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How do I create ripples? 





How do we nurture ripples? 





How are rippling cycles sustained? 





   

 

 

 

 

 
 

 

 
 

 

 

 
 

We enter 
this realm, 

like a pebble 
into a 

pond. 
Immediately 

we leave 
ripples. 

As we 
move along, 

the ripples 
grow 

interacting 
with other 

ripples 
an ocean 

of ripples. 
Our ripples 

commingle 
influence. 

Cascading 
influence 

over time. 
Positive ripples 

or 
negative, greedy 

ripples. 
Which will we 
leave behind? 

In the end, 
will it be 

about power 
and money, 

or, 
the ripples 

of kindness 

that will change 
it all and 

reflect 
well 

‘Ripples’ on our 
by John Prophet passage. 
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Everyday life since 2020 changed dramatically 
due to a global pandemic, political divisions, 
many scientific breakthroughs and breakdowns, 

the highlighting of racial injustice through protests, 
& calls to action for climate change. We are all figuring 
out new ways of being in the world. 

The Æffect journal is in constant metamorphosis, 
evolving every year. In this issue we will act as gentle 
provocators, holding a space for all to plunge into  
ripples. The editorial agenda seeks to trace the threads 
of innovation in order to reassemble existing practices, 
thus inviting you to ripple into innovation. 

What are ripples? Ripples occur constantly and  
are part of everyday life. Ripples are not only in liquid 
states but also in thoughts and actions. As the philoso-
pher Alfred North Whitehead beautifully articulated,  
‘a thought is like a stone thrown into a pond, shaking 
not only the environment but the whole surface to  
its core’. The world is full of complexity, and ripples  
emanate whether they’re intentional or unintentional. 



 

  
       
        

       
       

        
      

 

 

 

 
  

 
     

Each being emanates a specific vibration in their ac-
tions, powers, and thoughts. Inevitably, purposefully,  
or accidentally, reading these words will ripple thoughts 
and feelings, connecting, predicting, returning with 
feeling, later, tomorrow, just now. 

Ripples are movements that create continuous 
impact. Starting anywhere and finishing everywhere. 
Ripples near and far, on the surface of any environment 
intertwine matter and meaning. One movement trig-
gers the next and causes new questions and insights, 
a continuous recurring effect. At present, the need to 
recognise our interconnectedness and for us to fully 
value every being has never been more evident. 

As a collective we wish to bring care and ethics 
to the innovation management community of practice, 
to encourage future sensibilities for an industry 
that has predominantly been dominated by ‘masc’ 
energies: science, logic, tech- and data-led decision 
making. We aim to rebalance this reality by bringing 
in a ‘femme’ approach: creating nurturing, intuitive, 
caring, cyclical innovation. 

How do we understand actions that bring about 
change? How do we feel change, see change, and make 
it happen? Are we unknowingly incubating ripples be-
low the surface? We believe that noticing these ripples 
can help us understand transitions better. 

This issue notices ripples at different levels: 
PERSONAL, which shifts your individual ways of being and 
seeing the world; COMMUNAL, which highlights pockets 
of communities and groups that come together around 
local issues creating ripples together and beyond; and 
MULTIVERSAL ripples, whereby practitioners and their 
practices are consciously interconnecting everything  
– human and non-human actors alike. 

Craft, design, technology, and culture are all 
themes that have evolved as part of our curation, 
ripples of conversations we’ve had with all our collab-
orators between 2018 and 2020. There are so many 
ripples from people and places, readings and feelings 
from there to here, then to now, that ripples of thanks 
are spreading their way to all the people across the 
world who have helped us. 

Here’s the stone, now read the stories. Rippling… 
Regenerating page-by-page, gently rippling across 
your reading... 

The Æffect editorial team 
Elizabete Ilstere, Gabi Orsi, Hannah Lyons-Tsai, 
Johnny Wilkes, Sarah Habib 
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     If you’re interested in making 
connections: I think of the is that you don’t know 

you won’t even 
of the details. And you can’t capture the full life of it. 

A lot of it is invisible 

or unknown, but knowing
throwing these stones out 

effects? That’s part of it. 

Nishita Dewan 
Systemic Leadership Consultant & Founder of CollaboratEQ 
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Emotional 
ARTICLE BY BLOOMING REALITY 
ELIZABETE ILSTERE, GABI ORSI, JAMIE LIM, 

LENI PIËCH, KARINA TSAI 

Leftovers 



 

 
 

 

  
  

 
  

  

 

 

 

 
 

 
 

 

 

    
    
     
     

  
   

     
    

    
    

  
       

     
 

     
     

     
   

   
       

What will you do with 
the remains of your sushi 

takeaway container? 
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19You know that sushi you just got? 
What will you do with the remains of 
your kappa maki takeaway contain-
er? And what will happen to it after 
you dispose of it? What is your rela-
tionship with it? Or with which other 
non-humans will your container 
interact after it leaves your compa-
ny? To find some answers, design 
studio Blooming Reality held its 
one-day ceremony ‘Trashmetery’:  
a concept that collides the words 
and practices of trash and cemetery. 
The ceremony was an opportunity 
for people to say a proper goodbye 
to their waste, to trigger thoughts 
on their emotional attachment to 
disposable objects, and to imagine 
what their afterlife could be like. 

You walk up to Granary Square 
from King’s Cross station to have 
your takeaway lunch from that hip 
restaurant right next to the Central 
Saint Martins building, because the 
day feels warm, so why not. After 

you stop munching on your deli-
cious whole-grain-rice-cucumber-
sushi, the moment of walking to 
the bin arises. As you get up from 
the concrete bench you see people 
dressed in black; a table set for a 
funeral – which seems odd. The 
signs say: ‘Say a proper good-bye!’ 
followed by: ‘Trashmetery’. You 
may be asking yourself what is this 
about? When you stop to question, 
the response comes, trash + metery, 
a concept that collides the words 
and practices of trash and ceme-
tery. But in the world of the normal 
this is madness – who has ever held 
a trash funeral? 

Waste is something so over-
looked, yet so personal. On a daily 
basis, individuals somehow have 
a particular relationship with the 
waste they create. Cutlery may 
touch your lips more often than 
a loved one. And why is everyone 
wasting these emotions? 

This funeral setting  
is starting to make 
sense. The people dressed 
in black are Karina (the detail spot-
ter), Gabi (the tender coordinator), 
Leni (the reality challenger), Jamie 
(the magical realist), and Eli (the 
idea connector). They ask you to 
fill in a form before you throw your 
disposable food container away. 
In the form is a section suggest-
ing ceremonial music for the food 
container funeral: you can choose 
between Stayin’ Alive by the Bee 
Gees, We’re made of stars by Moby, 
or Because of you by Kelly Clark-
son. Worth a laugh. It continues by 
asking where your waste is from, 
what would its name be, what kind 
of relationship you had with the 
objects, what next life you’d award 
them, and finally what you’d do 
if you had to keep them for your 
whole life. Questions answered, 
you lean forward to the centre of 
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the table and one of the partici-
pants opens the silver bin, a loud 
voice says: ‘WELCOME TO THE  
AFTERLIFE’. You stretch out your arm 
and drop the packaging into its 
coffin. You remember this action for 
the rest of your life – no emotional  
leftovers here. 

In your mind you might be 
thinking this is nuts, however, when 
asked, the studio swears by ontol-
ogy, which they explain is a field 
that studies notions of being. This 
branch of philosophy brings about  
a particular theory about the nature 
of being or the kinds of things 
that have existence. Therefore, the 
studio embraces notions of care 
towards all things by giving a voice 
to objects that speak in non-human 
languages – often too subtle for 
one to hear. 

Blooming Reality’s 
members have been 
on a journey that led 
them to meet in an 

innovation manage-
ment project as part of 

their masters program. They started 
up this project by exploring the 
discourses of waste and finding 
a niche area to dwell in to solve a 
client brief that asked for innova-
tive solutions for reaching recy-
cling targets for the next decade. 
Who would think that interesting 
insights could arise from a simple, 
fun, and brief design experience. 
When immersed in the exercise, 
people felt at ease to re-think their 
habits and biases towards waste. 

Recording and noticing the 
participants, the studio settled 
into an unexpected strategy for the 
client. One that initiates conversa-
tions with both the users and the 
materials. Trashmetery is more 
than just an experiment, it was the 
window for the studio to reflect 
upon the relationships between 

materials and trash, emotional at-
tachments to objects and personal 
lifestyle. It also acted as the bridge 
to present the idea to the public 
and make them think more carefully 
about their relationship with waste. 

Trashmetery gives you the 
opportunity to take a pause to 
reflect while you goodbye to your 
sushi takeaway container. A meth-
od to reconsider the form trash is 
socially viewed. Although it might 
not stay with us for too long, trash 
is something personal and there-
fore emotional, and should be 
viewed as such. Throwing away 
the unwanted should not be an 
easy action. Get back into the 
‘trash-met-eorological’ mindset 
and take a moment to emotionally 
connect with your leftovers, so no 
emotions will be left-over. • 

Further reading 
Morton, T. (2018) Being Ecological. 
Escobar, A. (2018) Designs For The Pluriverse. 
Hawkins, G. (2001) ‘Plastic bags: Living with 

rubbish’, International Journal of Cultural Studies. 
Willis, A. (2006) Ontological Designing. 

Design Philosophy Papers, 4(2), pp. 69-92. 
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Adhocism 
CONVERSATION WITH ISIDORA DUROVIC 
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While exploring your grandparents’ deal with unknown unknowns? 
garage you find a couple watches, And when dealing with them, im-
they are not in working condition provisation is a very big part of it. 
but still look elegant and unique. Elizabete Ilstere spoke with 
Then there is a tea cup on the left- Isidora Durovic, a fashion designer 
hand side, you wipe off the dust and Central Saint Martins alumni, 
and think to yourself that you would who based her graduate collection 
probably never drink tea from it around power dressing and the 
as it is rather small in size and you concept of adhocism. The collec-
would prefer a large chunky cup tion was completely made during 
from which you could sip tea for lockdown and features master 
hours without filling it up. You wan- tailoring made from sustainable 
der around a bit more to see what wools provided by Monteco as well 
other treasures you can find and as hybrid multifunctional acces-
leave everything where you found sories made from resources that 
it. However, there is some charm to are hand designed for a modern 
these objects and your mind is gen- ‘woman on the go’. 
erating scenarios of how and where 
you could possibly still use them 
not to leave them abandoned under 
the dust  in the dark. 

Adhocism is the art of improv-
isation. It first appeared as a term 
in 1968 in architectural criticism 
and has since been adopted in sci-
ence, culture, and fashion. It is 
a connector that synthesises two 
or more existing elements together 
creating a coherent whole, gen-
erating new ideas from the con-
junction of old ones. How do you 
modify something you already have 
into new ways of being? How to 
bring care into this action in order 
to transform it into a new object, 
element or matter? Innovation of 
everyday life is very much about 
connecting these dots. How do we 



   

 
        

 

 
     

 
  

 

       
 

 

 
 

 
        

 
 

 
 

 
 
The art of improvisation 
in fashion design 

Elizabete Ilstere 
How did you come across the concept of adhocism 
and how did it inspire your graduate collection? 

Isidora Durovic 
I’ve always had an interest in artists who utilise unwant-
ed everyday objects and materials. I think our everyday 
lives have endless potential for research which can 
be developed into something creative. Over the years 
I’ve trained my eyes to look for inspiration all the time.  
I have built up an archive of images of how 
people style and utilise garments, acces-
sories, objects to solve a certain practical 
problem. That was the starting point for my 
collection and how I discovered adhocism, 
which is essentially the art of improvising. 

The textures and colour palette evolved through 
analyses of Richard Wentworth’s 1984 photographic 
series Making Do and Getting By, in which Wentworth 
documents human resourcefulness on the street. I tried 
to recreate qualities of materials found on the street by 
waxing and bonding layers of fabric together. Inspired 
by the immediacy of a modern day life, I subverted the 
function of everyday objects and materials to create  
a series of hybrid accessories for a ‘woman on the go’. 
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EI 
What was the driving force for you to use this concept? 
Did you consider sustainability as one of the key factors? 

ID 
My primary goal was to explore the possibilities of 
everyday objects and materials, as well as the shapes 
and silhouettes I can create from them. Experimenta-
tion was the driving force of my process; sustainability 
was something I was considering every step of the way. 
For example, I sourced recycled wools for tailoring. 
Since the collection was made during lockdown, I didn’t 



 

 

 

 

  

  

 

 

 

 
 

 

 

 
        

 
        

       
         

  
          

            
 

 
         

        
         

  

 
         

         
           

           
  

            
      

         
       

       

have access to a big variety of shops, so all the buttons, 
zips and shoulder pads are sourced from deconstructed 
vintage pieces I used as toiles. All the accessories were 
made from objects I found in vintage shops, on ebay or 
at home. 

EI 
We consider ripples as an important part of every 
project – they are the effects and affects that happen 
throughout each and every action, and grow exponen-
tially in scale when working with possible futures.  
Can you relate to the idea of ripples in your everyday 
practice? 

ID 
I hope that through my work people discover the  
potential and beauty of upcycling and reusing ma-
terials. I think the only way to make more significant 
progress in the fight for a cleaner and greener future  
is by continually educating people and making every-
day small efforts. 

EI 
How has improvisation impacted your 
practice as a fashion designer? 

ID 
It made me realise that obstacles, restric-

tions, and lack of resources (in this instance caused by 
the global pandemic) can be unbelievably stimulating 
for creativity.  
I learned that design can/should be informed by avail-
able materials, which decreases waste in production. 
Adoption of the ‘improvising approach’ in the design 
and making process can be very liberating. 

Simplifying plans for my final collection turned out 
to be a positive thing. It made the whole process much 
more personal as I was trying garments on myself and 
making decisions based on what I would personally 
wear. Before the lockdown happened I had teams of 
people organised for sewing, marketing, accessories, 
etc. It ended up with me and my flatmate making every 
single piece from scratch. We made a set and filmed 
the collection in our living room instead of having a 
show. The realisation that I am capable of doing all that 
work by myself was very freeing. 

EI 
Do you see your collection as a bridge between fashion 
and socio-economic realness? 
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ID 
I grew up in Serbia in the 90s, just after inflation and 
the war ended. People weren’t in the greatest place 
financially. The improvisation mentality was omnipres-
ent within the working class. You would really think 
about it before you threw something away. People 
would repair and reuse all kinds of things to make 
ends meet. Because I am so familiar with this way of 
thinking (living), it was very logical and easy for me 
to adopt it as a way of working as a design process. 
I think fashion can be created from objects on our 
brimming handbags, cupboards, and drawers full of 
stuff which we never even open. Everything can be 
something else. A scarf can become a shirt, watches 
can become a belt, a key can become a button. 

EI 
What is your vision for the future? 

ID 
My long-term goal would be to build an independent 
creative practice, but it might take a few more years  
of learning before I make this move. I’d like to spend  
the next few years working in the industry, learning 
about how it can be changed for the better and collabo-
rating with like-minded creatives. When I start my own 
brand I want it to be very thought-through. I would like 
it to have a purpose and be an example of how things 
can be done responsibly with respect to the natural 
world and everyone living in it. I wish to see a shift to-
wards a more regenerative fashion future, with innova-
tive ways of using the resources we already have, and 
finding new beauty in transforming these resources into 
something fresh. That’s where I think improvisation 
can really play a big part. • 

Further reading 
Jencks, C. and Silver, N., 1972. Adhocism. London: Secker and Warburg. 



PE
RS

O
N

AL
 

RI
PP

LE
S 

25
 



Æ
FF

EC
T

26



PE
RS

O
N

AL
 

RI
PP

LE
S 

27
 



 
 

 

 

34 Æ
FF

EC
T 

Creative 
Adaptation 
FEATURE ON PATRICK DUFFY 

Design and music, that’s what 
Patrick Duffy’s work and play is. 
Having worked as a creative director 
for well-known brands and creative 
agencies such as Airbnb and Fallon, 
Patrick has most recently been busy 
re-branding DICE, the curated live 
event ticketing service on a mission 
to ‘get people out more’. Patrick’s 
life is not solely focused on creative 
direction - he’s also been exploring 
his own music as Marske. Æffect 
conversed with the North-Easterner 
on COVID-19, creativity, and failure. 



 

 

 

 
 

 
 

 

  

 

 

 

 
 

 

 

 

 

 

 
 

 
 

 

 
 

 

  

 

 

      
     

      
     

    
     

 
   

   
  
 

 
        

      
     
       

       

     
      

Patrick Duffy on... 

Storytelling and 
the ability to 
sell yourself as 
a designer 
A lot of designers are great at the 
design part, but they’re not so good 
at selling their work – to a client, to 
an interviewer. I was bad at selling 
my work when I started out too, 
even when I ran my own design 
studio. I made the same schoolboy 
errors that I see now in younger 
designers. I spent a lot of time 
talking about the intricacies of the 
design – the fonts and the colours 
and all of the things that the client 
doesn’t really care about, and no 
time telling the story of the work or 
of myself. When you’re presenting 
your work, those are the two stories 
you’re telling as soon as you walk 
into the room – who you are and 
why this work will succeed. 

When I worked in advertis-
ing, I started to understand the 
importance of telling a story. 
Selling ourselves is generally un-
derstood as a bad thing. But we all 
want to get paid for the work we do, 
we want someone to buy what we’re 
offering. That’s not going to happen 
unless you do a bit of selling, and if 
you don’t like that word, just think 
of it as telling a story. Human beings 
respond to stories; we respond to 
emotions, and we remember them. 
We don’t remember fonts and col-
ours, because they are merely the 
raw data. 

Learning from 
failure 
Failing can be a great experience 
sometimes – as long as it happens 
in an environment which allows, 

understands, and doesn’t punish 
it. In some companies, there’s a 
fear of failure because there’s a fear 
of reprisals. 

DICE is very driven by success, 
much more goal-oriented than 
anywhere I’ve ever worked. But that 
process includes failure. You can’t 
get to the answer without testing 
things that don’t work – that’s how 
product development works. Failure 
for me is just a part of life. We’re all 
failing all the time, it’s not some-
thing to be afraid of. 

My first attempt at DICE’s re-
branding was a failure: it just didn’t 
hang together. But being able to 
understand it as a failure and learn 
from it has been hugely liberating. 
It takes courage to stand up and 
say ‘this isn’t working’ – especial-
ly about your own work. But it’s 
so worth it. Now I see failure in a 
different way. There’s actually an 
amazing book on this topic called 
‘Black Box Thinking’. It’s all about 
how different industries use failure 
as a learning tool. 

How DICE and 
the music industry 
adapt in times of a 
global pandemic 
We reacted incredibly quickly to the 
pandemic – it was actually inspi-
rational to witness. If we look back 
to March, suddenly there are no 
events happening, no one’s buying 
tickets for gigs, we realise that live 
events are going to be on hold for a 
long time. This had a huge impact 
on the live entertainment industry. 
Our mission at DICE is to get people 
to go out more – but now, it’s not 
safe. So our question was: how 
might we give fans the experience 
of going out without actually leaving 
the home? This is when we started 

investigating live streaming – to 
figure how we can provide our fans 
with something that will give them 
an escape from the situation, help 
them connect with their friends, 
and help them discover a new kind 
of live entertainment. And after 
seeing how much joy it’s brought 
to fans around the world, we’re 
working on making that experience 
even better. 

The value of his 
work and DICE’s 
mission 
The reason that we want to get 
people out more is not because 
we want to sell more tickets, but 
because we know that there are 
huge emotional benefits to going 
out. We make friends, we learn 
about music, we learn 
about culture, we get 
to know more about 
people and about 
the city we live in. 
And we build memories 
that stay with us for a long time. 
So there’s a bigger purpose to what 
we’re doing, much more than just 
going out to gigs. As a person, 
I genuinely feel that what we do can 
improve people’s lives by bring-
ing them that connection with the 
world, with culture. If there’s any 
importance to what I do, it’s that. • 
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Image 
Gallery’s DICE rebrand 



         
  

 
  

       

 I would sayAs soon as 
           I think about what my impact is going to be on my immediate surroundings or the wider world. 

For me, you could interchange ripples with patterns.So which am I goingtoday? Which new
Which resonances?

with me? How
with others? 

