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We’re in a crucial moment of change. 
I mean this in the broadest sense 
possible, I see that I am not the only 
one in my generation to think so and 
begin to take action. We’re so adap-
table, like water, we can flow through 
anything, aren’t humans like 70% 
water? 

So we’re pretty much made up of just 
water. Let’s use this time to rise above 
all we have known before, to form 
new patterns and pave new ways. 
This piece of writing is not going to 
try and address all the wrongs in the 
world and try to correct them, what I 
am going to do is reveal and address 
the crucial issues that have been pla-
yed to be the ‘norm’ within the arts.

By acknowledging the issues at hand, 
it creates a basline, a foundation, to 
work 
from. To re-configure what has always 
been, to really integrate inclusivity 
and diversity, not just use these terms 
as labels or fads for the institutions 
benefit, but REALLY apply these 
ideologies to benefit the people. The 
power art can have is incredible, 
we’re wielders of magic who can 
transform anything. IF this power is 
used where it is really needed. 

Just over a year ago, I had a conversa-
tion with my colleague at the time. He 
was on the brink of starting his artistic 
education at a well known university 
in London. He said to me, “we used to 
create the new, bring about change, 
and we don’t do this anymore…”

I understood his craving and desire to 
be a ‘bringer of new’ of course, this is 
what our art education lets us believe 
is THE way. But I also interpreted what 
he was saying as  ‘what’s the point? 
what’s the point in us doing what we 
do’ 

Our conversation has stayed with me. 
It made me question what my own 
decisions have been as an artist, what 
I am doing with this career, what do I 
plan on doing. It lead me to realise that 
I want to use the magic (my notion of 
’magic’ is further explained within the 
text) to engage critically in the world 
we have created (both art world and 
outside world), to be another person 
that will fight against discrimination of 
all kinds.

This manifested as I deepen the explo-
ration of myself, confusing and freeing, 
recognising my role as a Peruvian/Engli-
sh, womxn and artist.

“pachakutik refers to a radical turn of a 
historical age…’a past capable of renovating the 

future’ (Walsh 2009,18)” (Vazquez, 2012, 8) 

Introduction
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Each section in this writing will try to paint 
a clear picture of the issues I believe are 
crucial for art institutions and the art world 
to recognise and work on, with the help of 
other artists, academics, theoreticians, and 
people around me, as guides, helping me to 
construct the solutions.

The importance of listening in order to learn 
has been made very apparent to me, espe-
cially whilst interviewing and meeting with 
artists, art students, architects and family to 
talk about either their practices, their outlook 
on art, healing, bonding, life and through the 
conversation being able learning from each 
other.

In the first section we’ll briefly go over the 
Eurocentric art history we all know and are 
familiar (bored) with, looking closely at the 
problematic period of Enlightenment, to 
create a framework to build up arguments 
and line of thinking. Also as a way for all of 
us to have the same amount of information to 
follow the rest of the text. 

The notion of the artist as a ‘border-crosser’ 
and ‘transgressor’ is something I will also 
analyse within this section, noting the (un)
necessity of the artist having to fulfil this role, 
or at least in the way it has been traditiona-
lly projected. Specifically exploring these sets 
of artistic ‘norms’ that have been paved out 
for the rest to follow, focusing on the power 
structures at play, finishing with the useful/
uselessness of art.

Section 2 will create balance in the narrati-
ve of art history by focusing and highlighting 
what was appearing artistically within Latin 
America 

Maintaining Intersectionality throughout, but 
using it as a tool to focus and address the 
Whiteney Biennial situation regarding ‘Open 
Casket’ by Dana Schutz. To demonstrate the 
importance of intersectionality when produ- 
cing work, and navigating the art world. 
Following this will be two notions explored in 
Jose Esteban Muñoz’s book ‘Disidentifica-
tion: queers of colour and the performance 
of politics’; “Disidentification’ and ‘Performa-
tivity’.

The last two sections are composed of ideas 
that I have gathered which resonate dee-
ply with me. I believe them to be beneficial 
when applied to us as artists and institutions, 
on how we handle ourselves in the art world 
but also how we handle the connection 
between us, our public and the unity that 
can happen. 

These notions are; ‘Buen Vivir’ an Indigenous 
practice from the Andes which Rolando 
Vazquez re-tells the reader about in his 
essay, Community and Sharing, Spirituality 
and Magic, Art Accessibility and finally the 
Collective.

