and s
. N tenderness can become »
;h‘:l’f:\k‘:}‘ et L creative forces, quietly =% ALBERT NG

challenging what it means to
be professional or
Mui and Albert Ng. successful.

oach the experier

t ways. Th

aries of what is considered

professional.

d emotional

and loneliness as an adult.
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SNIPPETS

Travelling on the Night Tube,
Thinking about Iced Lemon Tea,
Less Sugar
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In the Raw Wind of the New World
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Travelling on the Night Tube,
Thinking about Iced Lemon Tea, Less Sugar

Still from Michael Mui's
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Michael Mui in conversation with Wonjoo Gu

I’'m really interested in how you think
about failure within your practice. Do you
see failure as a technical flaw, an emotional
exposure, or perhaps a quiet form of
resistance against what counts as
“professional™ filmmaking?

I think I am a filmmaker who is not 100%
aiming for professional filmmaking. I see the
commercial value of professional filmmaking,
like using high-end cameras, beautiful
lighting. beautiful sound recording, and lots of
visual effects. all that. | think I understand the
commercial value, but I'm not chasing it
because I don’t feel like it’s something that I
would like to do in my film. The most
important thing for me is to express what |
want to express. Like for my film, Iced Lemon
Tea. I rarely use lighting. When we were
filming it. we just went on the street to find a
spot in the city that had sufficient lighting for
the scene. These kinds of things. I think, are
just sufficient to deliver the story. I won’t say
that it’s a failure. | won't say that it’s

unprofessional. | just think that it is what it is..

How do you understand unprofessionalism
in your own practice? Do you see it as an
obstacle, a method, or a kind of honesty?

Professionalism in filmmaking is about the
he colour has to be

¢ has to be
. the editing has to be on
1 the sound effect has to be perfect. |
don’t think that. as independent filmmakers.
we are chasing these kinds of things. I think
the only thing that we are chasing as
independent filmmakers is to deliver what we

want to express.

Both of us may think differently about
loneliness. For me, loneliness is not merely a
feeling of isolation but an essential
condition in the process of shaping one’s
sense of self. How would you personally
define loneliness? Do you see it as an
emotional state, a condition of
displacement, or perhaps a creative
necessity?

I think it’s helpful for me to understand more
about myself, because when vou feel lonely
and you start to think about whether the
people you know right now. the friends th
you know right now, are truly people that care
about you. then you will think about what is
within you and what you want people to
understand. what you want people to define
you by. And that’s why, in the process of
people to understand vou, it is actually

he process of knowing more about yourself.
1tha

L

1at case, | think feeli

i
d

films.




I'hrough the themes of memory, loss, and Given the current state of the film industry,

vulnerability, what do you hope viewers where audiences increasingly turn to

feel or recognise in themselves when they streaming platforms rather than cinemas,

encounter your films? how do you position your work within this
shifting landscape? Does this change how

Do you imagine your loneliness meeting you think about intimacy, scale, or

theirs in some way? connection in filmmaking?

You mentioned that working in Hong Kong I’'m not very familiar with UK politics or
felt limiting because of censorship and documentaries. How do you find the
certain expectations within the film freedom to express yourself here,
industry. I'm curious, do you see especially within the rules of the UK?
“professionalism™ as something that’s
institutionally imposed rather than
personally defined?
In other words, when professionalism here must be restrictions. There are a |
becomes a system of control, like political, protests happening in London. and
commercial, or aesthetic, how do you protesters were arrested due t
navigate or resist it through vour | stance. So. of course, there are
filmmaking? ' trictions in the UK as well. But
ith the restriction and
Hong Kong. I d think it’s
¢ same level. Freedom of speech is

hat we always need t

iewers will. if
f lon

o find someone who can rstand you, | A rare opport I”" the lead curator

he 18T F 1 1 aolir Ho 11 >< 11t i " snld me

¢ audience who I i 3 § p tival UK told me
at moment, .;.'}-;n my film, will ing to S ni hurch in New Mal
have a sense of l)f*.;:."‘,\. omeone because it is a place where a lot of Hong

understands me.” That would be as ) and Kore live. and it is closer

= . > ; vs need to work for as cre
achievement of flimmaking career. to - nunity. en | was like, r-'r“;}. cool. . [ was the director of one of the most famous . n ple. Comp: tivelv. | think we
- ‘
e

documentary series in Hong Kong calle have a bit more freedom in the UK when
Sunday Reports. At the end of 2019 or the we create arts and films.

have someone feel that someone could a few days. I thought about it. and it J;.....I 3

understand. like knowing how they feel. makes sense, because the reason why

POOPOOPOPOOPOPPPOOPOPPOOPOIOO0DOOOPOOIVIOIIGIGIWG

eedback after the nake films is to have more people o«

\nc i uu.A y got some

nning of 2020, we were making a

_——

screening of Iced Lemon Tea documentary about people having mental
issues because of the political movement in
Hong Kong. There were many I"miHi’,\

arguing with each other because their friends

film ab
I'he most memorable one was someone t\‘wr;c. nd then people connect wi
from Hong I\-.vn 2. | think she is an erstand you, resor

countant. working in the business sector. and family were not on the same political

not art-related. She sent me a making a fil stance. These situations were very common. Is there anvthing vou want to share?
; T'he parents were all pro-government, and 5 .
:ccm;;cr\ and people in their 30s were mostly
gainst the government and fighting for
freedom. During that period, there were a lot also want to share a story that happened

long message after the screening of
mon Tea. She told me, “Oh, thanl will be a
i\in;_.lxx Im, because
iced lemon tea. and it’s very difficult tc u do community screer