Anna Murray 
Co-Founder of Patternity 



 

it’s fundamental for me.I wake up in the day, 

patterns to create 
relationships?
What’s resonating
am I resonating 



 

Something 
Coming 
Out of Me, 

Flamboyant 
ESSAY BY MOA JOHANSSON 
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Moa Johansson is a Swedish-born performing artist 
whose multidisciplinary practice balances between the 
moving body, photography, and sculptural work. In the 
context of intersectional queer ecofeminist reading, 
Moa investigates theories concerning the body, space, 
materiality, ephemerality, and (fleshy) liveness. 
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We asked Moa to reflect on how her artistic process  
has been æffected due to the pandemic: 

‘Without a guarantee as to when to present work 
next, the absence of arrival points forced/welcomed 
me to approach my process anew: what happens when 
one stays with moments of uncertainties and embrac-
es disorientation? Previously, my practice has been 
shaped according to deadlines; dates of performances, 
call-outs and contexts in which I presented work. Look-
ing back, I understand that my creative practice was in 
the firm grip of capitalism. With the complete re-shift 
caused by the pandemic, time allowed me to re-build a 
regenerative and horizontal approach to making. 

‘Maintaining a daily exercise of playing in order for 
curiosity to stay alert during lockdown proved impor-
tant. Because: what is an exploration if there is no curi-
osity to it? Curiosity that is otherwise sourced from per-
forming regularly, witnessing others live performances, 
or dancing and sweating with bodies in dark dingy 
basements. Within this new way of working/playing,  
I set myself rules (for the potential thrill of breaking 
them). This included ‘limiting’ myself to one material: 
the five flamboyant dresses, bought at a flea-market 
in 2016. The dresses had previously featured in vari-

ous performances of mine, but for a while have been 
packed away in the corner of my studio. 

the five flamboyant dresses became an exploration 
of “re”; re-striction as possibility; re-think, re-frame,  
re-form what is already there; re-fuse consumption as 
part of the practice; re-ject the neocapitalistic demand 
to produce fully polished art works as End Products. 
With “re” as a concept, I use the five flamboyant dress-
es to explore material-enforced tension/restriction/ 
permission as choreographic and sculptural possibili-
ties. Shifting shapes and forms, the dresses become  
a flamboyant extension of the body, a flamboyant 
disguise or they exist as separate, flamboyant entities.’ 
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01.03.2020 
something coming out of me, flamboyant 

12.05.2020 
a body, mine, outstretched in a room, 

unfamiliar. 

expanded, me, colour 
the space, it 

comes out of, me, a flood, to align 
with, 
to become 

a space, flamboyant 
extended 

out of me, empty, 
colour the room, extending 
still, 

unfamiliar. 

a body, mine, emptied, 
whose, wide open 
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31.03.2020 
re-forming re-framing 
re-pressing re-shifting 
re-using re-looking 
re-doing 
re-thinking re-turning 
re-positioning 
re-orientating re-negotiating 

(the -ing’s are vital here; the -ing’s are what keeps it alive) 

the (specification) 
five (direction points) 
flamboyant (conception) 
dresses (the very thing to suppress) 

the (arranging) 
five (navigation) 
flamboyant (incongruity) 
dresses (mis/fit) 

the (study of being) 
five (to be in question is to question being) 
flamboyant (orientation) 
dresses (norm) 

31.03.2020 
material surrounding, colours melting, body becoming, flam-
boyantly 

17.09.20 
sculpturing the fallen the rotten the forgotten, flamboyantly 

28.09.2020 
my hands holding something, flamboyant: the many natures 
of becoming 
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Images 
Moa Johansson’s archives 
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The 
Pleasures 
and Pains 

of Working 
from Home, 

visualised 
by Tagen 
Donovan 
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From my perspective, theimportant
I caused so far is my personal 

with many different ideas and experiments, but it was 
for me 

the possibility of 
and humiliation. Not 

my worried ego 
was the biggest splash 

Since, I’m open to play, connect, learn, 
and create bigger waves with others and the reach of that is difficult to measure – 

Aniela Fidler Wieruszewska 
Speculative Designer & Storyteller for Fashion 



 

 

 

 

most ripple
transformation. It’s in my nature to be working 

always difficult
to accept
failure so now. Healing 

I caused within myself.probably far! 



 

 

The Way We 
Think About 
Commitment 
in the 
Workplace 

is Wrong; 
ARTICLE BY PAUL ARMSTRONG 
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Paul Armstrong founded Here/Forth, a future  
technologies advisory. Paul created and curates the 
TBD Conference, and wrote the Amazon-bestselling 
book, ‘Disruptive Technologies’. He speaks to us. 

it’s About 
Them, 
Not You 
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Researching my next book before the pandemic and 
during it has thrown up some interesting differences. 
Interviewees now tend to focus more on productivity, 
trust and commitment; the people have become an 
invisible force that powers ‘things’. In short, Houston, 
we’ve got multiple problems. 

The COVID-19 pandemic has thrown up a lot of 
deep issues surrounding the workplace as millions 
of people ‘get’ (we don’t exactly have a lot of choice) 
to work from home. Individuals have never had more 
freedom, distractions and emotions that impact the 
work routine, but studies are showing that productivity 
is increasing. So why are employers – if sales figures 
of surveillance technology are an indicator – nervous 
about productivity? Where’s the trust? More impor- 
tantly, what happens to your workforce when you  
distrust them? 

Productivity-management software and other 
kinds of surveillance technology to track employees 
while they work from home isn’t anything new but 
the emphasis these now play is becoming apparent 
for both employer and employee. Tools like Hubstaff, 

TimeDoctor, ActivTrak and Prodoscore 
measure outputs and offer employers 
insights into productivity levels using 
surveillance techniques from analysing 

emails to monitoring biometric inputs. 
Sounds like the future, right? I hope not. 
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I’d like to see a different future, one that uses such 
technology to empower the individual and not just spy on 
them to ‘fix’ issues so they can go faster, longer, etc. 
Focusing on the person will bring forward the holy grail of 
work; often referred to as ‘discretionary effort’. Business 
jargon for going the extra mile, or as I like to call it ‘giving 
a shit beyond the paycheck’. 

Passion, offering ideas, doing more than your job 
description are all ways to show that you’re in the 
boat and asking for more of the oar. For businesses, 
employee engagement is worth its weight in gold.  
Employees are likely to stay longer, motivate others,  
not get demotivated as easily and increase profita- 
bility. Sounds horrible but both parties win. 

Both parties ‘winning’ is the point. Not every 
company is changing the world, but every company has 
the potential to make a difference. Creating, fostering, 
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and maintaining a committed workforce isn’t just 
business-smart; it’s world-smart. Customers can sense 
it, word of mouth spreads, and the company propels 
because individuals are spending their time pushing 
higher and not holding up the sides. 

If you can’t read this and say you’ve done 
everything you can to make your employees feel safe, 
valued, and understood, finish this and start making  
a list of changes and outcomes you want to see. Giving 
a shit is contagious and so is having a cause. Find one  
to get behind and make that the reason. Trust and com-
mitment are the keys to levelling-up your business  
and fixing core issues.  

Instead of demanding more and proving 
efficiency, showing employees you trust them is a core 
part of weathering and thriving during the pandem-
ic. I won’t sugar-coat it: your employees are judging 
you harshly right now. How they get treated, how 
colleagues get treated, what you prioritise and what 
you compare things to is all being clocked and stored. 
While many people I have interviewed have echoed 
sentiments that people should be glad to have jobs, 
and that rationale isn’t a long-term success play (not 
even a short one), addressing trust and commitment 
issues before they impact the company and not just 
the bottom line is vital. How companies treat their 
employees now will reflect the company they will 
become in the next 12-36 months. As remote work- 
ing becomes the de facto way of working one thing is 
clear, more businesses will accept remote working 
as the standard. The genie is out of the bottle. A fact 
that should terrify as much as it thrills employers. 
People can work easier than before, and working with 
smart individuals has never looked more appealing 
and acceptable to your customers. 

Instead of thinking about productivity, think about 
building commitment and focusing on the people you 
have now more than ever. Start by listening (individ-
ually, as a whole using surveys, temperature checks). 
Think about training, senior members can become ‘deaf 
listeners’ quickly, and it’s important to ‘walk the floor’ 
even if that means multiple Zoom calls. You might also 
want to create a ‘shadow board’ of younger employees 
focused on strategic initiatives to change the internal 
or external parts of the business that need help. If you 
have an anonymous suggestion box, get rid of it. By 
having such a device, you are demonstrating to employ-
ees one thing; your people can’t talk to you directly and 
should shroud innovation in secrecy, and only you can 
change these perceptions with actions. 

The pandemic has shown that it has never been more 
important to check and shore up foundations. Whether 
you have 5, 50 or 5,000 employees, you’ve got to com-
mit to de-insulating yourself to everything right now 
and start exploring and creating new ways to commit 
to your employees and not expect for it to be the other 
way around. Doing so builds resilient businesses, ones 
that won’t just last but that thrive beyond 2021. • 
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Image 
C lin Barbu’s archives 



 
Have You 
Ever Thought 
About 
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Designing 
Your 
Own Life? 
TRAIN OF THOUGHT BY YVONNE HENDRYCH 
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59Yvonne Hendrych is a life-design- 
and mindset-coach who has taken 
a different path from her previous 
career as a lawyer working as a 
lobbyist for the German industry in 
Brussels. The turning point for this 
shift in her career was an emotional 
burnout that encouraged her to 
search for alternative tools in order 
to give her life and work meaning. 
She started by choosing to move 
to Brazil and take part in a social 
innovation management program 
at the Amani Institute. She talked 
to the Æffect team following her 
train of thought about her journey 
and method through life design. 

Life Design is working with people, it’s 
working with empowering people in 
facilitating their change. And not so much 
the change of organisations or through organisations, 
I really needed one on one contact, because that was 
ultimately what I was missing so much in my time when 
I was working as a lobbyist, when I was constantly work-
ing on strategies, but I didn’t see the people behind the 
strategies. And from this on, I started to develop my 
new career. It was really a constant process of develop-
ment of trying out things. Some things worked, some 
things didn’t work. But nevertheless, I really built this 
career around a newfound connection with myself. 

The path that brought me here was absolute-
ly not a linear path and I think it never will be. There 
are always so many curves and interesting turns and 
twists and what I had envisioned up until now, turned 
out completely different. I now work with people in 
individual coaching, giving workshops. I also work 
with training institutes and different organisations. 
I’ve developed an online school for life design and I’m 
writing my first book, which summarises all of these 
things, and my life is somewhere between Brazil and 
Munich. Now due to the COVID-19 pandemic I am more 
in Munich, but I start to see the opportunities that lie 



 
 

 

 
 

 
 

  
 

 

 

 

  

 
  

 
 

 
 

 

within this situation... Life designing is a relatively new 
area. It is taking some of the main principles of design 
thinking, and adapting and transforming them to your 
own personal and professional life questions. It’s been 
around for a couple of years only, therefore there are 
not many teams or people who practise it and there’s 
not so much published material on it. 

Before and during every life designing work I do 
with people, I make sure to include the work on their 
mindset to help them become aware of their own 
thought patterns and limiting beliefs. Questioning why 
we think the way we think? How do we block ourselves 
with our thoughts? You can give people the best design, 
however, if they don’t work with their mindset, don’t 
believe in themselves, if they constantly undermine 
their own goals it will not serve them.  

A spiritual component is also very important for 
me through which I understand life designing. There’s 
not really one cookie cutter, where you say, okay, that’s 
life designing and nothing else. It’s something that will 
grow and as you start to apply some life designing prin-
ciples to your life, you put your own twist to it adapting 

it for yourself.  
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aware of the thoughts that 
we have every single day. 
Starting to realise them is 
already the first key step, 
and it’s really priming for 
everything that comes after-
wards, followed by drawing 
attention to the way you ap-
proach things. How are you 
living your life? 
Is it more in a planning mode? Or is it more in a design-
ing mode? If you plan, you sit down, and you work really 
hard on having this final outcome right away. Whereas 
if you say: I approach it more as a life designer, you can 
allow yourself to start moving with more ease and with 
greater flexibility allowing things to come into the pic-
ture that you haven’t seen from the get go. That’s the 
distinction between approaching something as a life 
planner or life designer. 
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Being more in a fluid movement, instead of planning 
a strict path. That’s a little bit of the preparation that 
I try to bring to people to understand how we can 
be more receptive for opportunities and to be more 
prepared for uncertainty. Life designing is really 
something that is adapted for times of uncertainty, 
for times where you have questions but you have no 
answers. The steps of life designing are very similar 
to the steps of the design-thinking process. Firstly, it 
all starts with empathising your current life situation. 
Where am I right now? What is important to me? What 
is really essential in my life right now? Those things 
change. When I look back to the questions that I had 
asked myself when I started to build my first career, 
they were completely different ones to the ones I was 
asking when I started to build my second career. So 
allow yourself to check in on a regular basis, am I still 
in alignment? Am I still aware of what is important for 
me? This is how to bridge the gap between your per-
sonal life or you as a person and your professional life. 
It’s all about empathising and understanding. There 
should be no gap, just alignment, which we should 
always strive to achieve. What drives you in your 

personal life is most likely the unique value proposition 
for your professional life, as this is what differentiates 
you from the others... 

Secondly, designing your life starts by looking into 
four pillars, the first being: the professional life, your 
aspirations, values, dreams. The second pillar: the per-
sonal life, your friendships, family, relationships. The 
third pillar: your health and physical well being. And 
the fourth pillar: intellectual and emotional wellbeing. 
Everything that nurtures your mind, spirituality and 
personal growth. These are the areas which I really in-
vite everyone to look into. Even if you’re in a moment 
where you say, it’s about my next career step, don’t 
stop there, don’t stop at the area of your career. Look 
into all areas, because you will find things that will 
merge or that will bring added value to the other. 

Where am I right now? What is truly important to 
me? What are my aspirations? What are my dreams? 
How have they changed? Take the answers of these 
questions into account and onwards define the chal-
lenges you want to work on. Especially when you’re 
at a moment where there are big changes happening, 
when you are transitioning. Be it entering 



 
          

     
    

         
      

           
        

       
           
        

         
 

         
          

          
        

         
        

           
   

        
        
          

  
        

  
         

        
      

         

         
          

           
          

          
         

          

        
        

       
          

      
         

        
       
           

 
          
         

         
    

          
        

 
         

       
 

       
        

          
          

       
          

       
        
       

       
 

      
      

         
      

         
        

 
       

         
          

         
      

           
   

  

the job market after finishing education, starting your 
own venture or other. So I always invite people to ask 
themselves what other focus points are there? I hear 
often from people, this was a very draining training 
or studies or similar. So you could ask how can I make 
myself emotionally and physically strong again when 
I tackle the next step in my life. Be mindful that there 
can be various questions in your life. Sometimes an-
swering them comes easy but sometimes it’s through 
trying and if it’s not moving, take a step back and say: 
maybe I’m not working on the right question right 
now. Give yourself permission to not jump immedi-
ately to the first most obvious challenge, but really 
assess where you are and where you could be. Thirdly 
we have the ideation process. Coming up with many 
ideas of how you can move forward and allow yourself 
creative flexibility. This is where I love to do a little 
dream writing exercise and just write, write, write as 
if there would be no limitations coming up with even 
crazy solutions. It’s so surprising what can come out 
of these kinds of exercises when you eliminate a lot of 
judgments and limiting beliefs. 

Don’t stop with  
the first idea that 

you have. Go deeper, 
look for another version  
of it, look for Plan B, look  
for Plan C... 

 And also understand that once you build your 
next step, the storyboard, that is based and aligned 
with the life essentials that you explored in the very 
first step of empathising, there are so many ways how 
you can materialise it. For instance, once I understood 
I really wanted to generate positive change in other 
people’s lives, I realised that there are so many ways 
how I can do this. For example through workshops, 
books, podcasts, talk shows, videos, online courses, 
it’s unlimited. So don’t stop yourself with the first idea 
that comes to your mind. 

The fourth step is prototyping. As soon as you can 
get to trying out things, do it. Don’t leave ideas too 
long in your head, if you give them too much time in 
your head, they will change, you wake up one day, you 

62 Æ
FF

EC
T 

think it’s the greatest idea of the world, you wake up 
the next day, you think the opposite. Don’t allow this 
to happen, really try to act upon the essence of them 
as soon as possible. Low scale, without big risk and in-
vestment. When I was thinking of launching the online 
school for life designing, I invited the Amani Institute 
and created a short course. The smallest possible 
version of what I was thinking of doing later, just to 
familiarise myself with creating the videos, gathering 
the material and using the platform to gather the first 
round of feedback. Prototyping is a really crucial step 
in understanding. Where are you standing in regards 
to this idea? What will the world do with it? Does it 
need it? Does it want it? Many things turn out com-
pletely different in real life than they do in your imag-
ination. You need to dig deep and do your research, 
speak to the people that are doing similar things, and 
go beyond the initial questions. 

The last step for me is committing to this life de-
sign journey and understanding that it’s not a straight 
line but an ongoing process, which is never really 
done, never really over. It is something that is ‘living’, 
moving and evolving, adapting to times you’re living 
in and the world around you. What I always find very 
important in staying committed, is finding your tribe, 
finding people who understand this kind of life pur-
pose, this kind of moving forward in a certain way and 
who can serve also as an inspiration for you. Once I 
started to bring both personal and professional values 
together to align them and to make them a whole, I 
started to have a greater motivation, more inspiration 
and innovation as you bring yourself to the solutions. 
And also you have greater resilience, because there’s 
always this deeper motivation driving you from the 
inside out. 

This process of alignment is definitely something 
that the industry and companies will have to face more 
and more to perform at their best. Recently we’ve seen 
how the ‘traditional’ industries have quickly adapted 
in regards to the self isolation rules and national lock-
downs. Within a couple of months they moved from a 
policy where it’s absolutely not possible to work from 
home to working from home as long as you do your 
work. I think those companies, which understand that 
this alignment is key and foster this state, value the 
people and what they bring into it, they will be the best 
performers. It will all be a matter of self regulation 
through competition. And the companies, which are 
very rigid and cannot let go of the old structures, they 
will suffer the most. 



 

 

 

 
  

 

    

 

 

 

 

If you have the choice, 
with whom are you going  
to work? Are you working 
with someone who says,  
‘I don’t care how your per-
sonal life looks, what you 
enjoy, what you don’t enjoy. 
You have to be here from 
nine to six’, or if you have 
someone who says: ‘You 
have to be a healthy person 
when you come to me and 
when you do your everyday 
work. So how can I support 
you so that you can support 
me?’ It’s clear which choice 
you will take... 

The COVID-19 pandemic has also brought a lot of re-
flections and questions within this period of solitude, 
questions such as what kind of leadership do we need? 
What role does innovation management play? It’s the 
time to walk your talk.  

It’s also the time where I think as leaders, we 
should be authentic. And we should be vulnerable to 
say, there were times where I didn’t have the answer. 
There were times where I hit rock bottom, things that 
were important to me crashed and I had to reassemble 
everything. But these are the things that helped me 
along the way. And these were the things that brought 
me back on my feet. So walking your talk, leading 
through examples and sharing generously... 

As an innovation manager, what you want to do is 
to foster insights, not only in yourself, but also in others. 
In the case of ’uncertainty’, if you don’t come to terms 
with the situation your brain automatically goes into 
fight or flight mode. Absolutely no insight, no innova-
tion can happen in that state. So your role is really to 
keep them in this insightful state rather than a flight or 
fight mode. Never underestimate your power in shaping 
what you’re doing. • 
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When ripples of
   almost not like a ripple: it’s 

there’s this sudden bolt of energy. 
of energy comes to you, you roll with it, 

into that for life. Otherwise, you 
never quite catch up 

is why I think (when) you missed that cycle, wait for it again. 

Amy Foster-Taylor 
Co-Founder of And Beyond 



     inspiration hit you, it’s a wave.And when you get it 

What we talk about a lot is when that kindhave to 
if an idea comes for a book or something, just put your head 

miss it, and you
with that again, which 

you then have to sit back andto come 



 
 

Twicelight 
ARTICLE BY EMMA HISLOP 

Collaborative 
disruption and advocacy 
for the amateur 
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I’ve always been fascinated by systems, imagining what 
I could make if I had the skills of a mechanic and engi-
neer. I used to dream of working on oily steel momen-
tum powered mechanisms that seem to tick towards 
an impending doom or fractured hope. It wasn’t until 
I read Kafka’s ‘In The Penal Colony’ that I realised this 
mechanical fascination mirrored itself in my frustra-
tion with the world we live in. The way things are done 
and that the system we abide to must be followed 
out of sheer faith. It exists outside of us, outside of all 
terrestrial conceptions. It is an unseen machine that 
ticks over nicely so long as it gets the fuel it needs. And 
that’s it; our system needs fuel, it needs someone to be 
in charge of putting the fuel in, sourcing it, making it. 
It’s not the momentum powered ouroboros that would 
truly function automatically. It’s a little close to home, 
sinking from Eames’ ‘Power of 10’ highest heights 
down to the picnic blanket because it needs our touch. 
The system becomes driven, and only a select few have 
the keys. We all know this linear economy story; we live 
it every day. 