Introduction
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“All art is useful, yes, but the usefulness we are talking 
about is the immersion of art directly into society with all 
our resources. It has been too long since we have made the 
gesture of the French Revolution the epitome of the demo-
cratization of art. We do not have to enter the Louvre or 
the castles, we have to enter people’s houses, people’s lives, 
this is where useful art is...” - Tania Bruguera
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Going back to the introduction where I mentioned the story of my colleague, it’s funny to 
think back to that moment, it totally messed with my head. But, I’m also grateful we had 
the conversation as it definitely contributed to me doing the research I’m doing. We ha-
ven’t spoked in a while and so of course he has no idea I’m writing this thesis, but thanks 
Seb for your worries, art is potent enough to do something, if we’re motivated and willing 
to make things happen.

The artist as the ‘Border crosser’ or ‘Transgressor’ was the first thing I looked into needing 
immediate reassurance. I sought after a reassurance that would tell me that being an ar-
tist isn’t useless, and producing for the sake of producing is valid. This idea is based on my 
own artistic background and education reinforced by the heavy influence of the Western 
artistic vision of what art is and has been. It has been ingrained that the role of the artist 
is to be a figure that ‘discovers/brings new’ in order to show progression. It’s so easy to 
draw a correlating line and connect this to colonisation, the European who goes to ‘exotic 
foreign lands’ to discover, conquer and ‘bring back the new’, some habits die hard.

Whilst researching the artist as the ‘bringer of new’ I came across Ruben A. Gaztembide 
Fernandez’s essay “Artist in Society: Understandings, Expectations and Curriculum Implica-
tion” where he distinguishes clear functions of the artist which are;

“the artist as Cultural “civilizer,” the artist as “Border Crosser,” and the artist as 
“Representator”.

Gaztembide Fernandez makes it seem that an artist’s role is something that is necessary 
within society, and not as useless as I was beginning to believe. However, in my unders-
tanding of this essay, these roles elevate the artist and also aligns with a male-dominant, 
Western idea that in order to have a respectable standing or a role that has the right 
to be recognised we have to emulate beings that are constantly prepared to generate 
‘new’. 

The Art History the West HAS taught to be 
the norm



11

Which doesn’t finish there, as it has to then go through a process of appreciation by ano-
ther in order to have any kind of value (artist makes, work goes to gallery or something, 
the work is stared at a bit, and this is the life of the work).

When I think about emulating the role of being a ‘border-crosser’ or a ‘transgressor’ I 
like to think about them more in the application of a ‘border crosser of social-norm’, or 
a ‘transgressor’. Moving away from harmful practices that have developed and been 
maintained in Western societies, which in turn has rubbed off on other societies across 
the world. The idea that we, artists, have the capacity to influence society, to create these 
changes, is intense, but something we should take on as part of the package that comes 
with being an artist.
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It would be good to acknowledge where the West derived the social, political and eco-

nomic infrastructure it has. One of the biggest shifts of thought was during the 18th cen-

tury, the Enlightenment period. The shift of thought went from reliance on religion, reliance 

on God, to focusing on reason, science and knowledge, mans free will and thought. The 

period of ‘Enlightenment’ was Europe’s time of colonising, participation in the disgrace of 

slave trade and mass erasure of native people. It’s shocking how little attention is given to 

this moment in history, especially in our education. I remember covering the Enlightenment 

period in my art history class in the first year at the academy, not one mention as to what 

was going on in a global spectrum..*

Having been brought up and attending school in both Lima, Peru and London, UK. I first 

handedly know that there are gaping holes in the history of Europe, which educators tend 

to overlook. How can people self reflect, really know their culture and themselves if they 

are not even willing to acknowledge and readdress the whole story. Just the parts that 

make them look like the saviours of wars and the people that ‘helped’..

During this time of reason, the Europe’s ‘thinkers’ and philosophers were becoming more 

prominent. They are integral to the make-up of Europe’s discriminative and unbalanced 

society. Some thinkers that contributed ideas towards imbalance; Kant’s research which 

created a hierarchy of races, was the first of it’s kind to be recorded. Rousseau, also a con-

tributor, who’s research is criticised for being exclusionary of women, implying there place 

is in the domestic sphere. 

The Enlightenment period also saw the birth of Capitalism, the slave trade playing a ma-

jor role in this formation. Human capital was abused and governmental protection of state 

capital was favoured over protection of the people. The wealthier the population, the 

more prosperous the state. This was the ‘new’ political economy based on the interest of 

Capital (and Capitalism). This also demonstrates the beginnings of favouritism of the Class 

(upper class being most valued)*

There lies problems, within the 
foundations
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The ideologies that the 18th century produced are read into as if they’re something we 

have progressed from, but sadly we can still see these destructive formats in play today 

all over the world. The reason why I’m focusing on this particular part of history is becau-

se it’s something that we go over in art history as a great time where people were given 

the freedom of thought, to think for themselves, to ‘free’ themselves from the religious 

practices, yet it was also the foundation of implementation of oppression, of those who 

were non-white, of those who were womxn. With such a strong infrastructure, it is not 

surprising that the West and other parts of the world is still affected by this hegemony.