find the 1

e traditior

"And in

y P

of arguments within family units. We were arlier this year. There was a Hong Ko
working on the documentary to explore these artist called Rachel. She made an exh

because she h i\\LlC\ We tried to make it not political; we in South London. and the reason
just wanted to focus on mental health issues. a small gallery in South London to do her

as well when \hu
‘ allerv or

1. not able to fi

But two or three davs before the laur 'f the exhibition, rather than any gz
docum ry. the producer stopped us from exhibition space in Central Lc »ndon, was

worl > on it because it was too sensitive. i that she wanted to be closer to the
If of the documentary. This i community. | don't think I fully und

c\;nqqif,,- how cen D i Kong the word professionalism. but I woul

Ve cul
L 1*'*-
t alone. like hinders the development and making of that maybe a professional curator ¢
. dl\.‘;mc."‘ aries. As a documentary filmmaker. professional artist would aim for a
I didn't feel comfortable contin o work in restigious exhi il;”" SPACSS W h PACAS \"”"‘-""
f the censors} [ fee W U"[u decide to putitina \}’\ ace closer '!.‘-
2 place where | the community. somewhere
filmmaking without attract people living there. including
immigrants who don’t always have the time
i opportunity to go to Central London to
t exhibitions and watch films. This is

at she was targeting. I found it
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In the Raw Wind of the

New World
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Albert Ng in conversation with Wonjoo Gu

Your work suggests a lingering attachment
to a past lover, a sense of being trapped in
the past. Do you relate to this? Which do
you find more significant in your life, the
past, present, or future?

puldn’t say | am trapped in the
work is more about addressing the past in
relation to the present and future. T 1
fixed. time has already passed. but when we
look back. the way we grow and reinterp
those experiences transforms the past into
something more than an ending. It becomes a
flow that continues to shape our future.

That said. I used to feel strongly drawn to the
idea of being trapped in the past, especial
when I was younger. There were things

i felt irreversible. and

1

they haunted me. But thrt

the work gives those memories a place to exist
in that world. but not as a pl ! I i
to remain. They belong

Iciom

i€ needs ove fo

"t the it =t b
ent. nor the future minad ¢an oc i
past was once a future. and the future will

one day be a past. So why not focus on
present? It’s not easy, but

I am still le

If you do feel bound by the past, do you
believe growth is still possible? Are you
open to future relationships, or do you feel
unready? Is this a comfortable state or
something you wish to change?

Maybe we are never fully ready. there is only
the moment when timing aligns. But what |

when the time

What guided your choice to tear, cut, or
fold imagery of vour former partner? What
emotions surfaced during that process, and
do those emotions still feel unresolved?

my decisio
was nractical I didn’t want to show her face
was practical. I didn t want to show ner 1ace
out of respect for her privacy. But when |
shifted my focus away from her direct
} 230 hon > ‘ he
presence, I began to notice how even the

smallest details. her

hair, the places we shared,
the sunlight, or the shadows, carried a strong
sense of her. That realisation led me to cut and
tear, leaving behind these surrounding traces.
Since many of the photos were taken during a
long-dis e relationship. I also reali I
:m lacked the presence «
g the images. [ w

my own trace upon them.

‘ed before. Surpris
surfaced were |
ul in the sense of wanting
to go back together. peful because |
d see the jov and love that once existed
n us. To me, at least. we were
and caring fore

ion feels like a gentle closure. a




Looking back, what aspects of the
relationship felt unfulfilling or led to its
end? Did these relate to societal norms
around relationships? If you challenged
those norms, how did it affect your partner
and you emotionally?

I think we were simply too youn

complicated issues, especially the traumas
rooted in our families \'T‘-ﬁ'ri‘ 1. Those wounds
often stood in the way of our communication.
Looking back. I wish both of us had been

braver.

A

Do you see your photography as pushing
against traditional norms? If so, which
conventions are you rejecting, and why?

my photography pushes ag
fitional norms. In this post—soci edia

a, photography is no longer just about
technique or even content, but it’s also not
entirely about context. What interests me is
how images can be reconfigured to crea
meaning. That’s why. in my work, I ofien hide
or remove large amounts of information from
the original photographs. Yet by rearrangi
them within a different context, they can

hold power.

Compared to your earlier work, In the Raw
Wind of the New World feels shaped by the
digital age. How has this shift influenced
your themes or aesthetics?

nficant
perspective. In my earlier work. |
1 photographer. asking 1 ;
ow to frame it. But with /n the

15 1§ 14 1 v s
of the ew Worid, | find myself stz

the other side as a receiver. I am drawn less t

the

s 1o revea
their own stories instead of imposing mine

upon them.
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To Miss Home Professionally

Text by Wonjoo Gu

I moved from Seoul to Lor

it has been almost three vea

I noticed some
ul.
neliness should
t | ofien felt lonely
melancholy. In London. surrounde
ire. environment and exp
und a sense of freedom. and lor

k hold. Occasionall

f being a fo

loneliness does ng
lonelier in Seou

was this contrast that first made me
thinking about my experiences
N ~

€ way. w hich eventual Y
write my MA research in Culture, Crit

and Curation at Central Saint Martins

adc me

i

-lon
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professional is not to fail,
feel. to admit that our longing and ou
ying are inseparable. My home
ace but a network of emot

ial is lived. with me. and writing ther

actice what |
expressions of :
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Campo Buriti is a small vi located in the state of Minas Campo Buriti ¢ uma comunidade lo

Gerais, Brazil. Together with neighbouring Cogqueiro Campo and Gerais, Brasil. Junto com as vizinhas Coqueiro Campo e Campo