As Artist in Residence for the Ellen MacArthur 
Foundation, I came to the role without any 
understanding of my tasks or expecta-
tions. I embarked without a basic un-
derstanding of what a circular economy 
is. Coming out the other side, I see that 
my role was to work somewhere between 
a collaborator and a consultant. The Foundation looks 
at why we do things, how we can change them and 
how we get to where we end up. They do this through 
working towards transitioning to a circular economy. I 
do this same work, except through my research-based 
practice that uses themes of aether, weather, pop 
culture and material processes to challenge the same 
thing – behaviour. 

Charles Duhigg’s ‘The Power of Habit’ portrays a 
mix of inspiring and disturbing anecdotes of capitalist 
manipulation; from Colgate to Febreze. He uncov-
ers ‘the habit loop’, explained through cue, craving, 
routine and reward to form and cement behaviours. 
Duhigg shares, “The golden rule of habit change: You 
can’t extinguish a bad habit, you can only change it. … 
Use the same cue, provide the same reward, change 
the routine.” Duhigg’s words come to mind in almost 
every project I’ve worked on, and so too it has now. I 
wonder how the work I have done for the residency, and 
its legacy extensions (ripples), fit into this format. Part 
of the key to the habit loop is identifying the triggers – 
cue, routine and reward. The linear habit loop is clear – 
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trends, purchase/produce, satisfaction. But to decipher 
the circular habit loop, the whole system needs shaking 
so that the identifying characteristics rise to the sur-
face. We need more disruption. 

Disruption makes space for change, alerts us to 
problems and breaks existing patterns of behaviour.  
I act as a disruptor by collaboration. By working with ex-
perts, I engage as an amateur in a new sphere, whether 
craft or industry, with eyes open to see past the blind 
spots that have developed over time. I’m confident the 
scientific glassblowers I work with didn’t know what 
they were in for when I first started digging through 
their glass bin. A couple of years on and they are excited 
to come along to the lab’s halls with me, knocking on 
scientist’s doors, and sending me glass creations in 
the post. Some collaborations are subconscious; I read 
research papers on topics I’m looking at but don’t know 
of, such as the microbiome. Then, reinterpret and uti-
lise information to reach audiences differently through 
visual art. The parallel rise of chronic gut disease and 
catastrophic climate events would be unknown to 
most, and may not be distinctly apparent in my sculp-

tural works. But by linking and tying it to 
things that are recognisable, I help the 
viewer to make the connection them-
selves – cue the reward. 

Experts and amateurs working with 
each other makes for real disruptive impact. 

The project “Meet Graham” brought together artist Pa-
tricia Piccinini, Australia’s Transport Accident Commis-
sion, Royal Melbourne Hospital and Monash University 
Accident Research Centre. ‘Graham’ is described as, “A 
catalyst for conversation and ultimately an educational 
tool, Graham shows us what we might look like if we 
were built to survive on our roads. He’s a reminder of 
just how vulnerable our bodies really are when speed 
and impact forces as low as 30km/h are at play.” The 
project’s aim wasn’t to remind the public that we are 
vulnerable creatures, but to develop a language, a 
visual experience. Doing so is necessary because of our 
society’s desensitisation to information from our ease 
of access to it. Not about shock, but recommunicat-
ing existing knowledge through the collective mind of 
collaborators. ‘Graham’ plants a seed that might make 
audiences slow down next time they’re in the car. “Al-
most all of Victoria got reached by the campaign…Even 
3-4 months on, Graham was still remembered by 
1 in 2 people. He has really taken hold in people’s 
minds” (Matt Pearce). There was never a specific call 
to action in the project which played to its success; 

no-one likes to be told what to do. We need to leave 
enough room for the audience to pull the parts  
together and make their own conclusion. Curating  
a habit loop where the reward is exactly the goal of 
the project’s inception. 

Collaborative disruption makes each party an 
amateur in the others’ sphere—jarring perspectives 
and breaking routine, inspiring new ways of thinking 
and approach. I’ve found solace in listening to the TED 
Radio Hour Episode ‘Amateur Hour’, where A.J. Jacobs, 
“has made a career of being an amateur. He talks about 
the year he spent living biblically — following the rules 
in the Bible as literally as possible.”(Ted Radio Hour). 
He views his life as a series of experiments, where writ-
ing for Esquire magazine sees him engaging in a version 
of method acting come journalism. Listening to Jacobs 
talk, I realised that this is how I approach my practice, 
each new project or idea being entirely different from 
what has come before. There’s always a connective 
thread, but each one is an individual experiment. It’s 
terrifying at first, the looming spectre of imposter syn-
drome. The irony is that once you find your feet in it all, 
you can scarcely call yourself an amateur anymore. 

When you are a collaborative disrupter, you and 
your expert are in it together, collective amateurs. Both 
uneasy about which path the other might lead you 
down, and even more concerned about making a fool 
of yourself. Enter with an open mind and open network. 
As an expert, you will need to call upon all of your past 
work and resources; as an amateur, you should attempt 
to delve into these. It’s not for the faint-hearted – you 
will always hold dual roles in this endeavour, twice the 
work and twice the effort. But if truly immersed and 
honest, sharing all of your precious secrets and failures, 
twice the reward awaits – twice over. • 

Glass image Glugous, 2020 by Emma Hislop 
Stills Still from Anima Mundi, 2020 by Emma Hislop 
Render Study in Glassiness, 2020 by Emma Hislop 
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I have been dancing from 10 years old. 

Now as a mentor I make 
in the dance community; inspiring them 

to 
connectors and 

This is not what we are taught at traditional 

I am asking them to think too: how 
to feel
ripples

creating?
can our work tell 

diversity and 
in our industry? 

David Blake 
Performing Artist, Mentor & Founder of Blake Arts 



                                                       

  

 

ripples with artists 
to have the entrepreneur mindset,

become
network-builders. 
dance school.

do you get people
the 
you are 
What stories 
to better create 
inclusivity 
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Edgard Gouveia Jr is a master of play and through his 
practice mobilises ‘people, organizations and com-
munities to deal with specific issues to take care of the 
environments around them, through playing.’ Edgard 
places an importance upon people collaborating to cre-
ate better futures that are good for humans and nature. 
Whilst based in Sao Paulo, Brazil, Edgard works globally. 



 

�  

  
      

         
       

         
         

         
          
           
        

 
 

 
       

       
 

         
           

 
 

 
 

 

 

 

 

 

Communities 
A PLAYFUL EXPLORATION WITH EDGARD GOUVEIA JR 
IN CONVERSATION WITH 
HANNAH LYONS TSAI AND JOHNNY WILKES 
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75Why is play important? 
When asking Edgard to tell us how we can use play 
to regenerate our communities, we uncovered that 
humans are already always playing a game – it just 
isn’t always recognised as such. In Edgard’s words, 
we are all ‘tamed, like animals’ to play roles dictated 
by our culture and our environment. The rules of the 
game aren’t always explicit but we are all aware that 
in order to be considered successful in life we have to 
be the best that we can be. We often perceive that we 
are playing against another to achieve what we need 
in life. 

The rules of the game are set and often dictat-
ed by social status, hierarchies, race, sex, economic 
standing, and, as our lively discussion with Edgard 
highlighted, playing these games often leads to a 
great deal of personal sacrifice – our time, our rela-
tionships, and indeed our wellbeing can be put on the 
line to find success in the game of life. So we asked 
Edgard: 

How do we free ourselves 
from these barriers? 

Try on a new reality! 
So the fields of 
play naturally bring back 
imagination, fantasy, 
collaboration, joy, 
connection. 
When we play, we do what feels good. Culturally, we 
may not think this is the right way to solve our challeng-
es. Try to avoid listing the stereotypes here, but we bet 
we can immediately think of different societies that 
seem more playful or more serious than others. ‘Oh, we 
don’t play around here—’ seems to be a common thread. 
Edgard recounts many examples of Harvard students 
and boardroom executives who are initially resistant to 
his approach and say that they don’t usually play. 

Despite our social barriers, however, people are 
inherently creative and empathetic. In Edgard’s expe-
rience ‘we all crave play, fun, excitement and cuddling’. 
By getting groups of people to play what he describes 
are essentially ‘kids games’ and building fantasies of a 
better future together, their barriers get broken down.  
Edgard explained that the best demonstration of this 



 

 
 

 
 

 

  

 
 

 

 

 
 

      

   
 

 
  

 

 
  
 

 

 

          
       

       
       

  
 

 

  

playful approach exists in many Latin American coun-
tries through the practice of gymkhana. In this exam-
ple, sometimes ‘the whole town comes together. 
And we create teams of 300-400 people – that’s 
sometimes a whole neighborhood and we play im-
possible missions. This impossible mission might be 
to find a pink elephant – well, initially we think that’s 
not possible, however, we know that it is meant to be 
impossible, but with the creativity of everyone, it can 
be done’. What was most exciting to hear about these 
games was how everyone comes together despite their 
social statuses, overcoming barriers for the collective 
good. Edgard enthused us by recalling his experience: 
‘[in the game] we can be whatever we can; we can be 
silly, we can be kids, we can run into the hotel looking 
for things as if we’re crazy’.  

Sadly, it seems that, from Edgard’s experience, the 
cultural practice is slowly dwindling and he tells us that 
‘We still have maybe 20 cities in Brazil that play these 
games but when I was a kid, we had like thousands of 
them, where the whole town came together.’ 

Play is what sets 
 us apart from other 
species 

Of course animals play but can they reim-
agine their reality? With much humour Edgard told us 
‘You can get a dog and you can pretend he is human. 
Oh, Peter, you called the dog Peter, you put it in the 
bed. You treat it like a human being, you’re sitting in a 
chair for dinner, whatever you’re doing, his being isn’t 
changed, he is going to be always barking!’ 
Humans are always naturally adapting to their environ-
ment. When you consider the barriers mentioned be-
fore, we are always asking ourselves how do we respond 
to the situation around me: What is my job role? Do I need 
to take on a responsibility here, do I need to be extra 
polite to this person?  

Think: how easy is it for you to play the role of the 
dog, the model, the child? What about that of the curi-
ous collaborator?  

A community already has 
everything that it needs 
Edgard articulated his definition of a community as 
a group of people with a shared stake in something, 
which could be an organisation, or a place of living.  
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A community is able to recognise and thus reinvent the 
rules to maximise better outcomes within their existing 
systems. Articulating it superlatively Edgard summaris-
es his outlook as: 

All the water for all the 
thirsty AND all the thirsty 
for all the water. 

In his experience of creating safe play spaces and 
through his natural engagement with people, Edgard 
concludes that, naturally, people are abundant: where 
you as an individual are lacking ego you can find that 
another in the community has too much. 

It is Edgard’s assertion that we are fulfilled when 
we are able to give away that which we have too much 
of: ‘sometimes in life you feel that you are abandoning 
your flow of water, right? And it seems like it’s a waste 
of water. But in the community, there’s another thirst 
for that as well. Sometimes your need is someone that 
takes your water, your buoyancy I want you to have it. 
And so this abundance is just too much for me. There is 
something there that someone else needs. And the op-
posite: what you need you can find in the community.’ 

Global challenges create 
the opportunity to reimagine 

On the matter of external challenges to our ability to play, 
Edgard is enlivened by historic patterns of innovation 
that often show how war, pandemic, and socio-economic 
breakdown force us to reimagine new possibilities. 
For Edgard, the innovations that have been created over 
time are an example of the power of our imagination. 
We learnt to fly, we learnt how to breathe underwater. 
First, we had to find the inspiration for it in nature and 
then we had to imagine it for ourselves! 

Edgard’s work within organisations and social 
innovation fellowships focuses on creating leaders who 
are imaginative storytellers, who, he offers, ‘now, no 
matter the darkness, are able to create gardens in their 
own hands and share that. So they can lead us all to a 
different story. A different narrative, not the narrative  
of man cannot fly.’ 

Play, not fight, to change 



 

 

 

 
  

 

 

 
 

 

           

Furthering the discussion that we are natural players, 
Edgard highlighted that, all too typically when we 
want to change things, we often think that we need 
a ‘winning mentality’; we need to fight against the bad 
things to get our changes through. This, he says, is 
the activist mindset. 

Actor or activist? 
There’s a similarity but the 
‘activist’ is always fighting 
against something. Yeah. 
Not together with someone 
– for something. 

A revolution, however, as Edgard (and indeed many 
other systemic and regenerative leaders) tells us, can-
not be won through fighting – this creates more fights. 
Indeed, a historic analysis will demonstrate that time 
and again, despite traditional activism changing history 
for the better, coalitions were required to eventually 
bring through the ecosystemic shifts needed for them 
to be embedded into society. We are therefore called to 
lead the way through the identification of our common 
needs, collaborative play, and experimentation. 

Indeed, this type of leadership advocates for calls 
to the poets, artists, architects, builders, and musicians 
within to be unleashed. Edgard notices the gravity of 
the challenges of our times but also that we are sur-
rounded by much potential and good news stories – 
the ones that do not sell papers but exist everywhere 
nonetheless and can be cultivated through a revolution 
of the imagination and the heart! • 
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Please join us on the next pages to play our board game 
designed with Edgard’s approach in mind. We invite 
you to imagine who you need to play this game with in 
your game of life, and how can you playfully address 
some of the challenges that stop us from enacting 
change in the world. 

Game illustrations by Magda Bryla 
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Design 
CONVERSATION WITH 
FERNANDO LAPOSSE 



     
   

         
        

 

 
 

       

     

 
      
       

        
 

 

 

  

 

 

  
 

Elizabete Ilstere in conversation with London-based 
Mexican designer Fernando Laposse discusses the 
ripples he creates and how humble materials – such as 
overlooked plant fibers – can generate a positive social 
impact through design. 

His works are the result of periods of research that 
are developed into objects where materials and their 
historical and cultural ties to a particular location and 
its people take center stage. He often works with indig-
enous communities in his native Mexico to create local 
employment opportunities and raise awareness about 
the challenges they face in a globalised world. 

His projects address topics such as the environ-
mental crisis, the loss of biodiversity, community 
dissolution, migration and the negative impacts of 
global trade in local agriculture and food culture. 
He does so by documenting the issues and announc-
ing possible resolutions through the transformative 
power of design. 

He has exhibited at Triennale di Milano, Cooper 
Hewitt Design Museum, London Design Museum, 
Victoria & Albert Museum, the World Economic Forum 
and Miami Basel to name a few. His work 
is held in the permanent collections of 
the V&A and SF MOMA. 

Elizabete Ilstere 
How do you see ripples in your everyday practice? 

Fernando Laposse 
My practice is really about creating a system rather 
than just the product, and compared to the average 
design project, my projects are very long-term. Some of 
them I have been doing for more than five years and we 
didn’t sell the product until the third year. So those first 
years were really about creating a system where you 
can repair some of the environmental and community 
damage, to make sure that we have a process that is 
long-lasting, that is beneficial for everyone that’s in-
volved, and also beneficial for the natural environment 
in which it is being implemented. 

I’m really interested in the concept of interspecies 
design: how you design with plant species, with animal 
species, as well with indigenous people. I think inter-
population and interspecies design very much relates 
to this idea of a ripple effect. How can you create some 
sort of change in a location, which has had repercus-
sions for years. For example, in my Totomoxtle pro-
ject I make a new material out of the leaves of native 
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corn, which is something being done in an indigenous 
community in Mexico. One of the main goals of this 
project is to reintroduce the heirloom and ancestral 
varieties of the area. We were supported by a seed bank 
for four years to reintroduce a lot of these species, and 
some of them did really well, and some not so, due to 
the environment, but the project got the community 
very excited. Last year the community actively start-
ed to look for ancient seeds until they found a string 
which has become the most important variety that we 
are using for the project right now. So, that’s a good 
example of something that starts with the designer, but 
then gets taken over by the community, which really is 
the goal: to engage a community, to start to have a shift 
in perspective on how to approach the challenges and 
environmental problems of locality. 

EI 
While considering everyone in the network and  
creating together? 

FL 
And working with interspecies philosophy. 

For thousands and thousands of years 
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indigenous people in these areas used their traditional 
methods of agriculture, which were working really well. 
For example, whenever they planted, they planted corn, 
beans and pumpkin together. That’s something that 
people have been doing for thousands of years because 
if you only plant corn, you ruin your soil very quickly. 

Complemented with other things, corn takes a lot 
of nitrogen from the soil. Pumpkins grow really quickly 
and create a sort of a carpet that holds humidity and 
blocks sunlight from weed, making it a weed-control 
system in itself. It might not be as productive as a field 
of corn, which is pumped with chemical fertilizers, but 
it’s a beautiful system that worked; always in balance 
and always long-lasting. However, the problem was 
that these indigenous people were sort of forced both 
by the government and by the market to adapt to high 
value production. We need to feed the world, therefore 
need to produce more, which is often the argument for 
GMO seeds, pesticides and fertilizer use. But in reali-
ty, what happened was that an existing system, which 
was already working, was broken and it created a cycle 
of migration, where most people had to migrate and 
everyone stopped producing food altogether. What we 
have been doing with the project is to try and give the 
idigenous people confidence again, to be proud of their 
system that was already working. 

Talking about ripples, this is an idea of saying let’s 
wait a second and look back at what we used to have; 
let’s transmit that thousand-year-old knowledge; let’s 
redesign the system by creating something new out of 
something old. Our core team of people at the begin-
ning were all in their 70s and then there was me who at 
the time was 26. We were working together to see the 
advantage of reconsidering a system and repositioning 
it in the 21st century without losing that thousand year 
old knowledge. 

EI 
Your work touches topics such as sustainability, the loss 
of biodiversity and community dissolution. Did you rely 
on the transformative power of design to touch upon 
these complexities? 

FL 
What design does is it manages to synthesise a lot of 
really complicated ideas and it manages to join a lot of 
people who would be disjointed, under the pretext of 
creating this beautiful object. I think the challenge al-
ways with design is to see beyond just the final product, 
and consider that you can design a strategy as well. 
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So you might see it on a very simple level that my pro-
jects are about creating new materials but what they 
really are doing, they are creating new systems. I’m very 
excited to explore the methodology of creating design, 
because I think it goes beyond sustainability. If you look 
at the classical definition of sustainability, it’s about 
sustaining our resources. It’s about maintaining the 
resources that we have for the next generation. But this 
is an idea that was forged in the 60s and 70s. And may-
be back then we could still brag about certain natural 
resources that were on top and that we were preserving 
for the future. But we’re way beyond that, we’ve creat-
ed so much damage to the natural environment and to 
the world that sustainability is really an idea of the past. 
I think it’s more about regeneration, I’m more about 
projects that create a wealth of resources, increasing 
biodiversity that increases our chances of tapping into 
resources for the next generation. 

I think one of the main problems with the way sus-
tainability is being portrayed and discussed nowadays 
is that it’s becoming a little bit of an extra marketing 
tool. It’s very easy to simplify the pillars of sustainability, 
where for example we focus a lot on recycling and on 
plastic because it’s really easy to sell something new 

again and it’s very easy to use sustainability as a means 
to just resell something. It’s much harder to talk about 
biodiversity. It’s much harder to talk about indigenous 
rights. It’s much harder to talk about their responsibil-
ity, for example colonial powers, which are now devel-
oped countries. And the immense responsibility and 
the immense injustice of access to resources that are 
funneled to these countries, from poorer countries. Be-
ing from a country which is “developing” we still have a 
large population of indigenous people. And for me, it’s 
very important to talk about these topics. That’s where 
design comes in. Because without just purely using guilt 
tripping, I’m not about saying what everyone should 
feel about our paths because it was terrible, it’s about 
also acknowledging that this and that happened. It’s 
not an ancient history, it’s still present history, there-
fore how can we start to question the systems to pick 
them apart, and to look at examples of how indigenous 
people can create a blueprint, how can we approach 
these issues about sustainability and biodiversity? 

Since the COVID-19 pandemic started I’ve been in 
Mexico and I’ve been mostly living with these people. 
It’s incredible to see how they live, how they 
have this knowledge with wild plants, this 
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knowledge about eating insects, this knowledge 
about not wasting anything. These systems that I have 
created for my design projects are not created by me, 
they’re co-created with them. For example, all of the 
cut off leaves that we don’t use, they feed to their 
animals, they bury them underground to feed their 
worms, to create more fertilizer. These are all tech-
niques that are so ingrained in them. It’s all about 
design, but it’s also all about observation – a big part 
of designing is observing. I think with a lot of my pro-
jects, what I’m trying to experiment with is to create 
a new model where the priority is not the client that 
is going to buy the product, but the employees and 
the landscape to which these projects are applied. It 
just happens that of course you have to have clients at 
the end of the line because that’s how you finance the 
project. But it’s not a project which aspires to make 
a lot of money. It’s more about how we can create 
a system that is long lasting, and that respects its 
natural environment That’s the main idea. It is a big 
opportunity for design and this is where design can 
really shine. It can touch on topics of food, production 

and communication. Design is really such 
a wonderful practice because it encom-
passes all various things. 

