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This exhibition has been curated to show intention vs. execution as well as explore the speech act theory (Austin, 1962). The idea behind the speech act is that when language, such as profanities, is used to communicate, we’re always preforming an act which has social consequences (Searle, 1969). Each piece provides a different artistic opinion of this, debating that the use of swearing is only limited to demonstrate disrespect and negativity. Most artists in this exhibit hold the same opinion of swearing, that they are just extra words in the English language. Although all pieces use profanities, messages and purposes are shown to differ, some just as comedy pieces and others used to stand up to negative social terms. 
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Fig.1: ‘THE FUCK!?’ (May R, 2025)
This exhibition is being presented at WOAW gallery, The Galleria in Central in Hong Kong. This is because although it is a quiet street, the large windows of the space allow for the gallery to be seen from the outside. It allows for people on the street to question the need for profanities before even stepping into the gallery, further amplifying the Illocutionary act, the intended function behind words (Austin, 1962). I also wanted the dark side of vulgar language to be juxtaposed by the natural light and open space.
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Fig.2: Fuck everyone & fuck everything (Bingo M, 2020)
This collection features to the left of the entrance of the exhibit, with it being placed there it will not be the first piece consumers see. The artist Mr Bingo created this collection of protest signs to utilise the harshness of swearing, weaponizing profanities as a form of art, expressing the illocutionary act (Austin, 1962). Mr Bingo usually goes against public politeness and expresses the frustrations the public truly feels. The use of profanities in this work shows how they function efficiently as an expression of emotional release (Jay T, 2009). The necessity of the swearing lies in the contrast between the clean, minimalist aesthetic and the taboo language. The boldness of the artwork reflects how many viewers feel on a day-to-day basis, a “Yes, I agree with that” cathartic moment. The viewers see the protest sign, a tool used for change, however it’s a message of complete apathy. James Brasset (2016) explores how the British use ‘irony’ and ‘rude’ aesthetics to navigate the political discontent in the 21st century. He states that: 
“Irony and satire provide a way of ‘getting through’ the everyday experience of global politics, a way of performing a critique of power that is at once cynical and yet deeply engaged with the pathologies of the present”.
This speaks to the question of the necessity of swearing; the artwork is an emotional tool for the viewer to “survive” the everyday experience of life. It suggests that there is still light to any political issue, just as Mr Bingo has managed to capitalise on through his work. 
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Fig.3: Fight (Shrigley D, 2021)
This standalone piece of work is presented as the first piece you are met with in the exhibit. The closed fist hand gesture allows for a major impact as you walk in the door, however it is not the first piece you are meant to consume in the intended route of the gallery. David Shringley is usually known to forget the social norms of the art world. This piece has gained a place in this gallery as it responds to a political issue using profanities as a subversive tool (Shrigley D, 2012). Unlike traditional protest art, it doesn’t target a specific idea, rather it is capturing a specific mood. He makes sure that his art is accessible to viewers through its mass production, removing the common elitist association of art. Shrigley (2012) states that:
“I don’t really want to tell jokes about trivia; id kind of rather tell jokes about things like life and death… I like comedy but I guess I don’t think [my art] is that funny, either. Its too dark and a bit weird.”
This allows for interpretation that Shrigley’s main use of profanities in his work is framed as a tool to allow for release value for the viewer. In doing so, the polite society is voiced through the internal monologue we often supress in polite society. It creates a space for the viewer to feel amused as swearing can function as a social tool for the intensity and bonding (Beers Fägersten K, 2012). 
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Fig.4: Seen enough (James A, 2019)
This is the next artwork in the route of the exhibit. In juxtaposition to the two other analysed pieces, ‘Seen enough’ relies on deadpan humour, because of the perlocutionary act, it causes an effect on the viewer. This work is part of an ongoing webcomic collection. Amii James is known to create pieces that make a primary form of relatable commentary. Her work is usually in comic trip standard and reflects the simplicity of art through the characters having no identity other than their speech. This allows viewers to be able to put themselves into this art and feel a sense of communal recognition. Compared to other pieces in this exhibit, James uses the expressions as a type of exit.
"Swearing is a specific type of language that is used to express strong emotion, to vent frustration, and to establish social relations. [...] It is a way of creating a shared emotional space between the speaker and the listener, often bypassing the need for complex propositional language." (Jay and Janschewitz, 2008, p. 268)
Exploring the speech in this piece, the locutionary act (Austin, 1962) ‘What the fuck’ bypasses the complex language (Jay and Janschewitz, 2008, p. 268) and allows for the piece to be straight forward which mirrors the way it is illustrated. This exhibit presents separate ways to use profanities in a political term. 
"The rapid pace of the digital news environment, coupled with the increasing volume of political information, creates a state of 'information overload' that can lead to political exhaustion, characterized by a sense of powerlessness and a psychological withdrawal from the public sphere." (Kushin, Yamamoto, and Dalisay, 2019, p. 112).
The state of information overload is presented in the third panel as the character states ‘I’ve seen enough’ which although could be perceived as boredom, is presented a ‘psychological withdrawal’ from political media. 
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Fig.5: Posh Shit (Davies B J, 2024)
In the sequence of this exhibition, you are next met with the of Barrie J Davies. His vibrant pop art includes a confrontational appearance to the viewer (Livingstone, 1990). Davies’s work is known to explore the absurdity of social status in the modern world, presenting it in a blunt expression to critique a specific audience. This piece is part of his ‘Swear Word Art’ collection which functions as Davies’s rebellious persona. This piece in particular uses bold typography, collages and map fragments, specifically London underground maps, to remark on British identity and class. Karyn Stapleton (2010) says that:
“Swearing can be seen as a strategic linguistic resource for the performance of identity, whereby the speaker (or artist) utilises taboo language to project persona of authenticity, toughness, or rebellion against dominant social norms.” (Stapleton, 2010, p.245)
This suggests that swearing is a deliberate identity performance from people. Davies’s isn’t just creating this art to vent; he is performing as an anti-establishment artist. The swear word is a marker to show that tells the viewer exactly which social group he belongs to.
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Fig.6 Strong and stable my arse. (Deller J, 2017)
The exhibition then ends with a piece from Jermey Deller which is a famous example of contemporary British political art. While Shrigley’s art covers a general mood, Deller deliberately targets a certain audience as he made this in relation to a certain moment in British history. Deller created this piece during the 2017 Uk general election. The phrase “Strong and stable” was used by then-Prime minister Theresa May as a repetitive campaign slogan. This piece was created to counter act this slogan which further amplified Deller’s perception of the election being an absurdity (Hann M, 2017). Although this is a stand-alone piece, Deller is known for a long history of protest graphics. The linguistic necessity of this piece is to use profanities as a function of sarcasm to deliberately mute the Prime Ministers slogan. (Dews S and Winner E, 1995). 
"The irony serves a 'muting' function, such that the ironic criticism is perceived as less critical than a direct insult, while an ironic compliment is perceived as less positive than a direct compliment. Sarcasm allows a speaker to express aggression in a socially sophisticated way that tempers the literal meaning." (Dews and Winner, 1995, p. 15).
By neutralizing the slogan, Deller stripped the Prime Ministers words of their power, the perlocutionary effect (Hill M.L, 2025). The language used in this poster is considered rude but is counteracted by the serif typeface, suggesting that it is of higher status and there for is equally compared to the government’s slogan. This makes the viewer double take the serious message as the swearing at the end acts as comedic value, laughing at the absurdity of politics. 
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