Today, there are power structures which cause everyday harm to large groups of 

people in our society. Those who feel the harm are unable to even find freedom to be, 

or escapism in the art world. Europe, during the 18th century, set in place definitive roles, 

social structures and hierarchies that we still perform to today, men were the leaders, 

being white meant having a ’higher status’.

Does this sound familiar?

Gloria Wekker, educator and writer, writes about the many power structures that lie wi-

thin Europe’s society. In a chapter in her book White Innocence: paradoxes of colonialism 

and race she tells an anecdote from her own experience with the education system

“..with Europe as the powerful centre of the world and developing countries as needy 

appendages, were still very much at the heart of the curriculum, when I was in grade 

and secondary school” (Wekker, p94).

I remember being in my first secondary school in London at 14 years old, being in my 

geography class and learning that the country I had just come from was a developing 

country, poor, and in need of help from richer countries. 
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Of course I wasn’t naive and realised that there are parts of Peru that are ‘pueblos jove-

nes’ (young towns) but it had never been pointed out so blankly to me, in such a binary 

way. It was definitely a moment where I thought “oh, so Europe must be better because 

it’s cleaner and richer”.

We’re subjecting children at such a young age to binary ways of thinking. Of course we’re 

going to end up with a bunch of adults who don’t know or care to explore anything that is 

‘different’ because, well, ignorance is bliss. Wekker writes about the power structures that 

exist specifically within the Netherlands, the longer I live here the more apparent they 

become. As a student who has resided in the Netherlands for six years now, I thought 

it best and relevant to be using the Netherlands as my focus when talking about these 

issues, which is why I have chosen Wekker’s writing as a point of reference, as she has 

done her research using the Dutch cultural archives. The points she makes howvere, are 

very recongisable within many other European societies, emphasising the relevance to 

explore the issues.

She points out how in the Netherlands race and gender discourses are separated from 

each other, the discourse of gender only addresses ‘issues’ of women, as opposed to 

discussing issues that involve both men AND women. The discourse of race and ethnicity 

addresses ethnic minorities in the Netherlands, as opposed to using the discourse to ad-

dress ALL races, including the white race. By exempting men and the white race from the-

se discourses, it allows for these be ‘the norm’, everything else that isn’t these two things 

needs to be discussed as if it is an issue. To have two different discourses for ‘gender’ and 

‘race/ethnicity’ without allowing for there to be an overlap, assumes that within gender 

discourses there aren’t women of colour, and doesn’t concern (white) women and men.

She uses examples of separation of discourse to highlight (ab)uses of power. The reason 

being for the separation of gender and race/ethnicity is down to the systemic power 

structure. She further explains this by demonstrating what it means to separate these two 
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discourses. The lack of mention of white as an ethnicity/race and only mentioning ‘gender’ 

and ‘race/ethnicity’ assumes that there is nothing to say or explain about white ethnicity pla-

cing it in a position of norm.

Gender discourse is usually about women, and as it has been separated from the race/eth-

nicity discourse, refers to white women, as women of colour are refered to within race/ethnicity 

discourse. Gender discourse fails again, by failing to include men in the discourse. Deeming 

them as something ‘untouchable’, unnecessary to discuss, and nothing to analyse, placing 

them as the ‘norm’.  Obviously this shouldn’t be the case. The discourse of both gender and 

race/ethnicity should be intersectional and inclusive (gender to include women and men, as 

race and ethnicity to include all races/ethnicities). This observation of these discourses accor-

ding to Wekker is not due to lack of thought, but actually the effects of power.

I completely agree with her perspective on inherent power structures that are in place. The 

idea that men are excluded from conversation, placing them as a norm, as the powerful 

gender, plays into our reality. I hate generalisations, but from my lived experience, I notice 

how much more confident most male artists are than womxn artists, in terms of being more 

outspoken, working in a manner that makes it seem that whatever they’re making is going to 

be great, having complete faith in what they’re doing. Don’t get me wrong, confidence is a 

great value to have, confidence in such a powerful tool, just that, it would be great if womxn 

also felt they could use this trait. 
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An anecdote from a recent moment within the art school I attend, a classmate had 

presented a work to a group of us illustrating the issues against womxn that are still visible 

within the art world. At the end of a presentation there’s usually a moment for discussion 

about the work, during this time another classmate spoke about how the topic and pre-

sentation itself made him feel insecure, and unable to talk freely. Why is it that the discus-

sions addressing oppression make some uncomfortable. Because change is happening. 