EI 
How did you see your actions positively 

affecting  people in the communities you work with? 

FL 
It certainly has created a positive change. But I think 
that change has been a two-way street, as they also 
created an incredible change in me and how I devel-
op as a person. It changed a lot of my expectations of 
what I consider success. To go back to the question 
about how this has changed the community, I think 
it’s definitely changing in a sense that we’re breaking 
a lot of social barriers. For someone who’s from more 
of a European descent, like myself, in Mexico, it’s quite 
hard to create a collaboration with an indigenous 
community as there are all these past tensions that are 
very hard to overcome. First of all, we need to create a 
deeper level of trust again, between the groups that we 
represent and secondly give a lot of encouragement to 
other projects that they have locally. For example, the 
community started a project which was completely led 
by them, where they were reforesting all the mountains 
around their village because one of the main problems 
that they’re facing is erosion. This has been because of 
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a combination of a change in agriculture, where a lot of 
chemicals are being used, along with climate change. 
There’s been a real problem with a lack of rain and very 
uneven rain patterns in the area. It did not rain for al-
most a whole year and then a whole year’s worth of rain 
fell on one occasion, which then makes soil move away 
because there’s nothing holding it. Therefore, one of 
their very ambitious projects was to reforest by planting 
cactus. However this was kind of being abandoned at 
the time when we started, but then we used some of 
the revenue from another project and organic waste for 
recomposing to send to this reforestation program. 

On a deeper level, I think the positive change in the 
community has been that they are starting to realise the 
value in taking care of their environment. They’re start-
ing to link ideas together. The general population in this 
very small village is seeing the relation between taking 
care of the plants at the top of the mountain and their 
relation to the water that they’re going to have at the 
bottom of the mountain to irrigate their crops. They are 
seeing the connection with going back to the tradition-
al methods to increase the fertility of their soil. I think 
they are starting to realise that there are certain op-
portunities in joining the global economy with projects 
such as the one that I am implementing. Because one 
of the main issues, which happens to a lot of indigenous 
communities in Mexico – and dare I say Latin America – 
is that they get all the negative aspects of globalisation 
like GMO crops and the price of their crops are fixed 
because of a global demand. If you go to the local shops 
in the village, it’s all global brands but the communities 
are not able to access many of the advantages globali-
sation gives. However, we are trying to turn that on its 
head since we started working together. For example, 
we started to use certain computer design techniques 
and share those skills with the community. We have 
relationships with international couriers where they can 
use the global network to also send their products to 
everywhere in the world. It’s about showing them some 
of the opportunities of the global economy while main-
taining their traditions. That’s a really interesting mix. 
Because I think another impact in the community is to 
show them that the future of indigenous people doesn’t 
mean that they need to stay away, they need to be able 
to also access some of the privileges of the global econ-
omy. The future of an indigenous person is going to 
probably be someone that knows how to use a comput-
er, that knows how to sell online, that also knows how 
to communicate their stories on social media. But their 
stories can remain the stories of an indigenous tradi-



 
 

 

 

 

 
 

  

 

 

 
 

 

 

 

 
 

 
 

 

 

  

 

  
 

 

 

tion. These are some of the things that we’re trying to 
do with our projects and these are some of the impacts 
that we’re having in the community, creating these new 
models of production and portraying an indigenous 
community to the world. 

EI 
How do you bridge the local community practice with 
the global one? 

FL 
It’s about really using my platform; I now have a certain 
online following and I get to exhibit some of my work in 
museums and in areas of culture where you get people 
paying attention, which then gives an opportunity to 
tell the story of this community. How do I bridge that 
gap? I think this is partly taken from my two previous 
answers, which is to put a face to a problem. We need 
to create more emotional connections to these issues 
of sustainability and the environmental crisis. A lot of 
what I do is documentation, I bring my camera, I shoot 
videos, I edit them and I include them to present my 
projects, which is a way of bridging that gap. It’s about 
reframing the conversation so that the West can start 
looking at these people from a different perspective, 
it’s interesting as well to see that this is also causing 
some change in Mexico within Mexico. Because there’s 
a huge disparity between social classes here and be-
tween urban communities and the rural communities, 
which are only a few hours away. For example, someone 
in Mexico City might have more things in common with 
someone in London despite the differences in lan-
guage and culture, but there will be more contemporary 
cultural links, rather than someone in Mexico City and 
someone in the mountains, which are only maybe three 
or four hours away, but in an indigenous community, 
even though they’re both Mexican. 

Having a global output of the projects is also cre-
ating some really interesting debates and questionings 
within Mexico. I think some of the great changes in 
sustainability and environmentalism in the future are 
not going to happen in Europe, they’re going to happen 
in Africa, they’re going to happen in Latin America, be-
cause these are the last frontiers of natural resources. 
We must see opportunity in the fact that we’re still de-
veloping because we can see the mistakes that Europe, 
United States and parts of Asia have made, and have 
the hindsight to not repeat them and to question where 
we want to develop. It’s precisely this zooming in and 
out of the global problem within a local community, and 

then reframing that into a global panora-
ma, which is going to be really interesting. 
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And that’s where design has the amazing power of 
putting a mirror to the face of a lot of policies and plans 
for the future and saying, well, we’re only discussing 
one reality but there are many realities, and we need to 
diversify that talk. 

EI 
What’s your vision for the future? 

FL 
I used to think I had a vision for the future but since the 
beginning of 2020 it’s all been questioned. It will be 
arrogant to say that I have a neat solution. I’m still very 
young and personally want to keep on working with 
the communities that I work with. For me my projects, 
especially my agave fibers and corn projects – they are 
life projects. Initially the agave fiber project started in 
another region of Mexico with another group of people 
and then I decided to shift the production to the same 
village where we have corn, due to the fact that we 
started to see new opportunities to mix these two pro-
jects. A lot of the reforestation efforts that we’re doing 



 

 

  
 

 
 

 

  
 

 

 

 
 

 
 

right now are with planting agaves as it is going to be 
the material that we will be able to use when they’re 
mature in seven years. In the last nine months, we’ve 
planted about 15,000 plants of agave. This is an invest-
ment that we’re going to recover in seven years and it is 
not only going to yield the fibers for my project, but it is 
going to yield protection against erosion. It’s going to 
help our corn and the environment of the village, which 
is the long term view. 

That’s my vision. How do you start to use these 
design projects as building blocks over one another? 
How can you create a vision and infect people with this 
idea of looking at these interconnected building blocks 
to improve not only the environmental state of the area 
but also economical? Can we start to inspire not only 
communities, but also young designers, universities 
and educational centers such as Central Saint Martins? 
Looking and seeing the change my design project has 
managed to make in one community, a project which 
has only lived for five years, it’s incredible. When I was 
graduating from CSM we were over 100 people in our 
cohort and we go back to the topic of this issue, creat-

ing the ripple effect. Can I create this ripple 
effect with other young designers? And 
I don’t expect 100 young designers to 
go and follow this path, a lot of them will 

probably follow the more classic indus-
trial design path and go to work for a big 

company, but then you have five or six a year that have 
this vision, and with five or six a year in 10 years we’re 
talking about 60–70 people and that’s one design 
university. How many are there just in London, how 
many are there in the world? It’s about this again: think 
global, act local. It sounds very cliché, but a few people 
can start to create a big change. That’s another vision 
for the future: really capitalise on the momentum that 
young people are having and really give them the tools 
to see through the marketing and instead really look 
profoundly at how to create systems of change. There’s 
enormous power to what one person can bring into a 
community but it has to do with this deep, personal 
connection for other people. That’s also something  
I hope a lot of my projects inspire. • 
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Images 
Fernando Laposse’s archive and Pepe Molina 
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Lab-grown 
Leather 
RIINA ÕUN IN CONVERSATION WITH 
JULIE WÖHL AND JONNY WILKES 
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Riina Õun is a cre-
ative director and 

a multi-disciplinary 
designer. She is a graduate of MA 
Material Futures at Central Saint 
Martins and the founder of her 
own luxury leather accessories 
brand since 2013, which focuses 
on sustainable materials research 
and development within the 
circular economy. 

Riina specialises in making 
hand-stitched leather gloves, a 
craft that is on the brink of extinc-
tion. A few years ago, Riina started 
to work with universities around 
the world from New York to China 
where she works as a visiting lec-
turer to teach the craft of making 
leather gloves by hand. She works 
mostly with universities where she 
delivers the workshops to students 
and sometimes members of the 
public, as is the case on the short 
course that she teaches at CSM. 

There has been a marked interest 
around the world in participating 
in these classes, as Riina is one 
of very few people who are able 
to teach this craftsmanship. In 
the recent conversation for this 
issue Riina also tells us that there 
has been a heightened interest 
in people making things at home 
due to the COVID-19 lockdown, 
so she expects that this will lead 
to more people signing up for 
future classes. 

Aside from Riina’s classes pro-
tecting the craft of hand-stitched 
leather-glove-making going ex-
tinct, she tells us that another core 
benefit of teaching the craft is that 
it allows people to recognise for 
themselves how much time goes 
into making the products. This is 
where she talks about ‘emotionally 
durable design’, where the wearer 
has a deep appreciation for how 
the garment is made. 



For 
emotionally-durable 
design 
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Exploration and experimentation 

JW/JW 
MA Material Futures and MA Innovation Management 
courses at CSM are both two-year programmes where 
the first year focuses on methodologies and team 
projects and the second year is led by more individual 
research. Could you please talk a little bit more about 
how you got there and your experience and research 
journey? Have there been any aha! moments? 

RÕ 
I have always been interested in material innovation 
and trying to use some innovative materials in my 
collections, and I guess what led me to Material Futures 
is when some clients started asking for vegan leather. 
It is currently mainly PVC and PU plastic-based, which 
got me thinking about lab-grown leather. I tried to 
reach out to a company, which is working with lab-
grown materials and at first they didn’t reply to any of 
my calls or emails, so that kind of led me to Material 
Futures. Another thing which inspired me was the final 
project by another graduate of the course – Tina Gor-
janc, who speculatively created a leather jacket made 
of skin grown from Alexander McQueen’s DNA. That 
got me thinking: what else is possible? When I learned 
more about Material Futures I realised it is supporting 
the direction where my work has been leading. I was 
experimenting with prosthetics and robotics and had a 
very high interest in science. I applied, got in and then 
was like ...oops, I have to go to uni now. It wasn’t really 
planned. In the first year on the course we were explor-
ing different disciplines and had two client projects, 
which were great. One project was for Baume. It’s a sis-
ter brand of Baume & Mercier Watches of Switzerland, 
which is focusing on being more sustainable. It was a 
really open project and I did it with my interest towards 
bio-materials which is also where my research started 
from. Another project we did was with Swarovski, where 
I developed a two-tier pavement slab with embedded 
crystals – it is supposed to gather the piezoelectricity 
generated by everyday movements like the vibrations 
caused by footsteps and transform this energy into 
power that lights up the LED lights hidden under the 
pavement, which would shine through the crystals em-
bedded into the top tire of the pavement slab. 

JW/JW 
You have been exploring vegan leather for some time 
now. You mentioned that one of the motivating factors 

to explore this was an enquiry from one of your clients. 
Could you please expand on that? 

RÕ 
I had a conversation with a client about what so-called 
‘vegan leather’ is actually made of and if it’s a sus-
tainable option. Of course no animals are directly and 
physically harmed but the problem is that often in the 
production process of the materials used the pollution 
harms the environment the animals live in, which then 
indirectly harms the living creatures in this environ-
ment. Another factor is the decomposition process, 
which is very long. What really helped me with my 
project of lab-grown leather was my material research 
residency at Green Lab, which allowed me to experi-
ment on a larger scale and really set off with my materi-
al recipe development. 

JW/JW 
For your final collection you worked with SCOBY 
material, which in broad terms is the symbiotic colony 
of bacteria and yeast commonly used to produce  
kombucha drinks. Can you tell us more about 
how you encountered it and what was 
your journey with it? 

RÕ 
The summer before the course started  
I was in the countryside of Estonia, where I’m from.  
I was there on a holiday and one morning I stumbled 
upon this video about SCOBY leather. It's something 
I have been interested in before but haven’t tried this 
material out myself, so I thought oh I am on a holiday 
now so I have the space and the time, why not give it a 
try? SCOBY wasn’t easy to find in the middle of no-
where, I tracked it down somewhere from across the 
country and ordered it to a mailbox nearby and just 
started experimenting. The funny thing is that the very 
first experiment turned out to be one of the best for a 
while, which definitely helped and encouraged me to 
continue with it and believe there is a potential. I then 
continued to experiment with SCOBY when Material 
Futures started by growing the material myself but 
soon I realised there is more potential in reprocessing 
the SCOBY waste from the Kombucha drinks industry, 
as I was looking for ways to get more SCOBY in a shorter 
time. To grow it is time consuming, it takes a lot of 
nutrients as well as producing uneven results. So I got 
in touch with several breweries around London, which 
brew kombucha and discard and compost SCOBY after. 
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I then basically started taking their waste and repro-
cessing it. It’s a slightly different procedure than grow-
ing it as I am breaking it apart back into the pulp and 
adding other organic ingredients and then assembling 
it into a shape. 

JW/JW 
You are focusing mostly on materials and biomaterials, 
but you also talked earlier about emotionally durable 
design, which is really interesting. Do you incorporate 
a lot of thought about how design and materials can 
foster this emotional durability from the user’s side? 

RÕ 
With the SCOBY combo material I explored three 
different techniques (1) traditional stitching; (2) liquid 
moulding, which is completely unique and very inter-
esting because before the material becomes a sheet 
material, it’s in a liquid state. It reminds a bit of mashed 
potato, therefore it can be applied and then dried 
on the form directly; (3) modular tessellation – with 
modular tessellation it is possible for the user of the 

final product to assemble and to repair the 
product themselves, which potentially 
could involve the consumer if the con-
sumer would want to become part of the 

making process. It might not be for every-
one so perhaps there could be two options. 

You could buy a readymade bag or if you would like to 
become involved in the process, you could buy the tes-
sellation pieces and put together the three dimensional 
mosaic yourself. 

Scaling out 

JW/JW 
What is the commercial viability of the material you  
are developing? 

RÕ 
The material that I have achieved is quite market ready 
and I would really like to take it further by teaming up 
with a lab to establish a larger production system and 
automate the process, which I’m not able to do on my 
own to reach a larger scale. I would also like to col-
laborate with forward-thinking brands such as Stella 
McCartney to help bring it to a wider audience. Many 
people experiment with materials and often it is really 
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challenging to take it to a larger scale, so I have been 
thinking what needs to be done for this to actually enter 
the market. Perhaps the SCOBY-compo would be more 
suitable for trends that get discarded after a season or 
even after wearing them a couple of times – I am not 
saying this is the right way. Whilst the main tendency 
is to try to convince people to buy and consume less, 
the reality is not like that for the emotional consum-
ers, so why not offer mass consumers something that 
they can buy guilt-free and use it for a short time and 
then discard it but without it becoming a problem for 
the environment in either stage of the production or 
decomposition. 

JW/JW 
This is a cool idea, however, how high will the price  
be if it is made to be discarded like fast fashion but still  
requires all the design and production process that 
such a material demands? 

RÕ 
The SCOBY-compo material decomposes when it is dis-
carded into the soil, but without discarding, it will last 
quite long – it will not automatically start decomposing, 
but if put under the soil it decomposes within 90 days 
whereas leather decomposes much longer, depending 
on the finishing used on the material, and vegan leather 
after thousands of years. Price wise I would say it is all 
about scaling up and everything is possible but defi-
nitely it is a work in progress and there is still a long way 
to go. Ultimately SCOBY-compo doesn’t compete with 
leather in terms of longevity and tradition but it is an 
innovative and environmentally friendly material, which 
could perhaps be used for short term trend products. 
The main movement is still towards more consumption 
and more production so there is something to think 
about and if people are consuming then why not do it in 
an environmentally friendly way. 

JW/JW 
And do you think the material in terms of style and 
physicality can also reach this large scale approval from 
the consumer? 

RÕ 
I think it all comes down to the right storytelling and 
who tells the story, so if a big brand advertises it, it can 
generate a lot of interest and perhaps even the mass 
market would follow as they usually do, and in this case 
that would be ideal. • 
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Often as innovators our intentions
are good,

but our
 are 

to 
there are, like in nature, always feedback

in our systems. 
so we need therefore to create 

Katrin Unger 
Coach for Sustainable Innovation & CEO of RecycleUp! Ghana 
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impacts
difficult
anticipate;
loops 
In practice we can be limited by our own viewpointscultures
of feedback 
and respect for others’ perspectives. 



 

 

  

 

 
 

 
 

  
 

  
 

  

Weaving 
Support 
Networks 
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In 2020, the COVID-19 pandemic ex-
posed how Black, Asian and Minority 

Ethnic (BAME) communities around the 
world, such as the Latins, are struggling 

more than ever. A group of Latin women based in the 
UK felt the need to understand why this community 
suffers from a status of permanent ‘invisibility’, and the 
collective project Atlânticas was created. Atlânticas 
took shape as a creative documentary aimed at inves-
tigating the reasons behind this invisibility and how 
the pandemic amplified this phenomena especially 
amongst BAME communities. Furthermore it investi-
gated the future of the Latin American community and 
what the innovative practices arund the protection of 
Violence Against Women and Girls VAWG are. 

Claudia Croppo and Andrea Fonseca are part 
of this project and are now facing the challenges of 
responding to COVID-19 restrictions, as the number of 
cases of domestic violence grew exponentially dur-
ing the pandemic. In this interview with part of the 
Atlânticas project, especially made for Æffect, we will 
explore their work and how they are tackling these 
issues in such challenging times. 

Claudia and Andrea have shared similar journeys 
abroad – respectively, they are a Psychotherapist and a 
Counselor based in the UK. They share their homeland, 

Producer 
Amanda Cavalcanti 

Images 
Luciana Dal Ri 
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for Latin 
American 
Communities 
LUIZA PAIVA IN CONVERSATION WITH 
CLAUDIA CROPPO AND ANDREA FONSECA 



 

 

 
 

 

      

 

     
     

     
 

       

 

  

  
  

 
  

  

 

 

  

 
 

   

 
         

        
      
  

 
 

  
         

      
      

    

Brazil, and emigrated for education and work purposes. 
Claudia has experience working in charities within the 
Latin American communities; similarly, Andrea start-
ed her journey in the UK working at a Latin American 
organisation called Violence Against Women and Girls 
(VAWG). After years of experience, both of them decid-
ed to co-found TeSer, an organisation focused on the 
prevention of VAWG suffered by Brazilian women based 
in the UK. For them, it was time to finally invest in pre-
vention instead of waiting for women to reach out for 
help when experiencing high-risk situations, which is 
where their work with communities and innovation lies. 

London is well-known worldwide as one of the most 
diverse cities in the world, but through their personal 
and professional paths, Claudia and Andrea discovered 
how that may not always be the truth when it comes to 
how underprivileged Latin communities can be over-
looked. Studies have shown that despite the fact that LA 
communities represent a significant part of the pop-
ulation, especially in London, parts of the community 
still face invisibility when it comes to public and general 
policies developed by the government, workplace abuse 

and exploitation, as well as illegally being 
paid below the National Minimum Wage. 
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Luiza Paiva 
How was TeSer co-founded and 
what were your motivations? 

Claudia Croppo/
Andrea Fonseca 
TeSer was the result of more than 
two years of chatting and meeting, 
full of dreams and plans, as well as a 
lot of worries and not knowing. This 
was a very long and difficult journey 
that needed the help of other wom-
en for us to be where we are now. 

We both worked for the same 
Latin-American organisation in Lon-
don supporting the Brazilian com-
munity, and we realised that regard-
less of being Latin-American, 
Brazilian women had their own spe-
cific cultural needs that went beyond 
the language. We noticed that the 
barriers they faced and the support 
they needed were slightly different 
due to the nature of the abuse and 
also their immigration status. 

We started noticing that there 
were many gaps in the support 
offered to Brazilian women and felt 
that the Brazilian community would 
benefit from an organisation that 
would try to focus on it. Some of 
the gaps we noticed were language 
and culturally specific services that 
focus on prevention and neglect to 
support the women’s children while 
focusing just on the women. We felt 
that it was about time we started 
something that could tackle the 
issue, covering the existing gaps. 

We had a vision of a world free 
of violence and for that we had to 
focus on how to get there – not only 
how to fight it. We decided that the 
aim of TeSer would be to focus on 
prevention. And that was our way 
to innovate by offering help and 
support to women before they are 
in a vulnerable situation. 