Campo Alegre, it has a decades-long tradition in pottery and Alegre. ela tem uma tradi¢do de décadas em ceramica. e

marked the beginning of our craft-exploring journe ough the marcaram o inicio da nossa jomada de exploragdo do artesan:

Jequitinhonha Valley. When entering the do Vale do Jequitinhonha. Quando se entra no pequeno vilarejo,
sterv at the hes ~f the recion - - x~ A 3 e | A

pottery at the heart of the regic It Vemos a ceramica no coracao da regiao. E facil ver pessoas nos

backyards creating pieces, and we soon realised most of the seus quintais criando pegas e logo percebemos que an

bumn their pottery at home. That’s how we met Terezinha. When delas queima sua ceramica em casa. Foi assim que conhecemos

stopping for ice cream we noticed a Kiln at the back of the store Terezinha. Quando paramos para um sorvete, notamos um formo

wace her b > an sliar Ane ‘2 = - - — -
[t was her home and atelier, one o many in the commu nos fundos da loja. Era a casa e atelié dela, um dos muitos na
In between slices of chocolate cake, coffee and oranges from her
backyard, she told us a bit about the production process. She

buys chunks of clay from nearby ome artisans get their own

comunidade. Entre pedacos de bolo de chocolate, café e laranjas
do seu quintal, ela nos contou um pouco sobre o processo de
produc@o. Ela compra pedagos de barro dos arr

C';}_\ ':'.';".d,\ them into powder, filters it, then she adds water alguma< artesas pegam O pm:riu barro moe 0s pedacos em

until the consistency is right, shapes the piece, leaves it to drv in

po, filtra, entdo adiciona agua até obter a consisténcia certa,
the sun, applies the oleio I from pig molda a pega. deixa secando no sol, aplica o oleio a tinta feit

extracted from clay and burns the piece in the kiln. We also de piementos extraidos do barro e quei a peca no fomo.

met her daughter and grandson, who Terezinha was helping care Nés também conhecemos sua filha e seu neto. de quem
for while working on vases for a large Brazilian retail chain Terezinha ajudava a cuidar enquanto trabalhava em vasos para
) uma grande varejista brasileira.

Our next stop was a planned one. The owner of the |
pointed the way to Zezinha’s. We had heard abou

Campo Alegre, and even before reaching her home stu

Nossa proxima parada foi planejada. O dono do bar local

apontou o caminho para a casa de Zezinha. Nds ouvimos falar

aalice S wohre were adormed with ddores . ~ = S S U . - =
realised w h_\ I'rees and rocks were adomed with dozens of dela em ( ampo A\[:n:vga € mesmo antes de ;he.:_‘;r a sua casa

flower-shaped pottery and beads. She welcomed us with a percebemos porque. Arvores e pedras estavam adomadas com
5171115. and showed us around her beautiful garaen w ith many dezenas ﬂorf; IS ”\i;an::'a; de ceramica. Ela nos recebeu com um
pieces hanging from trees, fences and on the ground, grande sorriso € nos mostrou seu lindo jardim com muitas outras
re treating us to coffee and biscuits. She told us she started pecas penduradas em arvores, cercas e no chao, antes de nos dar

pottery toys when she was about 12, after her mother café e biscoitos. Ela nos contou que comegou a fazer bonecos de

is a tradition followed by ceramists from this argila com 12 anos depois que sua mae a ensinou. Essa € uma

region. Learmning the craft from an early age, developin tradic3o seguida por ceramistas dessa regido. Aprender o oficio
skills, and passing on the knowledg lo, desenvolver as habilidades e transmitir o conhecime

LWL

POPPPIGEOPOYIPEREPEPIVDRPOOIIIDOIPOPIIEIVIOOE

we chatted her husband Ulisses carefully wrapped our pieces

Ihey work together nowadays, but like 1y men from the
region he used to do seasonal work on distant farms, and was

away from home for months

SeccccccecencacaccccccceteceecReee




Who Needs Heroes?

S arge

While doing research for this article I saw one of Terezinha’s vases being so

retailer’s website. The product page was full of tokens like “culture” an “ancestrality™ with

d
hing about that

;
no further context. Expressions like “full of history™ were used with not
history. The manual labour becomes a selling point for the objects, while the stories about
the people who make them remain unseen. The product description says the collection was

“inspired by the delicacy of a bal f detachment from local tradition. |

capitalism, where smoothness and homogenisation are the rule, narratives don’t have to

relate to the actual culture as long a t good SEO scores. In her 2020 article “Can We

sraphic Design History W t of Hero Worship?”, Aggie Toppins invites

“omit[ting] all mention of design heroes™ or

to look at graphic design histony

The meaning of designed objects is
heavily influenced by local culture
instead of one individual author

“the objects of design™. and instead focus on the “socia
forces that surround design as a practice™. The
(hi)stories behind the designed objects from the regio
show that the act of making is an inte part of its
people’s lives. We saw people picking fruits from
gardens. raising ar Is, and growing crops on their
land. The communities we visited in the Jequitinhonha
are known what they produce. Pottery is part of the
identity of Campo Buriti, Campo Alegre, and Coqueiro
Campo. In Faceira’s Quilombo' people showed us how
they make fumiture and other objects from wo

leaves, and percussion instruments using wood

leather from their territory. In Roga Grande people plant
cotton, and prepare their own threads before weaving
textiles. And Curtume’s famous embroidery depi
women doing everyday activities |

animals, and creating embroide

AL L L L R RN N RN IY
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Quem Precsa de HerGis?