And its displacing them. Because change is a difficult process, to digest, especially if it is 

destabilising you place in society.

The presentation was a clear use of art ‘usefulness’, this is of course something that can 

be debated, as in whether art needs to be ‘useful’ or whether it’s ‘uselessness’ is valida-

ted because it is Art. Art is a tool, a power source, there should be willingness to use the 

power for something, to practice REALLY using art, and not just creating for the sake of 

creating because you know full well that anything you crap out will be well received.

Artist Tania Bruguera, a Cuban artist wrote something beautiful on this subject;

“All art is useful, yes, but the usefulness we are talking about is the immersion of art directly 

into society with all our resources. It has been too long since we have made the gesture 

of the French Revolution the epitome of the democratization of art. We do not have to 

enter the Louvre or the castles, we have to enter people’s houses, people’s lives, this is 

where useful art is. We should not care for how many people are going to museums (and 

I know sometimes they count even when they only come to use the restroom). We need to 

focus on the quality of the exchange between art and its audience.

And when I talk about audience, I have to say that while I understand and have worked 

in the past with the disparities and specificities of different audiences, I have found that 

useful art is a very efficient way to deal with both the informed and the non-informed 

audiences with the same level of interest and engagement. 
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However, this also brings a lot of institutional challenges and should be acknowledged.” *

I love that she writes on recognising the value of the personal, the value in connecting with 

people, the value of sharing and exchange. For me personally, art is the magic we have 

in this ‘real’ world, the possibility to transform what is currently here into something else, to 

conjure something into reality. With this, it means that art also has the ability to transform the 

current societal ‘norms’ into new and improved norms.
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“revision, the act of looking back, of seeing with fresh eyes, 
of entering an old text from a new critical direction-is 

for women more than a chapter in cultural history: it is an 
act of survival....We need to know (the writing of) the past, 
and know it differently that we have ever known it; not to 

pass on a tradition but to break its hold over us” 
-Adrienne Rich 1979,35 (Wekker 2016,p73)
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Section
 2

Section 2
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Whilst researching, I noticed my tendency to direct myself into European art history, but I 
can’t say this is completely my own choice. If you are to type ‘Art History’ into your search 
engine, the art his- tory that comes up is the European one, allowing those who look this 
up to assume that this is ‘the norm’, the standardised one, the only one.

Noticing this, I decided to specifically type ‘Latin American art history’ into my Ecosia 
search bar Top link was the usual suspect, a wikipedia page where I saw this.

Latin America and the West 

This screenshot of the 19th century section of ‘Latin American art history’ illustrates what 
I mentioned earlier, that we’re working with a European standard in mind, “...found their 
best representatives...”. So..these artists cannot represent themselves in these artistic pe-
riods and need to be compared to something European in order to have a placement in 
the narrative.

Naively, I assumed that despite colonisation, Latin America would have been able to 
continue the art practices they had already developed for many many years. When the 
Spanish colonised Latin America, their own art practices, customs and religion came with 
them. 

One of the effects of this was the drastic change in art that was  produced. The Native 
people of Peru had rich practices and uses for art, but were to conform to the requests of 
the new religion and church. 
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Despite the adoption of new Spanish art, their own elements such as certain patterns can 
be noted. This abrupt erasure of the original art practices during this time caused me to 
write the next part highlighting the cultures that created the foundations of Peruvian art. In 
doing this, my intent is to create the parallel in the European art history lineage, to emphasi-
se that it was not only the West that had a strong calling to the arts, but it was practiced in 
many other regions of the world too .Peru has been home to many civilisations prior to the 
arrival of the Spanish. 

The most notable pre-Incan civilisations were the Chavín,  Mochica, Chimu, Nasca, Chan-
cay, Wari, Paracas and Tiahuanaco all of which had a developed practice and skill in 
ceramics and textile, as well as gold and silver which was abundant in these areas of Latin 
America (and what attracted the colonisers). 

The art produced by the Incas and previous civilisations were objects used within house-
holds as well as serving for religious moments and rituals. The multiple uses for these objects 
other than ‘art object’ makes a clear distinction when it comes to the relationship between 
art object and viewer and artist, when compared to how the West views and recognises 
art objects.

Peruvian Textile, cultura Paracas 
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These ‘art’ objects made by the civilisations were created to serve a purpose, to be part 
of a ritual. Whereas in Europe art objects were made to be seen, not touched, the only 
warmth these objects would feel would be in the moments of making, by the hands of the 
artist.