So TeSer was born with the 
mission of freeing the Brazilian 



 

     
    

 
   

      

     
 

     
      

 
     
 

      
     

 
      

    
   

   

   
    

     
     

     
   

      
     

     

       
     

     
       
      

     
   
   

   
   

  

      

     
     

 
    

 
     

    
      

  

 
      

     
     

   
    

     
     

 
   

       
  

    
    

    
       

      
 

 

 
 

 

 

 
 

 

 

       

 

 

  

 

  

 
 

 

 

 

community living in London from 
gender-based violence. Our ap-
proach towards prevention would 
be focused on the antidotes against 
violence: foster and nurture equal 
and respectful relationships; 
weave support networks to tackle 
isolation, share information and 
experiences and develop a sense 
of community by creating cultural 
events. We are still in the very early 
days of achieving our goals and due 
to COVID-19 we are having to adapt 
to a new reality and way of promot-
ing the TeSer mission. 

LP 
As the number of women asking 
for help during lockdown went 
through the roof because they 
were stuck with perpetrators, 
how is TeSer working to give them 
assistance or planning to pre-
vent outcomes in the near future 
with this new reality (distancing 
measures, zoom life). How are you 
tackling this issue in general as an 
organisation, what is the general 
feeling? How are you meeting the 
needs of the users and the organi-
sation during this period? 

CC/AF 
The difference in the way TeSer 
focuses its actions is not with 
immediate support to women in 
crises, we are not an advice service 
provider. TeSer strongly believes in 
challenging rooted strong beliefs 
that keep reinforcing behaviours 
and relationships based on a patri-
archal and controlling society. 

With the lockdown and the 
switch to virtual lives, TeSer had 
to postpone many of its interven-
tions in the community that were 
already planned, like workshops 
and group work. The reason not to 
immediately transfer it to a virtual 
space was the barriers we came 

up against to assess the safety of 
the participants, so TeSer chose to 
postpone the idea for now. Howev-
er, TeSer is trying to catch up with 
the new reality, the way it’s been 
focusing its work has been through 
developing actions to promote 
information and campaigns to 
challenge and deconstruct certain 
reinforced beliefs directly linked 
with gender-based violence. 

LP 
We know that innovation is about 
taking risks, but for some organ-
isations taking risks is not always 
safe. How can you share informa-
tion with women online when the 
perpetrator is possibly stuck with 
them? What role does culture play 
in innovation: how can you share 
information with people that need 
to hear it without it being danger-
ous for them? 

CC/AF 
This is such an interesting ques-
tion, and one we have held dearly 
to our heart. During this period we 
have planned so many actions and 
had to rethink them, especially 
considering women safety. One 
of our most successful campaigns 
was the one to provide information 
about signs of violence linked with 
the lockdown and also details of 
different organisations and servic-
es available in the UK to reach out 
to for help. 

This campaign was a muted 
video with pictures of different 
women holding posters with the 
info. The reason we chose it to be 
silent was exactly so it would not 
call the attention of the perpe-
trators around the women. TeSer 
is also in the process of develop-
ing new campaigns to be shared 
online, tackling myths and facts of 
gender-based violence. 

LP 
In your opinion, how can we raise 
awareness to issues faced by Latin 
American communities in the UK, 
especially involving Brazilian wom-
en with or without documents? 

CC/AF 
The first thing is to be recognised 
by the local authorities and the gov-
ernment in order to receive more 
strategic support. We are aware 
that Latin community organised 
groups have been working for years 
to receive recognition as Latin 
Americans in London, but so far, 
we have been recognised by four 
boroughs only. 

TeSer has been part of a network 
with other Latin American organ-
isations to work with the Greater 
London Authority (GLA),  
in which the idea is to 
discuss ways of how 
the LA communi-
ty can integrate, 
engage and be part 
of one of the many 
communities in the UK. In addition, 
TeSer is also part of the Emerging 
Communities in Brent, where his-
torically the Brazilian community 
has been mostly based. 

Another way is to develop part-
nerships with other Brazilian and LA 
organizations as a way to support 
women and their dependents, and 
together, create safe spaces for 
women to receive the best infor-
mation and therefore, enable them 
to make decisions on how they can 
lead their own lives. • 
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A Gambiarra 
VISUAL ESSAY BY LUIZA HERDY 
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Exposed clandestine 
cables; some stalls by 

the side of the roads – 
looking, I must add, ready to disin-
tegrate and blow away any minute 
– but persisting in its existence; 
crammed buses, vans and cars 
ignoring any kind of speed limit; 
signs, handwritten on wooden 
boards or fabric cloths; plastic 
boxes doubling as chairs; shopping 
carts as moving stalls, selling flip 
flops, coffee, clothing items; quick 
fixes, occasionally messy but most 
times functional, and absolutely 
necessary; work-arounds to the 
many problems the majority of 
Brazilians face every day: that’s 
what we call a gambiarra. 

Gambiarra is the necessity of 
adapting existing objects to func-
tions they were not intended for; 
the creative means to an end that 
Brazilians undertake in order to 
survive the many limitations; and  

it is a form of resistance of a society 
that is perpetually readapting and 
fighting against ongoing social 
injustices, racism and inequality. 

For instance, the sound car 
that drives around the neigh-
bourhoods selling anything and 
everything, from fruits and snacks 
to cheap appliances. It’s not a 
street market, nor a stall by the 
side of the road. It’s a mix of both, 
reinvented to go door to door, 
bringing desired products 
directly to your doorstep, 
whilst their sound sys-
tem loudly advertises 
whatever they might 
be offering, most 
times intertwined 
with catchy songs. 

Gambiarra’s our 
national product, it 
is our Brazilian way of 
doing things, of living; it 
is the physical and invisible 

structure under which most are 
forced to live; the employment of 
our creativity in order to get by; 
a force that keeps our extensive 
culture alive. By investigating how 
creativity and survival are inextri-
cably tied, we urge Brazil and 
the world to consider Gambiarra 
and shift its significance into 

a new, positive light. 
Brazil 1,99 

collective 
is a platform 

where, 
besides 
studying 
topics 
that 
influence 
our daily 

lives in 
Brazil, we 

endeavour, 
above all, to 

give the highest 



      
 

 

 
 

 

    
 

 

 

 
 

 

 

 

 

  
 

 

C
O

M
M

U
N

AL
RI

PP
LE

S

10
3

praise to all the Brazilians who fight 
against the limits and keep our 
culture strong, sometimes out of 
choice, thus, not always perceiving 
their importance; the ones who rise 
so early, most often before 5am, to 
go to work; who commute for more 
hours than they should each day, 
due to unreliable public transport, 
and constantly put themselves in 
unfavourable situations to make 
ends meet; all those who are often 
told how unimportant they are, 
but keep going anyway. Those who 
uphold their family traditions, mak-
ing their traditional foods, art and 
objects which hold so much cultural 
and historical significance. 

We scrutinise the many un-
tended scars of colonialism, one of 
them being the Stray Dog Complex, 
an unfortunate feeling of unwor- 
thiness and being below the rest  
of the world, thus immediately re-
jecting all our culture and all that it 

emcompasses. Its presence can be 
found in so many parts of our lives 
and culture, and if it wasn’t for the 
gambiarras, these bustling street 
markets, our culture would rely even 
more heavily on influences from 
abroad than it already does. 

What we love is what we have, 
right here, right now, on our own 
doorstep. Doña María’s bananas; 
José’s handicrafts; Lucía’s home-
made snacks; and that fresh ground 
coffee from the kiosk next door. We 
love the intriguing Jesus loves you 
signs that hang up in every other 
tree; the chaotic aesthetic and 
funny wordplays of shop-fronts; the 
hand-made signs that advertise the 
seasonal fruits; the loud sound cars 
selling fruits and pamonha – a corn 
snack. The joy, the multicoloured 
existence, the overwhelming heat. 

‘When a subject is highly 
controversial – (…) one cannot 
hope to tell the truth. One can only 

show how one came 
to hold whatever 
opinion one does hold. 
One can only give one’s audience 
the chance of drawing their own 
conclusions as they observe the 
limitations, the prejudices…’ 
(Virginia Woolf) 

Hence, what we can do is to  
offer an opinion upon what we  
investigate, what we document  
on these ongoing and unsolved 
problems. The stories, opinions  
and short glimpses into the lives  
of a few people we encounter 
along the way, and hope that our 
images and stories ripple through 
to many others. 

Thereupon, we invite you  
to slow down and take notice.  
On the ebb and flow of life, create 
deeper roots, make Gambiarra  
and the street markets an extension 
of your homes, lives and effective 
memories. • 













A Gambiarra 
A film by SECONDS” and BRAZIL 1,99 

Directed and produced by Luiza Herdy & Sávio Drew 
Manifesto by Pedro Hermano 
Essay by Luiza Herdy 
Cinematography by Elvis Lins 
Photography by Luiza Herdy 
Visual ID Design by Brunno Balco & Isabela Lima 
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Our work aims to 

ripples
the 

within marginalised youth. Imagination is 
that’s quite hard to 

in the first place.
 is a privilege. 

And you need the mental headspace to be able to do that.

      It’s  a luxury almost. And so there are 

that kind of prevent ripples that we’re 
to achieve. 

Will Bull 
Co-Founder of And Beyond 



 

 

create
by liberating
imagination 
something 
measure 
But we know that imagining itself 

structural barriers
the type of 
trying 



 
 

 

 

Psychi- 
artistry 
CONVERSATION WITH TIM A. SHAW, 
FROM HOSPITAL ROOMS 
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Hospital Rooms gives a 
gentle but noticeable nudge 
on how an environment  
can affect wellbeing. Gabi 
Orsi, in conversation with 
Tim A. Shaw, finds out more 
about what care means  
to Hospital Rooms and the 
work they do. 

Hospital Rooms is an arts and mental health charity 
that manifested from the work of Tim A. Shaw and 
Niamh White. 

Tim is a Central Saint Martins arts graduate who has 
exhibited his work widely and Niamh is a visual arts 
curator, and are the duo behind the idea to bring art 
into inpatient mental health settings in order to re-
visualise what these environments look like. They have 
completed projects across the UK for different age 
groups in mental health wards. Amongst some of the 
artists who have been supporting this project are: Anish 
Kapoor, Sonia Boyce, Nick Knight, Tschabalala Self, and 
Sutapa Biswas. From initially innovating relationships 
that mental health patients have with the environment 
they interact with, to now, more recently, creating 
an online programme for a Digital Arts School with 
workshops and tutorials open to mental health units  
as well as the general public. 



 

 

 

 

  
 

  

  

  

 

 

 

 

 

 

 

 

 
 

 
 

 

 

 

 

 

 
 

 

 

  

 

 

 

 
 

 

Gabi Orsi 
In innovation management, we see 
care is an important part of any pro-
ject. And it’s always a first priority 
for us, when working collaborative-
ly, when looking at project stake-
holders which involve all sorts of 
people, as well as things and beings 
that are connected to the decisions 
one makes in the process. Having 
said that, when Hospital Rooms was 
founded, did you start the project 
from this intention of care, or was 
that something that developed 
naturally? 

Tim Shaw 
Well, we started the project because 
a close friend of ours was sectioned 
and admitted to a mental health 
hospital, and we went to visit her 
in a space that we’d never been to 
before and we’d never really known 
existed. And we were shocked by a 
lot of things there. But one of the 
things we were shocked by was the 
environment. It was unpleasant, 
and it was quite scary. The sounds 
and the smells and the sights were 
all abrasive. And they were kind of 
harmful in their own way. When we 
went into our first project, we had 
the idea for the project, primarily to 
change the atmosphere and make 
it a nicer space to be in. It’s an art 
project above anything else. We 
see ourselves as an arts and mental 
health charity in that order. We do 
the art very well, and that’s how we 
respect people, and don’t patronise 
people. I guess, to start with, we 
weren’t necessarily thinking too 
much about care because I mean, 
care is such a difficult word when 
you don’t work in that kind of area. 
So, if you talk about care you think 
of a lot of different things. We run a 
social enterprise that works in care 
homes. What does that mean? The 
thing that’s changed is that we have 

started to think not only in how art 
improves an environment, but how 
art can be useful, and how it can be 
part of the whole holistic care of an 
individual who’s very unwell. 

GO 
I think it’s leaving that space for a 
holistic care that’s not prescriptive, 
and that gives freedom as well to 
the person to interact freely with 
this art. 

TS 
The thing is when we go into these 
units, there is a really high level of 
care almost all the time from staff. 
Everyone at the moment is talking 
about how good the NHS is. And of 
course, the NHS is this huge organ-
isation, one of the biggest employ-
ers in the world, you get very good, 
very bad and everything in between. 
Luckily, most people are incredibly 
good at their jobs. The care in these 
units, especially the places that 
care for the most unwell people is 
exemplary, they are kind of mod-
ern day heroes. But then you think, 
the care should not stop there. It’s 
got to be all the different parts of 
those people’s lives and environ-
ment and the architecture and the 
art on the walls can also be caring. 
It could be a way that humans can 
interact with each other. When we 
did our first project we were very 
much looking at changing these 
environments. And that’s the main 
aim, we even asked ourselves if 
we’d need to sweep in at night and 
do it without anyone realising and 
not disturb anyone and it kind of 
magically appears. But very quick-
ly, we realised that a big part of 
what would make the project really 
successful is about making these 
places a creative hub. It’s not about 
bestowing an artwork on someone, 
it’s about collaboration, but it’s also 

about conversation, and it’s about 
trying to understand someone else. 
If you are talking about care, that’s 
what you’re doing. You’re trying to 
understand how someone else is 
feeling or how something might be 
useful to someone or something, 
or, how something might improve 
someone’s lunchtime or the mo-
ment they’re spending in a room? 
How could it be slightly better for a 
person? Our path quickly changed 
once we saw the reality of how work 
can be valuable in these spaces. 

GO 
I really like that you’ve mentioned 
collaboration, and I wanted to ask 
you about the project that you con-
ducted in the Croydon psychiatric 
Intensive Care Unit, where there 
was a lot of collaboration between 
artists, staff and pa-
tients. What in your 
perception was the 
element that bonded 
the team during this 
process that generated 
such positive results? And what 
were the key takeaways from it? 

TS 
Working in a male psychiatric in-
tensive care unit has its challenges. 
It’s very important getting people 
on board and making people realise 
that you’re not necessarily a totally 
different being coming in there. It’s 
about breaking down some of these 
perceptions of people ’like us’ or 
like artists. Especially quite well 
known artists, who could be seen 
as pretentious people. If you don’t 
know a lot of artists, you’d think 
they all come from a certain back-
ground. So there was a real need 
that we would have a lot of conver-
sations before we got down to do-
ing the work. The workshops we do 
are the best way of doing that, be-
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cause it’s about keeping your hands 
busy making things while talking so 
it does not feel like an interview. We 
go through this whole long pro-
cess of these workshops with the 
artists. And what was great about it 
was that the artists in that project 
particularly collaborated with the 
patients and they really tried to 
understand how the work that was 
made was their work, it was the art-
ists work, but also had a real voice 
from the guys that are being cared 
for there. Harold Offeh’s work, for 
instance, came about from a work-
shop where they talked about this 
environment they’re in, but they’re 
also doing these wax rubbings at 
the same time. It’s trying to figure 
out interesting parts of this archi-
tecture that could be used in an 
artwork. You see this quite sterile, 

clinical and unpleasant 
place but actually 
there’s some really 
interesting things 

going on, in the small 
nooks and crannies and 

in the inbetween spaces. And if we 
draw out some of those, maybe 
that’s something that we could 
explore on a bigger scale that could 
be an interesting part of the every-
day lives of the people there. That 
collaboration ended up being wax 
rubbings that became this huge 
wall painting for the whole of the 
dining room that is now a part of 
the life of the people there. I guess 
the difficult thing with the art, still 
responding to the fact that there is 
a big collaborative element during 
the project in a psychiatric Inten-
sive Care Unit, people are only there 
for about six weeks. So by the time 
we do our first visits, to the time 
that we finish projects, nine months 
later, none of the same patients are 
there. So there’s quite an interest-
ing conversation about making the 
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artwork still as valuable, you could 
say still as caring as it was, when 
the people who made it were there. 
The psychiatric intensive care unit 
in some ways is much more difficult 
than a medium secure unit where 
people are there for an average 
four years, where you get to know 
people through the whole journey. 
And that artwork is very much kind 
of collaborated on and authored 
by those patients who then also 
live with it. In an intensive care unit 
where you’ve got people who spend 
generally six weeks there, though, 
you know that artwork still has to 
have value and continue to exist in a 
similar way when a new community 
gets to experience it. 

GO 
And how do you see that value  
being added into this transition  
of patients? 

TS 
There’s a number of different things 
we do and one is trying to get the 
staff really involved in it. You almost 
have to reignite the interest in 
these artworks every time someone 
new comes in. So the staff are really 
involved in it. They take part in the 
workshops and the conversations 
and take part in the whole process. 
They’re the people who are often 
going to be there for a much longer 
period, then they can ignite these 
little sparks of interest that kind of 
has this ripple effect that goes on. 
We also do booklets, so we make 
a publication for each project that 
contains information about the 
work. There’s certain things that we 
could do to try and make it easier 
for people to, at least, get a kind 
of nugget of what was happening 
before. But then the great thing 
about the Croydon project is that 
now they’ve got an art appreciation 

afternoon every week that was set 
up by a staff member, so there’s an 
effect that keeps going. It’s also a 
learning opportunity for us because 
we’re still figuring out ways that 
we can keep a kind of relationship 
going, where a project doesn’t 
necessarily just end and we leave in 
the hope the artwork lives on. For 
us, that’s still a big learning curve. 
We’re going to be four years old as 
a charity, and we’ve learned a lot 
in those four years, and especially 
with the last few months since the 
Covid pandemic, we’ve learned a lot 
quicker, other ways that we can in-
teract with people in different ways. 

GO 
Could you tell us a bit about the far 
reaching effect of the work hospital 
rooms does in the recovery of men-
tal health patients? 

TS 
We’re very much an arts charity. 
And we only work in patient men-
tal health, where we’re artists and 
curators, and we work with crea-
tives, but we don’t see ourselves 
as therapists in any way. We’re 
very aware that the work we do 
has therapeutic effects, and we try 
and keep away from the idea that 
we’re therapists. The way we do 
workshops isn’t like art therapy at 
all. But it is really important that we 
try and be aware of how positive 
what we do is, there could be data 
around about the positive effects 
of what we do. And there is, we put 
a peer reviewed paper that’s come 
out recently, that uses data about 
some of the patients’ experiences 
and how that changes, pre and post 
projects. The results were quite 
startling. And because of that, we 
started to learn about some of the 
things we didn’t realise were really 
important about what we do. The 
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fact that, working on a project like 
this with artists can greatly improve 
your feelings of self worth, the fact 
that you can be listened to, and 
that your opinion matters. And one 
of the consultants said when do 
you think the last time a patient 
was asked what they thought of an 
artwork or what colour they thought 
the space should be? Or how do you 
feel in this kind of space? That could 
be quite powerful. There’s also 
ideas around the way the artwork 
could be beneficial to people giving 
therapy. So even then it’s kind of 
a byproduct of what we do, the 
psychiatrists or psychologists can 
go into a space and use the artwork 
as the beginning to a conversation 
about someone’s care. That could 
be very powerful. It’s a way of not 
going in and immediately talking 
about medication or those things 
that are obviously very important, 
but on the other hand, there’s other 
ways of exploring things. Some 
of the care professionals are now 
finding the art a really good way of 
easing into the works made, and 
also the new environments as a way 
of exploring people’s care. 

GO 
Definitely. The conversations you 
have with patients in the process 
of bringing art to the health unit 
creates these dialogues and be-
comes very personal to the people 
involved. It’s very qualitative. Again, 
that’s something we focus a lot on 
in innovation management as well, 
that it’s always qualitative because 
it’s always a unique situation, a 
unique project and a unique person 
and so on and so forth. And that’s 
very, very interesting that you apply 
that into your thinking as well.  
I believe entirely in the power of art. 
I find it interesting that you don’t 
say that you are a group of art thera-

pists because it’s not exactly about 
that it’s about bringing art to peo-
ple and having those conversations. 
That’s very interesting. And it’s very 
innovative, how you bring this pos-
sibility to a community that is usual-
ly left out of the mainstream artistic 
discourses. How did you perceive 
this lack of art in the mental health 
therapeutic environment? 