Enquanto pesquisava para este artigo, eu vi um dos vasos de Terezinha sendo vendido no site

da grande varejista. A pagina do produto estava cheia de palavras como “cultura” e
“ancestralidade™ sem nenhum contexto adicional. Expressdes como
usadas sem nada sobre aquela historia. O trabalho manual mento de venda dos ot
enquanto as historias das pessoas que 0s pr invisiveis. A descri
produto diz que a colegdo foi “inspirada pela delicadeza de um balé”. E um exemplo do
descolamento da tradigdo local. No capital ), onde suavidade € homogenei
narrativas nao precisam ter relagc@o com a cultura de fato, desde que tenham uma boa
pontuacdo de SEO. Em seu artigo de 2020 “Can We Teach Graphic Design History Withx

the Cult of Hero Worship?”, Aggie Toppins nos convida a olhar a historia do desi

O significado de objetos de design é
fortemente influenciado pela cultura
local em vez de um autor individual

“omitindo qualquer mencao a herdis do design™ ou
“objetos de design” e em vez disso observar as “forcas

sociais que cercam o design como pratica”. As historias
por tras dos objetos de design da regido
de fazer ¢ parte integral da vida da sua gente. Nos vimos
pessoas colhendo frutas dos seus jardins, criando animais e
plantando em suas terras. As comunidades que visitamos
no Jequitinhonha sao conhecidas pelo que produzem.
Ceramica ¢ parte da identidade de Campo Buriti, Campo
Alegre e Coqueiro Campo. No Quilombo Faceira as
pessoas nos mostraram como fazem moveis e outros
objetos a partir de palha de milho, e de instrumentos de

percussao usando madeira e couro do seu territorio. Em

mostram que o ato

Roga Grande, plantam algodio e preparam seus proprios
fios antes da tecelagem. E o famos bordado de Curtume
mostra mulheres

ealizando tarefas cotidian

re
animais na fazenda e o proprio bordado.

repletos de historia” eram
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To live in small towns in Brazil’s countryside means to know
ichbours. or the whole town. Artisans” work is

bited in the co-op run by them, so everyone sees each ; S
other’s work. Despite personal preferences and different = prcrer:‘n-‘llj
skills, recurring themes run through the production of RS o
different artists. It’s typical to see home utensils in similar utensilios

styles, and elements from the local culture, like the danca de ;
is, reais ou
1 Patriarchy

roda, brides, flowers. and animals, real or imagine
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ceramicists share themes inspired by th on
background, the ng of designed objects is heavily

influenced by local culture instead of one individual author
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The ancestral knowledge flowing through these communities
0 aquilo que €

a-dia

is passed on orally from gens on to generation. Itis a
of design education that happens outside acac

open view on design that encompasses handicr:
activities like raising farm animals, singing and danc anais, €

2% vozes de muitas

Boarte dessa

caring for children. The everyday informs the act of
and the making is part of everyday life. Buckley says we

should “understand mal R cultura local.

g/producing/assembling as part ofa
on. This perspective can include tl

continuum that is desig

close-up. domestic, intimate, personal™. The ever;
making are intertwined. Ceramics design in the ]
Valley, Ii her craft experiences, is collective.

is told by the hands and voices of many women across

generations. Every piece is part of this traditior and carries

-
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Viver em pequenos vilarejos no interior do Brasil significa
conhecer seus vizinhos, ou o vilarejo inteiro. O trabalho das
artesas € exposto na associagdo dirigida por elas, entao todo
mundo vé o trabalho de cada uma. Apesar de preferéncias
pessoais e diferentes habilidades, temas recorrentes permeiam
a produgdo de diferentes artistas. E comum ver utensilios
domésticos em estilos semelhantes e elementos da cultural

local. como a danga de roda, noiva

ryl Buckley criti
autor—uma ... figura heroica™ e tnico responsavel pelo
“significado do design™. O conceito de autoria entre as artesas
do Jequitinhonha é diferente. Porque as ceramistas
compartilham temas inspirados pelo seu historico comum
ignificado de o

pela cultura local e

O conhecimento ancestral fluindo por essas comunidades

transmitido oralme a geracdo. E uma forma

dancar, ou cuidar de criangas. O dia-a-dia informa o ato de
razer e o fazer é parte do cotidiano. Buckley diz que deve
“entender fazer/produzir/montar como parte de um continuo
que € o design. Essa perspectiva pode incluir aquilo que €
proximo. doméstico, intimo, pessoal™. O dia-a-dia e o fazer
estdo interligados. O design de ceramica no Vale do
Jequitinhonha, como outras experiéncias artesanais, ¢
coletivo. Essa historia é contada pelas maos e vozes de muitas
mulheres através de geragdes. Toda pega faz parte dessa

tradigdo e carrega significados enraizados na cultura local
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Chapter I: The Absurd Departure
E—E R

Chapter II: The Mountain’s Refusal

Fia

\:ﬁ

I entered the mountain with coordinates of acidity.

F BRI ER The GPS spat garble in the fog
AR

Mountain folk pointed to pear, hawthorn, wild plum

collapsing into sweet matter at the instant of observation.

But the sour apple | wanted

kept wandering outside the probability cloud.

Teeth bite through the moon, The spectrometer

spilling silver sourness. drafted a constitution of sweetness.
Their gloss is certified by congress.
Rotten skin

embraces crystalline sweet.

Every fruit vein had to Soumness becomes an outlawed heresy.
follow a standardized curve.

So wild acid goes underground,
On a certain night in late spring this year, Pesticides erased wild memory. founding cells of resistance in the seed.
I had a strange dream about a sour apple. Wax coatings unified reflectivity. Those expelled genes of sourness

trade mutation codes on the black market.