TS 
It’s interesting because the groups 
of people you get in the unit are 
very varied. In the units we’ve been 
to for instance, for every ten peo-
ple, it wouldn’t be that unusual for 
there to be 3 people that have been 
to art school. And once you do the 
workshops, and we start talking to 
people, you realise, oh, that person, 
they did a degree at Central Saint 
Martin’s, they might have been 
there two years after I was, and 
also there’s people who’ve never 
stepped foot in the gallery so you 
get the whole gamut, the whole 
range of people and their expe-
riences with the art worlds. One 
thing that is very common is a kind 
of weariness of having the mickey 
taken, or being sent up. It’s because 
there is still the idea that art is a bit 
of an Emperor’s New Clothes’ sce-
nario. It’s easy to say that you don’t 
like something or that you don’t un-
derstand something and leave it at 
that because then no one is making 
fun of you. So part of the challenge 
is to let people know that the artists 
are nice people and they are nor-
mal, but not normal, and for people 
to be able to feel like they’re in-
volved. The thing is having the artist 
come and spend the time they do 
with patients shows that they’re not 
necessarily above that and also not 
above anyone else, there’s no kind 
of hierarchy there. That’s important 
because the places where we’re 

doing the project, there is a real 
hierarchy. There’s the people who 
have the sets of keys, and there’s 
the people who don’t have the 
sets of keys. And when you bring 
these artworks into a space where 
everyone’s in on it, the patient’s 
idea in response to the artwork is 
no less valid and intelligent than 
the consultant psychiatrist. That’s 
a really interesting predicament to 
put people in. 

GO 
Definitely, I’ve noticed that you are 
launching online classes, online 
workshops. I’ve signed up for the 
one happening tomorrow, by the 
way, really looking forward to it.  
Where did this idea of having art 
classes online open to the general 
public stem from? 

TS 
Well, we are glad 
you’re going to join 
us tomorrow. And 
hopefully the technol-
ogy works. The idea for the digital 
arts school came about because we 
had all these projects planned, and 
COVID stopped everything in its 
tracks. First it was going to be just 
for inpatient mental health units. 
But at the same time, there’s a lot 
of people in services in the com-
munity who aren’t in inpatient units 
who should be able to access these 
workshops. Also there’s something 
quite cool about bringing together 
a group of people who are service 
users in the community, people 
in inpatient units, artists, and just 
anyone who wants to take part who 
has seen it on Instagram. Because 
it’s a live thing. So it feels like you’re 
part of the community when it’s 
happening, even if you can’t neces-
sarily see each other. It could be like 
you’re watching the World Cup and 
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you’re watching it live on TV, it feels 
so much more special than watch-
ing a match the next day, versus 
the feeling that you’re taking part 
in something that lots of people 
are taking part in. One of the cool 
things is that lots of different men-
tal health units take part. It’s about 
feeling a part of the world. Maybe 
that’s a bit about what hospital 
rooms is about, is that you’re bring-
ing groups of people together who 
might not necessarily have gotten 
to meet each other and collaborate 
on something otherwise. We’re 
very aware that doing this digitally 
is not as good as being in person 
and shaking someone’s hand and 
seeing them face to face. But it’s 
a good second best and it’s a way 
of making you feel like everyone 
is joining in with something with a 

lot of other people at the 
same time. 

GO 
What are your 

intentions for hospital 
rooms moving into the future? 

TS 
We’ve got a lot of plans, we have a 
bit of a formula to the way we ap-
proach projects, even though there 
is a huge amount of freedom. And 
every project is very different. We 
are looking to carry on doing some 
of those projects that we do in the 
year but then doing much bigger, 
more intensive projects for some 
units. So that might be, setting up 
an art school or having artist resi-
dencies or making a mini museum 
within one of the units, which is a 
way that patients and the general 
public can access it. So we’re much 
more interested in either making 
the project much more of an inch 
wide mile deep and far reaching for 
a few small groups of people. The 

other thing that we’re interested 
in is working in even more secure 
settings. So we’ve worked in units 
such as: residential, rehab, mother 
and baby, adolescent, old people, 
intensive care, low security, me-
dium security, all those kinds of 
units, but we’ve never worked in 
high security. We’ve never worked 
in prison settings. So it might be 
that we’ll think of doing some work 
in those settings. It would also be 
interesting to work further afield. 
Most of the work we’ve done is in 
the south of England. We’d like to 
do a lot more in the north of Eng-
land, in Scotland and elsewhere. 
Also, start soon doing at least one 
project a year abroad. Working for 
instance in Nigeria, or in Turkey, or 
places where their mental health 
system is very different to ours, so 
that we can learn something from 
each other. And the benefit of that 
would also be to work with a whole 
new community of artists as well. If 
we were working in Nigeria it would 
be great to work with six Nigerian 
artists. So I think that’s where we 
want to go next year, that’ll be what 
we’re doing. • 

Images 
Hospital Rooms archives 

Image, Left 
Richard Wentworth for Hospital Rooms 
One Day in April 2020 
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I think what’s interesting 
with the circular economy is   redefining 

For me, it’s very much a 
Is it just grow?

Or what do we 
In my mindset, I would love it to achieve

             good health and wellbeing 

It’s what is 
the 

all these 

Lea Gejer 
Co-Founder of Flock & Ideia Circular 



  

 

   

our value or understanding.provocation;
what is the purpose
of our economy?to 
want it to achieve? 
for myself and for our planet,

the planet we’re living on, 
because it’s what’s providing us all these services. 

giving us 
inspiration,ideas andcreativity. 



 
 

 

 

 

 
 

 

 

 
 
 
 

 

   

 
 

 The journey 
is so long 
POEM BY LAWRENCE HOO 
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CARGO is a Bristol-based independent 
creative collective whose effects reach far 

and wide. CARGO’s body of work has rippled 
from questions Lawrence Hoo, the organisation’s 
founder, has always pondered regarding the persis-
tent and subtle racism experienced by West Indian 
Communities – often called the African Diaspora, and 
how to set right such consequences by providing hope, 
encouragement and empowerment as well as provid-
ing new ways of looking at narratives that celebrate 
the often little told stories of people who overcame 
the hardships of racism. The ultimate goal of CARGO 
is to create an environment where the community 
that suffers from racism can be recognised from a new 
perspective that embraces strength, resilience, compe-
tence and equality. 

In a collection of poems published in 2019, 
Lawrence Hoo and collaborators celebrated powerful 
stories, our chosen one for this extract speaks of care. 
Mary Mother Seacole has cared, healed and rippled 
beyond the obstacles that her time set before her. The 
effects of her caring actions last until this day and here 
we celebrate her name. CARGO’s latest initiative is 

‘Classroom’, a product of a multidisciplinary collabora-
tion between CARGO and a team of experienced teach-

ers and subject specialists, assembled with the guid-
ance of the University of Bristol. CARGO Classroom is 
a response to detrimental omissions in the UK History 
curriculum regarding the perspectives of individuals of 
African and African Diaspora heritage. The discrepancy 
between traditional teaching methods and the creative 
forms of content young people voluntarily engage with 
as digital natives. The opportunity provided by digital 
technology and the creative expertise of the CARGO 
team to illuminate the curriculum evocatively and in 
a manner which is not divorced from their voluntary 
cultural experiences. 

In early 2021 CARGO will be delivering the first it-
eration of CARGO Classroom: a set of verified teaching 
resources for Key Stage 3 History which use poetry and 
evocative multimedia content to introduce learners to 
new perspectives on History. 



Much 
strength is 
needed 
To reverse 
the cycle 
That has 
preceded 
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Mother Seacole 

When I ask most people to name a famous nurse from history 
Florence Nightingale is remembered while Mary Seacole is a mystery 

Mary Seacole was a pioneering nurse and heroine of the Crimean war 
Who achieved so much it’s surprising that we weren’t taught more 

Mary Seacole was born in Kingston Jamaica in 1805 
At a time when slavery was still very much alive 

Mary Seacole was not born enslaved she was born free 
Which enabled Mary Seacole to create her own destiny 

Mary Seacole learnt nursing skills at the hands of her mother 
Who showed her that nature had many healing properties to offer 

This knowledge of nature’s healing properties came from African traditions 
Which had been passed down from parent to child for many generations 

Mary Seacole used this knowledge to treat lots of illnesses and diseases 
From cholera, yellow fever and malaria to just common sneezes 

In 1854 Mary Seacole travelled to England to ask 
to join the British Army to serve as a nurse in the Crimean war 
The War Office refused her requests to join, 

due to their prejudice, they believed her skills would be poor 

Mary Seacole faced many obstacles due to her race and gender 
But her will to help others meant that she would never surrender 

Mary Seacole funded her own trip to the Crimea 
and set up a boarding house to help the sick 
From this base Mary Seacole would go onto the battlefield 
to treat soldiers who needed help quick 

Mary Seacole became known as Mother Seacole by British soldiers in Crimea 
They were so grateful for all her help and were always glad to see her 

When the war was over Mary Seacole returned to England, 
where she was awarded several medals for her bravery 
These stand as a record of what she achieved as a free woman, 
nstead of living a life bound in slavery 

In life we have people who give their all for others 
Like the unconditional love children receive from their mothers 

Mary Seacole was one such person who fitted this mould 
That is why her story deserves to be told. 

Images 
CARGO’s archives 
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What is happening currently 
with Brexit, COVID-19 and Black Lives Matter is having 

huge ripple effects 
And this seems to me like a
of what 

But I think the 
 can really vary... 

You can have a microscopic 

focus 
I think that super

significant. 

Emilio de la Morena 
Fashion Designer & Artist 



everywhere.
lot
we all focus on..

magnitude of ripples 

boom,
and then huge ones, 
and maybe a microscopic one could take a massive one into something else. 

Those ones are the ones I like to really on. 
they’re 



 

 

Can a pandemic 
change culture? 
As social distancing 
dictates everyday lives, 
the question arises 
what socio-cultural 
consequences 

the pandemic will 
bring to nations 

across the globe. 
ARTICLE BY LAURA BACHMANN 
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Social distancing has become the 
buzzword of 2020. The term does 
not only represent one of the most 
significant periods of the 21st 
century; it reflects the social and 
structural upheaval nations all over 
the world are witnessing through 
the force of the disease caused by 
COVID-19. Surprisingly, while the 
pandemic continues to expose 
rigid socio-political systems, the 
questions of ‘how’ rather than ‘if’ 
the virus will affect society over the 
long-term dominate the public’s 
interest. Even though the reason for 
this resounding ripple shaking up 
the globe was provoked by human-
kind, it also only measures 120 
nanometers. 

In social science, the down-
stream consequences of move-
ments, actions, and events are 
described as the ripple effect. 
Therefore, Gutenberg’s printing 
press, the invention of the Spin-
ning Jenny, or, most recently, the 
introduction of the world wide web 
are paradigmatic examples of the 
wide-reaching impact one idea can 
have. Because by directly influenc-
ing people’s daily routines, these 
innovations were so pivotal that 
they changed culture itself. 

Now, the ongoing pandemic is, 
although evoked by humans inter-
fering with natural biotopes, not a 
mechanical innovation offering to 

improve people’s lives, its after-
math could still measurably and 
lastingly affect existing behaviours 
and thus change culture. Although 
one cannot foresee realistic conse-
quences, it is possible to examine 
the pandemic’s first ripples by de-
fining culture and putting previous 
cultural developments into histori-
cal context. 

Assuming the very first infec-
tion with the virus represents the 
rock that set off the avalanche, 
what, then, are the known ripples? 
One of the essential measures to 
avoid infection with the Severe 
Acute Respiratory Syndrome 
Coronavirus-2 (SARS-CoV-2) is 
to maintain a distance of six feet. 
Governments were quick to order 
what can be interpreted as the first 
ripple: any social contact from shak-
ing hands or hugging to having a 
basic face-to-face conversation is to 
be avoided, a safety precaution that 
was declared as the act of social 
distancing. Soon, the knowledge 
about the virus being transmitted 
mainly via small droplets that enter 
through the nose or mouth led to 
mandatory mask-wearing. The next 
wave then triggered a tsunami. 
The necessity to avoid any social 
contact, especially for those who 
were infected, forced employers 
to send their staff into quarantine. 
The already busy healthcare sec-

tor was massively overburdened. 
Eventually, entire cities went into 
complete lockdown, and the Earth 
came to a standstill. 

With the obligation to isolate, 
social contact increases in impor-
tance. To maintain a communicative 
infrastructure becomes the prime 
concern in protecting one’s mental 
wellbeing. Online media ensures a 
connectedness in times of social 
distancing and simultaneously 
exposes the inequality that comes 
with digitalisation. Those without 
access to a digital device become 
disadvantaged during the crisis. 
Even more so, the inequality be-
tween mental and physical work is 
exposed in the opportunity to work 
from home. The pandemic brings 
to light socio-cultural injustice. 
Moreover, if digital devices evolve 
into the only chance of 
connecting with the 
outside world, the 
question arises of 
how crucial measures 
like social distancing will 
affect everyday culture in general. 

Therefore, the necessity to 
define culture and draw a compar-
ison across nations arises. Various 
scholars offer abundant answers 
for the social construct that is cul-
ture. Many, however, agree on 
referring to culture as a system for 
orientation, stating symbols, values 
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and also common behaviours 
with which social groups identify. 
Consequently, there exist differ-
ent cultural sets that are part of a 
learning process, which the Dutch 
social psychologist Geert Hofstede 
set out as being, amongst others, 
power distance, collectivism versus 
individualism, and uncertainty 

avoidance. As such, 
culture has a sig-
nificant impact on 
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social perception. Even more so, 
Hofstede’s criteria to define cultural 
differences are all primarily psy-
chological differences, determining 
how individuals see the world. 

Thus, the pandemic might 
trigger different defacing effects 
not only within one culture but 
across different cultures. In Asian 
countries, the prohibition of shaking 
hands as a greeting or mandatory 
mask-wearing might not reflect an 
immense invasion into one’s life in 
comparison to Western cultures. 
This is not solely because, for in-

stance in China, cultural greetings 
require no touching, and due to the 
high pollution in urban areas, peo-
ple willingly wear face masks, the 
tendency to adhere to governmen-
tal actions is higher if it serves the 
collective wellbeing. In contrast, in-
dividualistic nations will most likely 
face resistance from their citizens 
in carrying out these measurements 
long-term as these would interfere 
with their social perception. 

Considering the psychological 
predominance, will the pandemic 
have the power to change Western 
ideologies and cultures? At this 
point, a historical comparison with 
an epoch in which the dominant 
social circles converted to social 
distancing once before is of avail 
to possibly predict the pandemic’s 
ripples. In the 14th century, the act 
of quarantining reflected a stand-
ard measure to control infectious 
diseases, but it was not until the 

Illustrations by Ava Tribu on Ovsenik 



  
    
    

    
   

     
      

    

 
    
      

  
     

     
   

   
     

     
    

        
   

   
   

      

    
     

    
     

 
     

     
   

    
 

    
       

     
    

      
    

   
  

      
   
     

   

     
    

    
     

       
    

     
     

     
     

     
    

    
     

    
       

   
    

   

 

 
 

 
 

  

 
 

 

 
 

 

 

second half of the 18th century 
that this practice was associated 
with epidemic prophylaxis. It was 
the knowledge about the plague’s 
transmission via physical contact 
and the rise of individualism across 
the upper classes that led to con-
ventions such as eating etiquette 
and personal hygiene. Simulta-
neously, a new culture of intimacy 
during the era of Enlightenment 
added to the wish for privacy and 
individual dissociation: letters 
epitomised the social media of the 
21st century. Text evolved into the 
medium to spiritualise emotions 
and substituted physical connect-
edness. Thus, again the possibility 
to socially distance came along with 
privilege, more precisely the one 
to read and write and the luxury of 
having a private space. 

Consequently, what are the 
historic developments one can 
trace back to the plague and its 
ripple effects? The German profes-
sor of literature Albrecht Koschorke 
associates the early form of mass 
media communication with the first 
development of one of the most 
groundbreaking political collectiv-
isations, that is the nation. Con-
sequently, the individualisation of 
individuals, who still shared the urge 
for connectedness, resulted in their 
collectivisation solely by sharing 
the same tool of communication. 
Does social media reflect a similar 
opportunity? Could it unite people 
across the globe and create a new 
collective consciousness in times of 
crisis? Moreover, is the combination 
of a new personal culture with novel 
forms of connectedness enough to 
change the status quo? 

Historical analysis demon-
strates that for an event to influ-
ence culture, various components 
have to converge, such as societal 
transformation, a media revolution, 

and an incident shaking up fragile 
structures. In times of COVID-19, 
the form of communication, human 
interaction, and the way to per-
ceive and think of the world are the 
essential cultural elements on the 
verge of radical change. Thus, social 
distancing alone is unlikely to pos-
sess the power to influence culture 
to a high degree. Furthermore, the 
consequences of COVID-19 will dif-
fer across cultures and presumably 
accelerate what has already been 
in motion. Social distancing might 
appear to interfere with Western so-
ciety’s perception of social contact, 
but the truth is that with the digital 
revolution, media substitutes have 
already begun to replace physical 
presence step by step. 

Ultimately, the question re-
mains how fragile Western culture 
proves itself to be in the face of dig-
italisation and the pandemic. Possi-
bly, individualistic nations will turn 
into collectivist cultures by will-
ingly wearing a mask and, as such, 
putting the health of the group 
before the self to save lives. Digital 
communication could substitute 
intimacy and evolve into the main 
instrument for sharing emotions. 
On the other hand, history could 
even repeat itself, and the domina-
tion of individualistic perceptions 
leads to a new form of communi-
cation which is yet unknown. In the 
end, it is noteworthy that whatever 
the consequences, society has the 
agency to ascertain the outcome. 
Whether the globe grows clos-
er together as society seizes this 
opportunity, the gap between the 
rich and poor widens along with the 
privilege to avoid an infection, or 
another potentially groundbreaking 
outcome occurs – it is up to every 
single individual to determine what 
the resulting ripples and new reality 
will look like.. 
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BOOK EXCERPT BY DR YOKO AKAMA 

Continent, 
archipelagos, 
and the sea 
of in-betweens 



   

 

 
  

 
 

 
 

 

 

 
   

         
       

 
        

 
      
     
         

       
 
 

       
        

      
       

        
       

        
 

       
   

     
 

  

 

  

  

 

 
  

 

Dr Yoko Akama, award-winning 
design researcher and Associate 
Professor in Communication Design 
at RMIT University, Australia, pro-
vided a modified excerpt from her 
forthcoming book chapter: ‘Ar-
chipelagos of designing through 
ko-ontological encounters’, in the 
book, Arts-Based Methods for 
Decolonising Participatory Research 
(edited by T. Seppälä, M. Sarantou, 
& S. Miettinen). Her work pursues 
designing as an ethical and onto-
logical practice, with a focus on 
cultural sensitivities, plurality, and 
participation. 

In this piece, Yoko uses the 
metaphor of archipelagos. The Con-
tinent of Dominant Design is drawn 
as ‘a massive island in the middle, 
just as cartographers of the past 
have visualised and magnified their 
particular nations on their own map 
to demarcate power and terriato-
ries’. Departing this centrality and 
sailing to the archipelagos of de-
signing is a way to learn from what 
is often overlooked in practices 

‘that manifest many kinds of ontolo-
gies, philosophies and spiritualities’. 
For Yoko, de-colonising also means 
immersing in the ripples and tur-
bulence of the seas in between as a 
way to learn ‘how to embrace other 
perspectives’ in this journey. 

Design is a powerful agent for innovation, but I also 
worry how Design also advances ideologies of growth, 
control, competition, productivity and neo-liberal cap-
italism. The Colombian anthropologist, Arturo Escobar 
(2018) talked about the paradox of fixing modern prob-
lems with modern solutions, especially if these prob-
lems stem from modern world-making practices that 
have erased and subjugated divergent onto-epistemol-
ogies and worldviews. As a way to sense the invisible 
layers, like values and worldviews, scholars have likened 
culture to an iceberg, composed of layers that can be 
easily observed in the upper levels and those that are 
less visible below the surface (Giddens, 1984; Hofstede, 
1994). This starts to convey the visibility of products, 
tools, methods, behaviours and touchpoints that are 
supported by the underlying layers of values, mindsets 
and worldviews, which are harder to see. For example, 
the Double Diamond model, used commonly in Design, 
manifests and amplifies the values that lie beneath the 
surface, such as problem-solving, simplicity, efficiency, 
replicability and linear progress (Akama et al., 2019). 

Instead of the iceberg, I have been using islands as 
a metaphor to understand various values and 
worldviews under the water line, to avoid 
assuming what is visible on the surface 
as styles, techniques and knowledges 
that can be transferred and replicated. 

The Continent of Dominant Design is 
a metaphor for modern world-making practices that 
have ignored, appropriated and universalized. I use the 
uppercase ‘D’ in Design to refer to professional norms 
and ossified understandings as ‘Dominant Design’ in 
an attempt to distinguish this from ethical, situated 
and ontological notions of designing (in lowercase). 
To show how Dominant Design has become the central 
frame of reference for this discipline, I draw The Conti-
nent as a massive island in the middle, just as cartog-
raphers of the past have visualised and magnified their 
particular nations on their own map to demarcate pow-
er and territories. The scale, centrality and universality 
are metaphors of ‘One-World’ hegemony (Escobar, 
2018; Law, 2011) imbued with modern colonial values 
and worldviews that lie under the water’s surface. 

I also draw The Continent of Dominant Design 
as nested within archipelagos. Archipelagos unsettle 
iceberg models that suggest universality, detachment 
and containment, and also trouble island tropes that 
connote singularity, isolation, insularity and periphery. 
Archipelagos have enabled relational and non-binary 
ways to think and be with to premise reciprocal con-
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nectivity (Hau’ofa 1994); as an ontology of mobilities 
and multiplicities (Stratford et al., 2011); creatively 
imagine possibilities (McEntee et al., 2016); prefigure 
transfiguration and metamorphosis (Pugh, 2013); and 
‘islandness’ as a relationality of emplacement (Oliver, 
forthcoming). I surround The Continent with a sea of 
islands because there are various forms of designing 
that express and cyclically shape many kinds of values 
and worldviews. The metaphor of archipelagos refers to 
significant constellations of designing that are ignored, 
exoticised, universalised or often appropriated by The 
Continent of Dominant Design. The archipelagos act as 
an invitation for all to identify designing that has been 
ongoing under other names as both specialised and 
everyday practices. These reminders compel us to take 
responsibility to relate to other names, forms, artic-
ulations and practices of designing by paying closer 
attention to what is below the water line that matters to 
groups of people. 

There are so many archipelagos of designing that 
manifest many kinds of ontologies, philosophies and 
spiritualities that have continued within industrialised 
societies. Sadly, there is no room here for examples, 
so instead, I recommend learning how designing has 
always been participating in becoming-with-many 
from those who are generously inviting us to listen and 
engage. I have learned a great deal from the wisdom 
offered by Uncle Moran, Uncle Harrington and Profes-
sor Sheehan (2018, p. 73) in Australia on Indigenous 
Knowledge that considers design as ‘a natural and nat-
uralizing power’, and it is ‘how all living beings co-oper-
ate and co-create.’ This designing for ‘mutually enhanc-
ing sustainable economies and sociotechnical systems’ 
informs how Tristan Schultz (2018, p. 85) spearheads 
Indigenous Design Futures. Many contemporary Indige-
nous designers in architecture, urban planning, product 
design, communication design, fashion and textiles 
are drawing upon this significant heritage and wisdom, 
adapting, blending, evolving the notion of designing in 
ways to continue contributing to their communities and 
broader ecologies (Browning et al., 2017). 

From another archipelago, I learned from designer 
researcher Diana Albarrán González (2020) the wis- 
dom of Mayan Tsotsil and Tseltal peoples, a compelling 
form of decolonising and artisanal designing through 
buen vivir (‘good living’, collective well-being) and lekil 
kuxlejal (a fair and dignified life). From Desna Whaanga-
Schollum, a founding member and Chairperson of Ng 
Aho, a network of M ori design professionals, I learned 
about Te Ao M ori (M ori worlds) and the philosophies, 

principles, protocols, values and worldviews practiced 
as Kaupapa M ori (Akama et al., 2019). With friends 
and colleagues Joyce Yee, Khemmiga Teerapong and 
Viola Petrella, we have begun to understand the sig-
nificant role played by Lanna temples in Chiang Mai, 
Thailand, in sustained designing and social innovation 
(Yee et al., 2020). 

Plural worlds are embodied in these practices, 
which I find so compelling. These ‘island to island’ rela-
tionships (Stratford et al., 2011) have become a signif-
icant constellation by which to orientate my approach 
to navigating the eddies and currents that powerfully 
influence the movements of my practice and becom-
ing-with. These encounters, often through invitation, 
have required me to listen and follow, guided by the 
host, while releasing and surrendering what I am hold-
ing on to and carrying with me when visiting various 
archipelagos and participating in designing there. 

As we sail to many archipelagos, we must also 
learn how to respectfully embrace other perspectives, 
knowledges, practices, experiences and worldviews 
and attempt to rediscover or reorientate relationships. 
I use the term reorientation, with regards to 
those who were conditioned through sys-
tems of separation, omission and acqui-
sition, as a way to encourage alternative 
ways of relating, of being entangled and 
implicated with one another. This resonates 
with what Tlostanova (2017, p. 54) has argued as ‘mul-
tiple optics and many-valued logic’ that can lead to a 
more radical rethinking of Design. Yet it is curious how 
rational logic rejects incongruence when contradic-
tions are always co-present and interrelated. Plurality 
is to respect knowing, being and worlding that are 
different and always will be irreconcilable. Zen teaches 
us that the notion of opposites consists of dualisms 
constructed by the linear mind (Suzuki, 1969). What 
appears as opposite poles to the linear mind might just 
be partial views from various archipelagos. 

‘I heard that we are in the same boat. But it’s not 
that. We are all in the same storm’ (Barr, 2020). The 
disruption and persisting challenges of the pandemic 
are acute reminders that our experiences defy easy 
comparison or can collapse under the weight of a uni-
versal ontological equivalence. Contrary to the utopian 
imaginary of an island paradise, archipelagos are multi- 
being assemblages of flotsam and jetsam, continually 
whirling and creating dynamic forms that also intensify, 
multiply and disrupt relations of land, water, island and 
continent, so it remains no longer a ‘composition of 
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things that are believed to fit together’ (Stratford et al., 
2011 p. 122). Similarly, various forces are always at work 
that buffet our being and becoming. We are already 
entangled in evolutionary, geologically and globalising 
ways. Recognising our entanglements obliges us to be 
more sensitive to how we participate in existing struc-
tures, dynamics and rhythms in collaborative designing 
and research. Being respectful to our primordial entan-
glements, dependencies and co-emergence, obliges us 
to feel, think, act, imagine and become-with-many.  
In doing so, I am hopeful that we can embrace many 
practices in designing, research and innovation so we 
can confidently depart The Continent’s shores. This also 
means abandoning logical constructs that invalidate 
contradictions and paradoxes, and collapse them under 
universalisms or categorisation of sameness. When 
such logical temptations occur, let us enact rituals such 
as walking, gardening, swimming or preparing food that 
have been practiced over and over and over and over 
again that can deepen one’s relationship with diverse 
ecologies. This can remind us of the delightfulness of 
contrasting flavours, distant correspondence between 
the moon and tides, and how life cannot be without the 
reciprocities of decay. 

Building on what I have previously written about 
Ma as between-ness and in between created by the 
pre-existence of both and many (Akama, 2015), the 
space in between (Ma) the islands are just as important 
to the archipelagos. Philosophy and ontologies of Ma 
‘denies the position of a fixed subject’ (Isozaki as cited 
in Davidson, 1991, p. 66). The currents and channels in 
between are the Sea of Ma that maintain a correspond-
ence, co-emergence and sensitivity that is neither one 
nor another, to remain entangled in the flux and flow 
of changing and becoming-with-many. The Sea of Ma 
can be a metaphor for many things where supposedly 
‘incongruent’, ‘contradictory’ or ‘incommensurate’ 
knowledges, experiences, ontologies and cosmologies 
as currents intermingle, and have always intermingled, 
to compose new things. In other words, rather than 
emphasising sameness or fearing divergence, connec-
tions and resonance can be found in difference when 
plurality is embraced in its own right (Carter, 2018). 
This reinforces that archipelagos are not literal loca-
tions, nations or cultures, but a metaphor for how these 
pluralities can be embodied in ourselves. 

Being at sea is unsettling. These in-betweens can 
be a contested space of turbulence, tension and sur-
vival for those whose onto-epistemologies continue to 
be ignored and belittled (Nakata, 2007). It can create 

anxiety for those conditioned by The Continent who 
fear that their engagement might result in misappro-
priation and further colonisation. Just as the need to be 
vigilant to read the tides, rips, swells and depth when 
entering any body of water, we must also be attentive, 
responsive and reflexive at all times in the Sea of Ma 
to engage with difference with respect and sensitivity. 
This includes attending to the values that lie under the 
surface and how these are expressed and negotiated 
through our practices when we design and research 
with others, including more-than-humans. It is an 
ethical and political vigilance to deeply engage with 
mind-body-heart-spirit and honour the ‘distinctions 
between the relationships of things’ and ‘spaces for 
plural ethical relationships’ (Oliver, forthcoming). 

The plurality of archipelagos means that many 
worlds exist simultaneously and often in close prox-
imity. If being entangled is already our pre-existing 
condition, it compels us to act within an obligation, 
responsiveness and responsibility. There are many 
archipelagos of designing that can also be our initial 
navigating guide. As we set sail in the Sea of Ma, it is 
my hope that The Continent will then shrink 
in dominance in our view and in our be-
ing, as we move further towards becom-
ing-with archipelagos.. 
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Ana María Fries 
is the Director of 

Artesanías de Colombia, 
the Colombian public entity in 
charge of representing artisans and 
their crafts. Formally trained as an 
architect, she has worked all of her 
life in the world of design and has 
managed to bring an innovative 
spin to the different positions she 
has held. María Iragorri Amaya, 
researcher of innovation and part 
of the Æffect team, speaks with 
Ana María about her multidisci-
plinary career, how crafts entered 
her life, and the innovation labs of 
Artesanías de Colombia. 

Ana María started off her pro-
fessional career working in archi-
tectural firms, focusing on interior 
design. She then started working in-
dependently at her own interior de-
sign studio where she had important 
scenography clients that ranged 
from TV to the museum industries. 

When Daniel, her son, was born, she 
left the studio to spend more time 
at home with him – the incompati-
bility of working in design exhibition 
spaces and being a mother led her 
to leave the industry. However, in 
this new stage of her life, she decid-
ed to fill the hours doing research on 
design journalism, a topic she had 
always been curious about. Partly, 
this curiosity was sparked in 1992, 
in one of her later works, where she 
designed the space of an exhibition 
in Bogotá about architecture and 
graphic design’s most important ob-
jects throughout history. This exhibi-
tion was the product of Ana María’s 
initial friendship with Rita de Agude-
lo, one of Colombia’s most impor-
tant art gallerists, who introduced 
her to the world of design research 
and journalism. Motherhood came 
with new friendships that would 
feed her professional career in the 
world of design and journalism. 

Shortly after finding herself in this 
new phase of her life, she soon real-
ised there was a huge gap between 
information and communication in 
design journalism. After knocking 
on many doors to pursue a career 
in this field, she found an opportu-
nity to work for AXXIS, Colombia’s 
leading magazine on architecture 
and design. She was very interested 
in the editorial and semantic side of 
things, but was quite apprehensive 
about taking this risky leap. After all, 
she states, her formation was not 
that of a journalist, for which even 
her close friends teased her. How-
ever, four years later she became 
Director of AXXIS. Heartwarmingly, 
she admits, ‘It has been a thrilling 
journey. All of the jobs I have had in 
my life have been extremely fulfill-
ing; each one has been the stepping 
stone to the next. It has been a 
beautiful career’. 



       
 

        
          

      
          

      

   
 

 

 

 
 

 

 
 

 

 
 

 
  

  

 

  

 
 

 

 
  

 
  

 
  

  

 
 

 

María Iragorri Amaya 
When did the world of Colombian crafts come into 
your life? 

Ana María Fries 
It was in AXXIS where I decided to open a section espe-
cially dedicated to publishing Colombian crafts. For me, 
it was imperative for us to have a section focused on our 
craft heritage in order to call ourselves the benchmark 
for Colombian design journalism. To do this, we had to do 
parallel research on architecture, design and decoration. 
We also had to be able to articulate these three fronts 
together, always recognising where we come from. 

MIA 
And how was Colombia positioned in the early 
stages of this research? 

AMF 
Well, in the nineties, much was said about design in 
the northern hemisphere -in North America and in 
Europe-. However, design was not part of the lexicon 
in Latin America. And that was our proposition with 
AXXIS, to deal with this neglect by adopting a com-
prehensive view. But to do this, it was very important 
that the editorial line of the magazine treated crafts as 
objects that represent a sense of identity and belong-
ing, instead of seeing them as mere objects of aesthetic 
and decoration. The main message we strived so much 
to print was that artists are not only architects trained 
in universities; artists are also our artisans. As a matter 
of fact, artisans are natural artists in the sense that they 
have been humanity’s first designers; they exploit our 
creative DNA and have done this for centuries. 

MIA 
What do you mean by ‘creative DNA’? 

AMF 
Creative DNA is a term that recognises how humanity 
represents the universe. When humans saw the moon 
in the sky and reproduced it with a circle on the ground, 
our creative DNA and our connection to the world was 
born. After drawing the moon on the ground, humans 
started framing their drawings. This was when geom-
etry was born and consequently, this was where the 
universal history of design started. This can be seen in 
the cave paintings in certain sites. In Colombia, we are 
lucky enough to have some of these in Chiribiquete Na-
tional Park. And so, this visibility, this demonstration of 

the creative DNA that artisans possess is also a wake up 
call to the vanity that we architects and designers suffer 
from. We think of ourselves as the creative masters who 
are omnipresent and almighty, but we are not. We actu-
ally have a lot to recognise in our artisans. 

MIA 
Yes. It’s an alarm bell to this idea of European 
“good-taste” that leaves aside our artisans’ mastership 
and their heritage. 

AMF 
Exactly. It is a wake-up call, a bang on the head, be-
cause here we have these characters that have no 
formal studies but that possess an ancestral knowledge 
inherited by tradition and culture, for years and years. 
This is why, as an entity, Artesanías de Colombia has 
also managed to innovate in the academic history of 
our country by signing an agreement with the Universi-
dad del Rosario in Bogotá to include artisans as teach-
ers in their new Faculty of Creation that will launch next 
year. Here, artisans will be part of the teaching body of 
the faculty. Formally-trained architects and 
designers should not be the only ones 
admitted to impart education. 

Artisans know so many things that 
formally trained designers do not know. 
Their abilities are infinite. For instance, take 
the dexterity in their hands of knowing how to trans-
form natural fibres into solutions for our everyday lives, 
like kitchen and cooking utensils. Or how they build the 
clothes we dress in. Or the fabrication of the walls of a 
house. Everything we have needed to grow as a species, 
they have solved with their hands, both in Colombia 
and in all of the universe. 

And so, going back to my time as Editorial Chief 
in AXXIS magazine, this was the editorial line I want-
ed to follow. I wanted crafts to be recognised in all of 
their virtue. I wanted the magazine to inform and allow 
readers to come closer to the origin of our traditions. 
This need of mine came from the surprise I had whilst 
studying architecture in the Universidad Javeriana in 
Bogotá where no one ever taught me about these cave 
paintings in Colombia. They talked about the ones in las 
Grutas de Altamira in Spain, but how come they did not 
mention the ones we had here at home? 

MIA 
Yes. It’s heartbreaking the way we neglect who we are, 
where we come from. 
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AMF 
Yes, it’s terribly sad. We know about universal history, 
about the history of architecture and of painting. But we 
don’t immerse ourselves into the knowledge of our own 
roots, our identity, our origin, which has been the scope 
of my work. Not only in the magazine but also later on, 
in Artesanías de Colombia. 

MIA 
So how was it that you jumped from AXXIS, a private-
ly-owned magazine, to Artesanías de Colombia, the 
country’s public entity in charge of representing arti-
sans and their crafts? 

AMF 
Aida Furmanski was the reason why I left AXXIS to join 
Artesanías de Colombia. She is a former director of 
Artesanías de Colombia. During her time there, she cre-
ated a project called “Innovation and Design Labs”, to 
bring innovation into the work of the artisans. However, 
when the time came for her to leave the entity due to 
personal reasons, she called me in to become part of 
the entity, as she was really worried about abandon-
ing the Innovation Lab project. In the beginning, I was 
reluctant to abandon AXXIS. The magazine was like a 
daughter to me. However, Aida was worried that the 
twenty innovation labs would fall into oblivion. Eventu-
ally, however, I could not resist the opportunity to be-
come part of Artesanías de Colombia and to see these 
innovation labs through. I was appointed as General 
Manager in August 2015 by the president Juan Manuel 
Santos. Later on, in september 2018, my position was 
ratified by the president Iván Duque. And so, with the 
blessing of Aida I left the comfort of the private sector 
to offer my work to the public sector. 

MIA 
So how have these labs developed? 

AMF 
Nowadays, I can proudly say that the entity has thirty 
three labs covering all of the territory of Colombia. We 
work with approximately 15,000 artisans every year, 
giving them a whole program of innovation in which we 
design a baseline where we identify the specificities of 
their region and traditions. 

So far we have characterized around 32,000 
artisans with 220 variables. It has been incredible hard 
work. Additionally, with the National Farming Census, 
we have identified that 19,000 artisans are also farm-

ers. This proves how the labour and manual work tend 
to come hand in hand. Therefore, as an entity, we have 
to work with a holistic and integral view that recognis-
es how the artisan is also a farmer when she or he takes 
care of the growth of their raw material. And they know 
how to take care of the raw material because they 
don’t only specialise in one single job: they’re neither 
sole artisans, nor farmers, nor mystical persons. They 
are all of these. They know about aesthetics, ancestral 
medicine, the role of each herb. This is what cosmo-
vision is all about. They know how to feel. They are 
the guardians of the biodiversity of our country. They 
even teach about forgiveness. For instance, the ethnic 
groups Kamentsá and Inga of the Putumayo basin have 
a celebration called The Carnival of Forgiveness. Hav-
ing a party for the purpose of learning how to forgive 
proves the level of spirituality they have. It’s something 
very elevated that, to me, should be declared Patrimo-
ny of the Humanity. 

MIA 
So, design is not only inherent in the aesthetic virtues of 
the crafts. Design is also present in the way 
you attend every region and every group 
of artisans. When I was researching the 
Innovation Labs, what really caught my 
eye was your expression of “designing 
a baseline of the self”, and not only of the 
region. From what you tell me, this expression is the 
active exercise of retrieving the individualities and par-
ticularities of every artisan’s microcosmos. 

AMF 
Precisely. That is why the first module of the Innova-
tion Labs is called ‘Human Development’, because we 
strive to understand who the artisans are, how they feel, 
talk and live. We first have to understand their needs 
and their hearts to be able to come in and help them 
develop their crafts into sustainable businesses. And to 
do so, we work with an interdisciplinary team made up 
of anthropologists, sociologists and professionals that 
have worked in the social field. 

Moreover, we have had to understand and work with 
the reality that 72% of the artisans are women. And this 
percentage tends to be women that are in situations of 
vulnerability. Additionally, most of them work in infor-
mal jobs with no social security. The majority, also, work 
in regions with very difficult topographic conditions. 
Also, a vast number of female artisans are victims of the 
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armed conflict, for whom we created a program ded-
icated to helping artisans who have suffered from the 
violence in the country. 

MIA 
This is a reality that makes the stage of “getting to 
know each other” quite essential. 

AMF 
Exactly. We first need to know who we’re working with. 
And only after this module is finished, can we move onto 
the second stage of the Innovation Labs, which is the 
module of ‘Entrepreneurship’, where we help artisans 
to develop their technical capacities to empower them 
by helping them become much more efficient. Finally, 
the third module of these labs is all about cooperation 
between artisans and contemporary designers. We put 
these two groups together and create the space for them 
to design objects jointly. This is the most delicate mod-
ule, as there are various principles that must be followed. 
The first principle is that ethnic crafts can be looked at 
but cannot be touched. We cannot intervene in these 

specific crafts as their cultural patrimony 
must remain intact. Therefore, this respect 
towards ethnic crafts is an act in defense 
of our heritage, because the knowledge 

carried by crafts are both material and 
immaterial patrimonies of our nation. 

MIA 
So, what is a craft for you? 

AMF 
In Artesanías de Colombia, we work with UNESCO’s 
definition of craft. They define them as objects that 
have been predominantly elaborated by hand, with 
simple tools and using natural and sustainable materi-
als. Additionally, they must contain a special cosmovi-
sion. 

MIA 
What do you refer to when you say 
“special cosmovision”? 

AMF 
When you speak to artisans in indigenous communi-
ties, they will all assert that they weave their thoughts 
and knowledge. In every object there lies a narrative. In 
every rucksack made by the wayuu ethnic group, called 
mochilas, in every elaboration of a Werregue basket, a 

story exists. All of these communities have the com-
mon denominator of weaving the way they perceive the 
world. They embroid it; they engrave it. There are so 
many narratives in their crafts, we have even had to cre-
ate a dictionary -or compilation- of the crafts and their 
meanings. Crafts are not just decorative objects. Every 
drawing they represent has a transcription. And so, 
when we connect the images found in a craft, we find a 
story. And our task in Artesanías de Colombia is that of 
rescuing these stories -these cosmovisions- because 
they have been lost with the passing years. Especially if 
we take into account that Colombian ethnic groups do 
not create objects in mass numbers. There’s no repeti-
tion in Colombian crafts. Each one is quite unique. Part-
ly, because the territory and its topographic conditions 
tend to be quite harsh and differ so much from one 
place to another. 