T'he assembly line is time’s dictator.
Sweet is legal tender:
sour is a wanted poem.
Each apple receives When every fruit has the approved stamp,
the same nationality of sugar content. the sour write, in rot, a last testament to freedom.

[ set out on an absurd journey
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After a week-long field investigation
can be confirmed that traditional
sour-apple varieties in the Jianchuan
mountains of Yunnan' have basically
disappeared. We visited 4 natural villages
and found that even the old trees in
household courtyards had been grafted

h as “Fuji” and

into sweet varieties su
“Guoguang.” My friend told me she does
remember that her aunt once had a sour
apple tree, but no one knows why it i

gone now

Farmers are resigned and pragmatic. Many

sour-apple trees in the mountains have

long been marked for grafting; high-grade

seedlings from elsewhere ha yured into

these hills. Farmers only hope that the
high-sugar varieties in their hands can
guarantee a good year's inco

modern orchards in the mountain

more like precision factories: row

and plant spacing are strictly v

even the size of each fruit seems precisely

calculated

Perhaps the “failure” of the sour apple is precisely its most precious quality

standardization. refuses to be sweetened. refuses to become a

sweetness. sourness itself becomes the gentlest resistance.
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Chapter III: The Tyranny of Sweetness
£==: K

@ﬂ%gifg;té_ﬁgﬁe"]ﬁ% Static from a centur
BERAR The Bai® people said

BEBTERRSENER it was the Sour Apple God’s last

While filming in the mountains,
we encountered a torrential
storm, and a landslide blocked
the road. Trapped in the car,
we watched a flock of sheep
with copper bells suddenly
cross the highway: their bells
produced an uncanny resonance
within the sound of rain. We

o discovered an abandoned
monkey habitat — the monkeys
had once fed on sour apples.
Most unsettling of all were the
orchards in the mountains:
three consecutive years without
any fruit. We were not sure
whether all of this meant the
gods had withdrawn their gift
from humankind.

On the eve of leaving Yunnan,
my friend and I went to a fire
ritual, but by the time we
arrived, only a near-spent fire
remained. On the way back, my
friend suddenly pointed at a
itless tree and said to me,
“Look—sour apples!™

go came thro

FIH

h the receiver.




Chapter IV: The Sour Existence of Miss Lemon

FOE: fri/ 889 BRIETFIE

Through countless days after returning from Yunnan to London, |
still could not put down the missing sour-apple tree, nor my friend
— sour like the apple itself — Miss Lemon. So in late summer this
year, in the season when mushrooms ripen, at her aunt’s invitation,
I returned to the mountain once more.

= she passed. Yet
¢ old house is
ent before

to fixed
KTV—refusing

5. she

f

iliness when
because she

1ld be needed for

Aug 17, 2025 - London Aug 20, 2025 - Xinsheng y™ process grief

The plane cut through thick fog; Miss
Lemon was waiting for me. She said the
summer rainy season was about to end.
thunderclaps rolled one after another, and
the mushrooms had sprouted. She and |
would finally return to Xinsheng Village’
back to the mountain that hid sour
apples and unfinished stories, back to the
“home” she had to relearn after her mother

passed away

{ug 19. 2025 - Dali

She drank coffee and talked about new
dreams: a film studio. two partners who
needed looking after. In the sunlight she
planned a “professional™ future, then in the
next breath dismantled it herself: “Maybe
I'm still better suited to being alone. I'm
used to solitude.”

The failure of professionalism lies here: it
teaches us skills but not connection

Her cousins were around: standing in the
sun, Miss Lemon seemed finally to blend
into this family. At dusk she suddenly
asked. “Will you still come this winter?” |
S I’d come for fresh pork. She said
softly, “Thanks for helping me finish my
KPI of returning home.™

We wore 20-yuan work shoes up the
mountain. Mushrooms appear only after
thunder, wild and refusing cultivation. To
seek them, you must be devout and accept
i ty most of the time—you

v make it a professional labour

Aug 20, 2025 - Xinsheng

We wore 20-yuan work shoes up the
mountain. Mushrooms appear only after
thunder, wild and refusing cultivation. To
seek them, you must be devout and accept
coming up empty most of the time
can barely make it a professional labour
She moved like an expert, yet back in her
wother’s old house that expertise
instantly. “Still planning a PhD?”
“Almost thirty — time to marry?” She
slumped on the sofa with her phone,
fending it off with a bitter smile. Her
mother had
such questioning; now the pillar

been the pillar separating
her fro
had fallen.

At the market we ate “pear-apples”™ and
they look like apples but are

“huahon

t bland,

not: the pear apple’s sweetness fe

the huahong’s sour quickly turned
astringent.
“search for the sour apple”™ itself was a

failed field investigation.
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clock. She
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photos. .. She pulled down the brim oI her
hat and hurried past, unrecognized, then
slipped into the hospital corridor and a

long silence.
AUEEZNONELFEE,

HFRBEEE.

When I left, it rained again.

Late summer felt colder than last spring.
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Final Chapter: A Defense of Sourness
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£ 08 A tin can holds the sobbing rain,

knocking sparks from stubbom sto
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In the dark, wild grass

chews and rech

Deep in a wind-eroded cave

an unyielding flag

People stand bowed along the riverbank.

their cups empty

They bend close to the gro

y listen to the surge of sour.
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In the field of contemporary art, fieldwork
is often seen as outdated and naive; the
supernatural is mocked as unprofessional
fantasy. Colleagues view our search with
skepticism, insisting that in a data-driven
age. persisting in the quest for a sour apple
that may not exist is futile. Yet I still chose
this much-questioned path — not because
I was sure I would find anything, but

because doubt itself is already an answer.

We insist on recording moments that
cannot be quantified: the jolt of
misrecognition on a stormy night, the
shiver upon hearing a mountain legend,
the inexplicable awe before a failed

These experiences — dismissed
by scientism as “unprofessional” — are
precisely the field notes we value most
Amid a wave of standardized research, we
deliberately remain clumsy, allow
ourselves to get lost. accept the possil
of failure —because that is the gentlest
resistance to efficiency-absolutism.

In my view, the sour apple is a silhouette

of many “sour existences.” [ll-timed

dreams. unmeasurable feelings, lives that
refuse effici all struggle to breatl
under the hegemony of sweetness. Like a
street performer’s improvisation, an
artisan’s stubbom technique, a poet’s
ungrammatical line — these
“unprofessional™ presences form the
undertow resisting standardization’s

tyranny.

This research did not ultimately find the
sour apple. but it led us to more: all those
unique, precious existences like the sour
apple — those “acidic™ lives that survive
with difficulty in a world ruled by
sweetness — glow quietly, waiting to be
heard and seen. This contemporary
exploration does not pursue the v:
conclusions, but cherishes loss of co

and deviation in the process. Ju
forever-unfound sour apple, our {

proves that possibilities exist outside the

empire of sweetness

obsessed with efficiency and
results, insisting on “unprofessionalism™
" is resistance in itself. Our
fieldwork is not about collecting proof., but
about pleading the case for all sour

for life forms that cannot be
measured. will not be standardized. and

existences

efuse to be enlisted

uniil sne draws them
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Watch Candy Gao's film

The Sour Apple Murder Case
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researcher and writer. |
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Niccolo introduces the project....

FUCKSPOTIFY is two things. Firstly. and
pretty blatantly. it’s a manifesto advocating for
corporate distrust. Companies like Spotify are so
keen to display how much they support and love
music and musicians. At the same time, they run
a business model that completely destroys any
type of financial stability to any non-famous
artist, enriching labels that own the music
industry and CEOs funding Military AL
Secondly, it’s a tool to move your music to other
platforms and fuck off from Spotify. connecting
the political statement into an easy concrete action
which directly impacts the company...
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FUCKSPOTIFY is a web-app based protest facilitating the
transfer of music away from Spotify. Artist Niccolo Abate
talks to Harriet Shepherd about their web-based project.

You mention that as a platform the project
exists in a “liminal space”. It reminds me a
little of Legacy Russell's manifesto Glirch
Feminism (2020), in which she understands
embodying the “inbetween™ as a “strategic
blurring of binaries”, in reference to
identity and the concept of “truth™ in
contemporary society. How do you
understand this “inbetweeness™ as
important to the identity of the project?

It definitely has a o
alking about. Whilst not directly connected to
g nas RU\\L‘:E.\ '~"-i"f'~.. |
hink that working “inbetween™ the labels
of meaning imbues more power to the project
. At the same time, | wouldn’t cal
process particularly strategic.
blurriness comes more

don’t think about wha

icc s toward sometni

emotional response to it.

Of course there is a step of curation and
making something that needs to
1 shared. but it’ n an
hought rather than a fundamental part of
. FUCKSPOTIFY comes from my
posed to make it
le upon. It’s true

d.as I am hard to
ribe and label. my work is too. I guess the
ctweeness here comes from that.

It seems there is a tension between
FUCKSPOTIFY's “success” and its existence.
You speak about it being “against itself.” The
way the promotion has been sucked in and spat
out by the Instagram algorithm left you
wondering if it was meant for a smaller
audience. Do you think that there is something
about the platforms or actions necessary to
promote it in a way that would see it become
popularised and far-reaching, that would risk
devalueing the project’s political significance?
Does it feel necessarily at odds with its own

success?

~f> “[ SUCCCSS
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I wonder what it would look like to
somewhat magically and utopically imagine
the perfect conditions for FUCKSPOTIFY
to thrive in a way that wasn’t antithetical to
its political agenda. Thinking about how
you see the project reminiscent of grass-
roots anarchist movements, relying on
community based proliferation and word of
mouth. Admittedly a fantastical question
but; what do you think needs to exist, or not
exist in order to imagine such conditions?

I have been thinking about this for a lon

} I et t e There are §
and honestly I'm not too sure. There are of

irse factors like access to th ne and
ary to ac ly participate in

Faaly

very

sl e s
Cial o1 o consider just that when so

historical movements have spus

from marginalised and economical
imunities. My

do already exist in ¢

ns for the creation of independent
y counter-cultures. What I'm worried
t is that. by design of social monoli

uccessfully enters the

1S€a .

¢ and Goth. while still

ged cultura

in London,

sublicatio
publicatic

One of the most intriguing things to me
about the project is its status as
somewhat legal, somewhat illegal
(another “inbetween™ | suppose). Is this
defiance an aspect of the project that
feels crucial to its existence?

hink thi 2 e
[ think this sf
cen

involuntarily forced by

themselves. The only
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otherwise reflect unfavorably on Spotify.

including an)
v means that I can’t conc

platform such as mine without

loopholes. The same apy

' a public APL but it

n library created by

can decide by themselves what to give and r

the public, and the workarounds most
I rones or bugs v ]

by the platforms themselves. Realistically. if

FUCKSPOTIFY was actually

could change their developer prog

require a verification or a fee (such as Apple)

and completely destroy the web-app

But what is a good poli

abuse of the systems it’s criti

ICCCSS L

1
the sa

erwise what the fuck is its point? If

)ing som g that they openly allow

How does your creation of this platform,
with its condemnation of the exploitative
practices of streaming companies, relate to
your own experience as an artist? How does
FUCKSPOTIFY traverse the personal andr
the impersonal for you?