This is why in the Innovation Labs we also centre 
on perfecting the artisans’ technique, as well as po-
tentialising their abilities. What this means is that we 
invite artisans to ask themselves what other objects 
could use their techniques. This process allows them to 
explore their talent and techniques and to amplify their 



 

 

 

  

 

 
 

 

 

 
 

 

 
 

 

  
  

  
   

  

 

 

 

 
 

 
  

 

           
        

          
      

    
       

          
         

      
      

product portfolio. In just five years, we have helped 
artisans to use their techniques in 8000 new products. 
In this sense, Artesanías de Colombia is just a platform 
that articulates artisans with the market’s expectations 
and design trends to produce new crafts and be more 
economically empowered. Innovation Labs are not only 
about a product, but also about teaching market skills 
to artisans in order for them to launch their individual 
and collective brands on both national and internation-
al scales. 

MIA 
Innovation and traditions can sometimes be seen as 
contradictory terms. Have you had any examples of this 
tension?  

AMF 
Absolutely. There have been cases where innovation 
has not been about creating something new, rather 
about going back in time to old techniques that, per-
haps, have been forgotten or changed. For example, we 
have had to quit the use of chemical dyes and go back 
to natural ones. Innovation is also about travelling back 
in time.  

MIA 
Do you have an example of an artisan in particular with 
whom you’ve gone through this journey to the past? 

AMF 
Yes. Makis Medina, the Director of Sustainability and 
Social Impact for Wonder for People, is a great example. 
As a contemporary designer, she was working along 
Yudelis Sapuana, from the wayuu ethnic group, in the 
module of cooperation that I have mentioned. When 
they sat together to brainstorm designs, they each first 
proposed their own ideas and aesthetic vision. Howev-
er, when Makis asked Yudelis to put her technique into 
shoes, Yudelis quickly told her she was not allowed to 
do so, since her technique carries such a strong mes-
sage about her culture and life, that it cannot be put 
into an object that we use to step on the earth. Using 
one of her designs for a shoe would mean stepping on 
her heritage and disrespecting her culture. Nonethe-
less, Yudelis still wanted to explore other ways of incor-
porating her technique into Makis’ designs. 

This example proves, then, how important it is for 
designers and artisans to have a dialogue and share 
their own views of the world, in order to create objects 
that are both beautiful but respectful. This is why they 

first need to know and understand each other to know 
how they think, feel and work with their hands. They 
need to understand the symbology they work with, 
what is sacred and what is not, what is mystical. These 
are discoveries that can only come through dialogue 
and sharing. And since artisans are also designers, they 
will always be open to new ideas, as long as their sacred 
visions are respected. 

MIA 
How can you help them position themselves interna-
tionally, Ana María? 

AMF 
For us, collaboration is the key. Not only between us, 
the entity, and the artisans, but also between other 
contemporary designers. We bring in emerging fash-
ion, jewellery and interior designers, architects, and 
other creatives, to work together with artisans. This 
program is called Diseño Colombia, which I built from 
scratch. Diseño Colombia manifests this articulation 
between contemporary designers and artisans. Nowa-
days, Colombia’s most important designers 
such as Silvia Tcherassi or Joanna Ortiz 
are closely working with the artisanal 
sector. Besides empowering artisans and 
designers, this union has helped create a 
Colombian design identity. People are now 
living Colombian crafts; they wear them, they eat with 
them, they work with them. And living our crafts creates 
a very strong sense of belonging and pride about who 
we are and where we come from. It is a way of paying 
homage to our ancestors. 

MIA 
How is the Innovation Lab positioned in Latin America? 
Is this a model that is strong and present in other Latin 
American countries? 

AMF 
Well, I can surely say that we have the lead in Latin 
America when it comes to innovation and design in 
the crafts industry. We are part of a collective of Latin 
American countries working for their crafts called 
Iberartesanías. Cuba, México, Guatemala, Colombia, 
Perú, Ecuador, Uruguay, Chile, Paraguay are all part 
of it. However, I have been able to see how Artesanías 
de Colombia is a reference in the matter for these 
countries. We have been implementing a Japanese 
development model called "OVOP" One Village, One 
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Product, which is a model created by the Japanese 
Government in which designers work with artisans 
from one region and help them retrieve a craft unique 
to their culture that has been neglected. We have 
implemented this model in 13 regions so far, where 
we work tirelessly with the artisans to retrieve their 
crafts. For example, there’s the sombrero vueltiao 
made from caña de flecha which is from the region 
of Tuchín, or the filigrane jewellery which can only 
be found in Mompox, or the Chamba ceramics from 
the eponymous region. And so, when we go to each 
region to retrieve their crafts, the teamwork between 
designers and artisans makes a volcanic explosion. 
It’s a boom. The artisans provide the technique, the 
skills and dexterity of their hands, their knowledge 
and ancestral cosmovision. And the designers bring 
their own skills, their sense of aesthetic and their 
knowledge about markets and trends. Needless to say, 
this collaboration cannot be an imposition; it can only 
come through dialogue. 

MIA 
And have you had any examples  

where artisans entered the international 
market? 

AMF 
Yes, and it’s quite a moving story. We par-

ticipate in the International Folk Market in Santa Fé, 
New Mexico. This is a very important fair in the crafts 
world; it’s such a special and beautiful space. The Folk 
Market’s curatorial committee, famous for its rigour 
and selectiveness, chooses only 200 artisans from all 
around the world to participate in this fair. In our case, 
we attended as Artesanías de Colombia and we took 
a sample of the collaboration we do in our Innovation 
Labs. One of the artisans we took to the fair was Con-
suelina Chocho, from the Wounaan ethnic group of the 
Chocó region in Colombia. She produces a craft called 
Werregues, a type of basketwork. For me, these are 
perhaps the most stunning and finest pieces of basket-
works in the world, even though other cultures in Africa 
also produce beautiful versions. What is so special 
about the different basketwork techniques from vary-
ing artisan communities is that the narratives in their 
weavings tend to be very similar. Their creative analysis 
and their abstraction of the world coincide in a mar-
vellous way, regardless of the huge distances between 
one community and another. But, anyway, coming back 
to Consuelina Chocho’s story, she attended the Fair 

with her Werregue baskets, with which Donna Karan fell 
crazily in love. In the first fair, she sold 27,000 USD in 
two and a half days. In the second fair, 25,000 USD, and 
in the third one, 30,000 USD. 

AMF 
But this is just the sexy side of it. It is only one part of it. 
What is really worthy about this work is the recognition 
of traditions, the productive and inclusive development 
of Colombia’s crafts, the preservation of our patrimony. 
All of this with the objective of helping artisans be able 
to live off of their craftwork. This is what sustainable 
development, reduction of poverty and gender equality 
are really all about. 

MIA 
I think Artesanías de Colombia, along with its Innova-
tion Labs, is a proof of how emotions can be such an 
economic drive. Innovation should strive to be more 
emotional, not only digital. For example, for artisans 
and designers it is emotions and their cosmovisions 
that really drive them to make their crafts. 

AMF 
Yes. Because crafts are meditations in themselves. 
When artisans of the Sierra Nevada weave a mochila 
bag, the bag is a meditation in itself. They argue they 
weave their thoughts, their feelings, in order to incor-
porate their mind, eyes, hands and heart into one. With 
every stitch, they knit their thoughts to clear them-
selves from negative energies. . 

Images 
Artesanías de Colombia’s archive and Mónica Barreneche 



M
U

LT
IV

ER
SA

L 
RI

PP
LE

S 

16
3 



      

        
               

      
 

         

   

I think an idea is like a seed,
a domino, 

and even if it isn’t something that the client or the project goes for, it initiate
something

create a 
different idea 

that you wouldn’t have 

CiCi Baxter 
Innovation Strategist 



 

or a ripple.
You can express that idea,could 
else. It can spark something in somebody else, 

completely 

imagined. 
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Fashion supply chains 
became significantly 

complex with globali-
sation, as these involve 

multiple players from all around the 
world with long distances between 
head offices and factories, some-
times located on the opposite ends 
of the world. This also means a great 
deal of coordination between stake-
holders who don’t necessarily trust 
each other: the farmer or supplier, 
the manufacturer, the distributor, 
the showroom, and the retailer. 
The modern garment supply chain 
is immensely complex and many 
processes are paper-based. As a 
result, brands cannot offer full 
traceability of their garments and 
the customer cannot have ac-
cess to the process. Moreover, the 
“Made In” label is often misleading 
as there is no harmonisation within 
the European Union regarding 
the declaration of country of origin1. 
Not all member nations require 

Made In labelling. We’ve heard many 
tragic stories, often involving human 
rights related issues, such as child 
labour and exploitation, as well as 
poor working conditions and low 
wages. More and more consumers 
want to know the provenance, but 
also have access to the information 
regarding the fabrics and materi-
als that are used. The sentiment 
towards sustainability has particu-
larly deepened during the COVID-19 
crisis, research showed that 75% of 
customers considered transparency 
an important purchasing factor, and 
88% percent of respondents high-
lighted that more attention should 
be paid to reducing pollution2. 
Consumer awareness is constantly 
pushing brands to work towards sus-
tainability and change their old ways 
of doing business. 

The COVID-19 pandemic has 
highlighted how fragile global supply 
chains are and companies need 
technological innovation to make 

their supply chains resilient. The 
European Parliamentary Research 
Service has defined blockchain as a 
transparent and decentralised way 
of recording lists of transactions, 
or a database that can be shared 
across a public or private network 
(the digital currency Bitcoin is an 
example of a public network). The 
database, or ledger, is shared by 
users in the network and cannot be 
modified or changed by external 
users. Finally, the decentralised 
nature of blockchain provides a 
peer-to-peer network that doesn’t 
involve any institution such as the 
government or the bank. 

As to its use in the fashion in-
dustry, blockchain-based platforms 
could power transparency in the 
fashion supply chains by intercon-
necting data sources and partic-
ipants, thus sharing trusted data 
among large numbers of stakehold-
ers. This would provide a bona fide 
certification of a product’s lifecycle. 



 

 

Providing 
transparency 
to fashion 
supply 
chains 
ARTICLE BY DAGMARA BACHIROVA 
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The future of blockchain is not yet 
absolute, but some blockchain 
startups are on the rise. Prove-
nance, a London-based startup, is a 
social enterprise building a system 
for product supply chain and lifecy-
cle transparency using blockchain. 
Provenance already partners with 
fashion designers, such as Martine 
Jarlgaard, who has used Prove-
nance to create digital histories of 
her garments’ journeys. However, 
some elements might delay the 

widespread adoption of blockchain 
technology. First, there are con-
cerns regarding the energy impact 
of blockchain-based cryptocurren-
cies that incentivise mining and 
that require power for their many 
computers. Considering the global 
climate change crisis, the high 
energy consumption of blockchains 
can trigger a reluctance in invest-
ing in the technology. In addition, 
the available research was focused 
only on bitcoins and their mining 

activity, and not much research has 
been conducted on the use of the 
technology in other areas (such as 
in supply chain management, smart 
contracts or, financial services).  

There is also a need for legal 
and regulatory clarity for block-
chains. The rule of law is impor-
tant for businesses as it gives 
them a framework on how to act 
and operate. The European Com-
mission launched in 2018 the EU 
Blockchain Observatory and Forum 
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with the purpose of mapping key 
initiatives and supporting Europe-
an policymakers. 

As with any nascent technol-
ogy, the blockchain ecosystem 
needs to mature to a great degree: 
cultural acceptance, building the 
right infrastructure for its efficien-
cy, data protection, and legal reg-
ulations at all levels. It seems clear 
that supply chain transparency pre-
sents an opportunity, however, only 
consumer demand can be a strong 

driver for its implementation in ma-
jor fashion houses. As consumers 
increasingly want to know where 
and how their clothes are made, 
supply chain transparency could in 
the next few years become a selling 
point. Innovation is adopted faster 
when financial rewards are more 
evident as opposed to innovation 
adopted as part corporate social 
responsibility strategy. . 
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I hope that the work that I’ve helped ripple
is about the kind

that creates 
and a sense 

That’s what I feel working with nature; 

a part of something really 
I’m just looking out into the garden now, the way that those roses grew, 

the way the apples are coming through. 
The fact that those lettuces exploded, the fact that it rained yesterday, the light. 

explain that in a wayIt’s just ordinary. And if we 
then we go about our lives in a different way. 

Andres Roberts 
Founder of the Bio-Leadership Project & The Way of Nature UK 
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that we’re part of something bigger, miraculous. 
How can you ever 
that would be sort of like a machine?extra-
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The Art  
and Science 

of Creating 
Good Luck 

BOOK EXCERPT BY DR CHRISTIAN BUSCH 

Dr Christian Busch teaches purpose-driven leader-
ship, impact entrepreneurship, social innovation, and 
emerging markets. He is the Faculty Director of the CGA 
Global Economy Program at New York University, and 
a Visiting Fellow at the London School of Economics. 
His most recent publication The Serendipity Mindset: 
The Art & Science of Creating Good Luck connects the 
dots on how all of us can cultivate serendipity and turn 
uncertainty into opportunity, joy, and sustained suc-
cess. In this excerpt from his book the Æffect team was 
thrilled to find mentions of Brian Eno and Brad Gyori 
disjunctive strategies, a method that we have previously 
encountered in innovation management conversations 
and now seeing it connected to this article was indeed  
a serendipitous encounter. 
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Artistry and serendipity 

When King Solomon needed to resolve a dispute be-
tween two women regarding who was the true mother 
of a baby, he called for the child to be cut in half. Why? 

In this famous story from the Bible, he wanted to 
observe the women’s reactions, which would inform his 
judgment. In the days before DNA testing, he was limit-
ed in his options. As both women claimed that the baby 
was theirs, Solomon called for a sword and announced 
that he was going to slice the baby in two. One of the 
women pleaded with Solomon not to do it and to give 
the baby to the other woman—proving to Solomon that 
she was the baby’s true mother, as she would sacrifice 
custody to keep her baby alive. He used a non obvious, 
creative, and indirect approach that Edward de Bono 
would call lateral thinking, i.e., lateral as opposed to 
vertical thinking, where we solve problems step by step. 

Such an approach shows how we can broaden 
where we look for solutions and we can train our-
selves in generating new ideas. Try picking an object 
at random, and associate it with your area of interest. 
De Bono used the example of randomly choosing the 
word “nose” in relation to a photocopier (the object in 
question), leading to the idea that the copier could cre-
ate a lavender smell whenever it was out of paper. From 
there, a creative session can get started. 

There’s much to be learned from the arts when 
it comes to facilitating serendipity triggers and con-
necting the dots. Artists tend to derive inspiration from 
happenstance, from the anomaly. Indeed, art thrives on 
the unexpected. 

Jackson Pollock, one of the greatest abstract 
painters of the twentieth century, famously said that he 
denied the accident. What did he mean? His point was 
that while some observers think of Pollock’s technique 
as just randomly throwing paint at a canvas, Pollock be-
lieved he was following a method and intention behind 
each gesture. 

Denying the accident doesn’t mean mapping out 
a painting in advance. Pollock saw accidents as both 
intended and spontaneous at the same time. 

Consider method acting, or improvised jazz, or 
stand-up comedy. In all these cases, the artists open 
themselves up to the unexpected, to the spontaneous. 
Sometimes it comes from inside themselves, perhaps 
from the audience, or from their fellow performers—fre-
quently from all three. But when it’s successful, the re-
sult is not meaningless uncontrolled chaos, but creative 
tension with often serendipitous outcomes. 

Artists, notes Brad Gyori, an Emmy-nominated writer 
and university lecturer, are “serendipity hunters” who 
create strategies for serendipity “on demand.” Indeed, 
artistic methods are often quite practical and much less 
mysterious than we might think. They are techniques 
for disrupting habits of mind to allow for adaptation 
and improvisation. 

In the mid -1970s, the musician and producer 
Brian Eno collaborated with the artist and painter 
Peter Schmidt on a series of printed cards titled 
Oblique Strategies. Each one contained a phrase or 
remark intended to break an artistic deadlock, spark an 
idea, or set off a train of thought. Some of the phrases 
were quite practical, such as, “State the problem in 
words as clearly as possible” and others bordered on 
cryptic, for example, “Ask your body.” 

Brad Gyori calls such practices “disjunctive strat-
egies.” Disjunction involves breaking and reordering 
continuity, allowing audiences to make new and poten-
tially interesting association via the intuitive recogni-
tion of patterns. Our innate predisposition to recognize 
patterns is often the wellspring of serendipity. How 
does this work? 

We achieve disjunction by changing 
space, time, perspective, and/or symbol-
ic continuity. Three effective strategies 
that we can adopt from the arts—and 
seemingly unrelated areas such as nego-
tiation analysis—are 1) remixing, 2) rebooting, and 3) 
deconstructing. They challenge expectations and help 
us connect the dots. . 
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Further readings 
Busch, C. (2020) The Serendipity Mindset: The Art & Science of Creating 

Good Luck. Penguin Life. Available online. 

Illustration by Jhanvi Lathia 



 

 

 
 

 
  

            

       
      

I hope that 
of my activations are encouraging someone’s 

With her writing, 
Audre Lorde encouraged the individual to be anrather than 
Active-being creates 

passive be is a sinking 
I hope to see the result of the pandemic /lockdown / global BLM protests 

ignite an understanding of the individual’s responsibility to be the 

Right now, we are moving within a global ripple that has the potential of creating 

structural reconstruction. 
It’s with these ripples I hope

we embark on a green revolution. 

Moa Johansson 
Performing Artist 
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active-being for the collective.

a much-needed 



�

18
2

Æ
FF

EC
T 

Atlas Paddling 
A Manifesto 
TEXT BY C LIN BARBU 

The Gardens 
of Guilt, 
Part II 



18
3

M
U

LT
IV

ER
SA

L
RI

PP
LE

S



Æ
FF

EC
T

18
4



18
5

M
U

LT
IV

ER
SA

L
RI

PP
LE

S



Æ
FF

EC
T

18
6



 

 
 

 

 

 

 

 

 
 

 

 

 

 

 

 

 
 

 

 

 

 

 

 
 

�

We are far, yet if you were to squint 
you would see a mirror, showing 
neither past nor present. As far as 
we are, you can still hear us, and 
even if you might not know it, you 
have felt our touch before. Our City, 
nested amongst three rivers and 
the ocean, is faced with a torment-
ing choice – we could bank all our 
shores and stop millions of citi-
zens from suffering at high tide, or 
welcome the waters, let them wash 
over our thirsty crops, and let the 
sediment feed the soil. We know it 
will be complex – not all embank-
ments will be the same, as not all 
the waters help us live. Sweet, clear 
rivers coming from the mountains 
meet in a great, flowing, life-giv-
ing sea, which when no one looks, 
pours out of its bed. When the mud 
dries, we take the market stalls out, 
and resume life. 

A journey made for millions of years 
is now being disrupted – at high 
tide, the meeting point between 
ocean and river is shifting closer 
to the heart of our territory. Wells, 
crops and streets are accounts of 
how poisonous the oceans can be, 
their increasing salts flowering on 
the walls of our houses and in pools 
on our farms. Barrier after barrier 
gets built on the edge of our deltas 
to stop this tug, yet they return to 
mud before we can repair them, as 
despite the financial buttressing 
you have offered, our efforts were 
feeble and cannot anticipate the 
cyclones, droughts, and tides. Our 
trade is just as unpredictable, with 
no telling when we can return your 
generous investment so for now, 
we will sink our fingers in the mud 
and clay, push it in mounds on the 
riverside, build lacustrine villages 
awaiting their inevitable lakes, and 
raise our wells above the salts. On 
stilts, our City can again become 
green, even if for a short while. 

As we glimpse at the last few hill-
tops disappearing under the ocean, 
we know we will have to leave soon, 
and there are whispers about where 
we should go. Rumour has it that as 
you walk on the side of the ocean, 
in every millimetre of growing tides 
you can hear the dreams, ambitions 
and achievements of someone 
who lives far away. Within every 
swollen wave, I can hear an engine 
starting, a plane landing, a fracking 
operation at the same time as my 
other ear picks up on an incoming 
landslide, the final breath of the last 
banteng, an albatross letting out a 
curious shriek after coughing up a 
bottle cap. 

To you, a thousand hands ap-
pear as one from behind a piece of 
cloth. Can you feel our touch while 
we’re drowning? • 
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C lin Barbu’s archives 





  How we think ripples out to how we behave. 
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