£ 1N visua

impacting every

>: videx
audio technicians,
h
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usicians, but, uniess th



In the way that FUCKSPOTIFY seems to
be at odds with its own success, | wonder if
you ever feel similarly about your identity
as an artist or a creative person, like
creative expression clashing with the
pressure of professionalism and of course
financial necessity?

[ often do. My position as
since I don’t really do it full-time,
for the reasons you just mcﬂ'i- ned. |

h any type

exactly
know that every start of 2
of job requires some flexibility and

career wit

cumprnmiw since the job market is a fucki
v. but | \c never seen a poi
¢ when a lot of my
ntly political and most corporate
at [ believe

disaster rig

work is Li;\.k
es are morally opposite («
e myself some type of control
a minimum w art-time job that
ey and stability to survive each monti
ve doing it? Absolutely not. But it has
given me the option of working Il" very good
projects with smaller budgets an J it of
rcrxa‘r*,;: projects ~..;h as ex
magazines, animations and tools like
Fl (l\\i’()llf: \ \

v my output a lot and I work much too

ith no budget at all. It does

ne with my career
a while longer and actually

king a

Finally, it would be wonderful to know how
you think about the future of
FUCKSPOTIFY, is it as you say that it
should exist “in the dark forest of the
internet™, as a moment of time,
remembered by just a few individuals who
share the sentiments it preaches, or if you
would imagine a future iteration.

¢ with it apart fros
>lr;..l"ff £ ser ices i«
couple more features. /
leave it as it is and move on to
As | mentioned bef
o 3 nd/create
is. both on
of a pretty grand
ill require a |
llaborators so we'll see. If 2

this feels particularly akin to me or ha
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kind of crazy ideas. please g
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Niccold Abate x Hamriet Shepherd

In th that F Niccolo Abate is a trans non-binary Italian artist, animator, and creative te Jogist based in
n the way tha , =
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Transubsiantiation Part

understand of what 1

world. and ac lv how much mor
there is in circulation that every
have no power over. | Xam ; i
collage I juxtapose t

ice of Al in the US alo

h over $1 trillion by

to Statista
needed to rebuild Gaza, reg
than $50 billion in 2025 by

ce was quite unusual for me as an \lastair McCready. Depen

an

artist, as despite di.\n»;ir y familiar purces, it could cost anywl t
] i “the US Al market as ©

themes to my practi

with the medium was quite challenging
We tried to make a piece th
grand and structural. to match

at Was very
artworks. as well as consider the ¢ ch more disap
the exhibition was held at. San
consists of a metal thea
icture/cage with coll ‘
back of the structure, which surrounda TV hink in t
with a digital character enclo sed thlmu the §
whole space. On top of the structure a
sorts of chains and ropes were |
allow the viewer to interact w
receive responses from the character while
slowly uncovering the artworks

underneath.

The concept for the artworks was

research-heavy, as the collage was
focused on uncovering media’s takes
different major iss
juxtaposing data, in order to make huge

in the world and

scary numbers more comprel he e f undercoven
the everyday human brai .. Despite being truly disheartened to see the \hcg’
quite depressing, showcase a sh ift of some of propaganda, misleading

r,;\r,-,,f)ihillx\ from the avera son an and how powerless we feel as @
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“defens <'\¢".Jin;_" from the public sector,
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possibility of better future, not to mention
the ability to exhibit this piece, make
ers rediscover information for

thems xl\-;\ an in meaningful.

hard yet

installat
orporate social responsibility
ow neo-liberal capitalists manz
social bare minimum, whilst putting
choice of responsibility and change on
ir:dl\ iduals, active ecting them with
the sickness of apathy and hopelessness
Modern slavery, technological bias and
informational censorship are highlighted
through the physical and collective act

uncovering the installation itself.

4 b l N ¥ >
{ short descriplion of save me, as S¢ nin

ibition's catalogue

A small, distorted character hangs in a
dark space, trapped. Its body, human and
unnatural, trembles undcr invisible
weights controlled by God-knows-who
You’re invited to free it, PICCC by piece. As
the chains come off, it changes - leaming
or forgetting. Something will be revealed
l« s unclear who this is really freeing: the
you. or both.
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Unprofessing Professionalism

Nowadays, to be a
“professional” designer
means to have
accountability,
discipline, relevancy,
neutrality, skill, etc.,
which are values that
elevate the practice from
mere hobbyism into
something that
contributes to society.
On the other hand, it
has also come to signify
conformity, good
designers treated merely
as a marketable
commodity, aimed to
satisfy commercial
goals.

In this sort of environment, creativity that is
the core of design practice suffers as it
becomes secondary. It is a shadow of the
spark that got us into design in the first
place. Because of this, working freelance
has the appeal to enjoy some level of
freedom that we used to have, while being
able to sustain our livelihoods.

Interrogating this tension, thus, reveals a
critique that should invite us to rethink what
professionalism should mean.

"The Sterile Apolitical Design

Tradition" (Katherine McCoy) and "The
Thrill is Gone (Almost)" (Michael
Bierut)

Since the mid-late twentieth century, design

as a practice has wrestled with the effects of

commercialization. In her essay
"Countering the Tradition of the Apolitical
Designer" (1993), Katherine McCoy
criticized the “white lab coat™ neutrality of
professionalism in design, in which
designers are discouraged from their
personal beliefs and values, adhering only
to client goals. In this environment, design
is treated merely as a tool, rather than a
cultural act. “Good” designers are thus
reduced to commodities, expandable, and
interchangeable, expected to deliver designs
with efficiency rather than insight.

This is echoed by Michael Bierut’s essay
“The Thrill is Gone (Almost)” (1980),
which points out the hidden cost of
professionalism that pushed true creatives
of the field to the fringes: the sacrificing of
the thrill of creation in favor of short- and
long-term corporate goals. We commonly
find in professional design life, be it
fashion, graphics, product, ete., outcomes
that do not steer far from Pinterest echo
chambers, clients who change the work,
and decision-making marketing teams who
prefer to play it safe. In this system, the
value of design work is not defined by
originality or meaning. but by the
predictable delivery of marketable
outcomes. It is the same way generative Al
which produces work based on existing
case studies instead of abstraction, is more
favored by companies due to its efficiency.
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Samuel Christopher Ng

Creativity and the risk are inseparable,
and the thrill of freelance that
accommaodates risk

While all this is going on, freelancing
seems to offer a degree of freedom away
from reductive standards. Yes, freelance
design would technically still be considered
a business and requires fulfilling the client’
s goals, yet here the risk involved is
honestly embraced rather than avoided.

Generally, freelance clients are bold enough
to value an outsider’s point of view to help
their business. These clients are willing to
take risks to break into the market, pushing
limits and challenging conventions to grow.
Freelance jobs could also include simple
passion projects like a humble greeting card
for a loved one, involving virtually no risk,
allowing almost unlimited creative muscle
flexing.

Creativity and risk are inseparable. We can
never know for sure the outcome of a
design, we can only trust the process that
presupposes risks of failure. In an
environment where risk is demonized,
breakthrough and innovation is also limited.
To quote Milton Glaser,”...when you
eliminate the possibility of failure you also
limit the imagination.”

Professional vs Unprofessional

If commercial success isn’t the ultimate
goal, what value takes its place? To be a
professional, originally meant one who
professes publicly to master skills, rigor.
and specialized knowledge. It was less
about how much money one makes, and
more of a cultural act of expression using
skill and insight driven by personal or
societal values. We should therefore disown
or “unprofess™ the narrow values that are
suffocating the creative sphere.

This is not to encourage a full romantisation
of failure as the counter ideal because it is
unsustainable and risks self-destruction, and
complacency. The alternative should not
reject skill, discipline, and rigor. Design.
afterall, is a practice of communication, and
communication requires responsibilities to
audiences as well as clients.

What we need instead is to reclaim what it
means to be professional. Design. then,
must be disentangled from narrow
monetary dictates without discarding its
core values, Tenacity, brilliance, and
discipline are not enemies of creativity;
they are the scaffolding that allows risk to
become meaningful rather than reckless.

AL EE:

000000000000000000000000




en unprofess market

yOais as our

our

. profess proper desi
wural practice. McCoy poi
yners need to reclaim our

individuals contributing

aware that desi

er than only

values we hold. ra

as mere business tools.

of professionalism ir

m of valu

If we accept the current syst

ing sate geleats

risk complacenc

Valucs.

. avoidi

*mbrace

an

ner is not only

erce. but to shape culture.

"
=

)

Samuel Christopher Ng is a

sciplinary designer whose

f

l.:-

N W W ¥ v W
\ B DD B

*

/

e

/ J 1, 4 . J -
1 themes into conesi

v
-
=

v

/

\

ith a strong jociis on

A

‘/

y

.|
u

IIII.




KX EEEEERERRRY

e @

*

Hannah
Montana
Works a
Creative
Role in a
Corporate
Setting

.

3
=2
>
L
>
]
2
L
L
£
E
&
R J
8
R £
E
?
?
 J
L
k
L
L
®
®
®
®
h
®
k
R
®
®
2




sndicted
maucica

=

daress

AR A A AR AR AR AR AN AR N RN NN NA NN NN NRNN NN RN N

]
e
-
L
@
-
@
e
@
[
&
@
&
&
L3
&
€
&
e
&
&
e
e
L
&
&
@
@
&
&
@
L 1)
L
L 1]
L8
Y
&




yrate no
Shouldn’t

whnere we ar

next door. Someone

draw but

system t >mbra

race our i

alS without compt

Myra Salsabila Alwi is a proud Indonesian
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Driven by social justice and the
struggle is interconnected,
practices polarize between
commercial works ranging from social
media and advertising, set design, and
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community based participaiory design
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workshops. In between design, they

occasionally teach about visual arts and
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write about cultural phenomenons. You can
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find them on instagram unade?
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Unknown Quantities 13 thanks our fifteen contributors for
sharing their worlds with us, from personal reflections to
challenges against the rules that shape our lives, and to
deeply political insights. Our gratitude extends to Nick
and Matthew for their steady guidance, and to Central
Saint Martins for creating the conditions that allowed this
collaboration to t form.

In responding to the hope carried by Unkmnow

Unknown Quantities 13 continues the work of questioni

the systems we move through, especially those that claim to

define professionalism, value, and success. We hope this
issue acts as a space where uncertainty is not hidden, where
mistakes can be spoken, and where unconventional voices
can find room to breathe.

To Unknown Quantities 4. we pass this responsibili
forward. May you continue to look closely at what
troubles the world, and may you also welcome

at hold care, curiosity, resistance. and the possibility of

imagining otherwise.
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Special thanks

Isabel Albiol Estrada
Matthew Chrislip
Rebecca Hiskey
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Cara Jaime Lloyd
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