With the Incan and pre-Incan civilisations, moments of closeness with the material and 
maker did not stop after the object was ‘finished’ and made, the life span continued as 
long as their was a use for it.

Native American use of art for ritualistic purposes really highlights the magic that art can 
have. The connection and delicacy in their manner of working the material really descri-
bes the connection and respect that is felt, not just with other humans but everything that 
was around them. The importance of collectivity when producing an ‘art’ object, appre-
ciating the sometimes long process of the work and working with the material, artist and 
material working together, instead of artist working on the material.*

Peruvian Textile, cultura Paracas Pre Moches  
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This past has been damaging, not just exclusively to how the art world developed in Latin 
America, but how Latin America developed as a whole. European and North American 
standards are esteemed as progressive and a goal that should be aimed for. Not just 
standards artistically but life style as well. Previously, within Latin American society, ‘Euro-
pean’ physical traits are aspired for, what is recognised as truly beautiful. The on going 
power infrastructure, to assert one culture as superior, has in the past resulted in a feeling 
of shame of the original cultures in Peru. Fortunately, I see this is changing as the younger 
generations embrace our indigenous and Native cultures, representing them with pride! 

In a conversation with my mother, an architect and now a university professor, we talk 
about the impressions Europe and USA have cast on Latin America, there should be a 
reorientation of our energies.
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By noting the strange habits we have been conforming to for so long, we allow the possibility 
that there may be other ways of behaving, this to me is what de-colonising does. It allows 
the space to recognise what else there is, which has always been. It creates a spectrum of 
options for ways of doing and thinking. Thinking intersectionally is de-colonising.

If we are to re-shape our thoughts, the importance of integrating intersectional thought is 
very apparent to me. I’m seeing this word being used more and more today, especially 
amongst intersectional feminists and the LGBTQ community. 

This term has usually been largely used within feminist & gender discourse, in this section I’d 
like to emphasise the necessity of it when we are thinking about our production of art e.g. 
art history is oriented around Europe but thinking intersectionally allows the knowledge that 
there are other forms of art practices occurring outside of Europe, thus allowing an openess 
to discuss and acknowldge work from everywhere else. 

The use of intersectionality in the feminist discourse is to emphasise the necessity to include 
and be mindful of all races/ethnicities, womxn, classes. This term was first coined by Kimberley 
Crenshaw (1989) to show that discourses of gender/race/class are only understood if they 
overlap, instead of separating each subject singularly.

When we address topics concerning gender, sexuality and race in art, I often see a repeti-
tion of what is being exhibited. I’m tired of the same representation, of using, for example, the 
naked female body, fruit representing vaginas, the male gaze...etc etc as topics of discussion. 
The relevance of these topics are still important, but the way in which we’re addressing these 
issues needs to be reconfigured.

Intersectionality 
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The use of these ‘out dated’ representations have a relevance when we think back to 
feminism from the 60’s and first wave feminists. At the time, it was seen as a great move-
ment for women, nonetheless we can see the problematic side of this ‘feminist’ movement. 
Despite fighting for equal rights for women, they didn’t represent ALL women. Most of the 
ideals would encompass issues that were of concern to the middle class, white woman, 
leaving the other portion of the community unrecognised.

Intersectionality is a term widely adopted by Wekker within gender studies, yet she men-
tions that within the Netherlands during the 1970’s and 80’s, feminists were reluctant to 
commit or engage with antiracist feminism. 
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During the initial stages of this research, I often asked ‘why do the majority of white wester-
ners not preoccupy themselves with issues to dismantle oppression?’. Truthfully? Those who 
are not oppressed in society by societal, racial, gender norms, are able to navigate freely, 
they are not made to feel vulnerable. Those who are not immediately affected by their race/
ethnicity, class, gender, sexuality should not feel excluded from learning about societal issues 
that encompass so many people around them. By educating themselves, the complete unders-
tanding of what it is like to perform in society constricted but norms, is not viable. 

However, with knowledge comes so much power, the ability to empathise, to become an ally 
and defend is possible. The voice of those allies can be a powerful tool that can help move-
ments against societal oppressions generate progress at an energetic pace. Becoming aware 
of our privileges may be confronting and ‘difficult’ but should not impede the will of doing 
good. Privileges in whatever form we have them, allowing ourselves to become vulnerable 

“The introduction of intersectionality in gender discussions in the Netherlands didn’t lead to 
a huge change of inclusion, instead it allowed for the interpretation to be “depending on 
context, it was optional which axes one had to engage with seriously.” (Wekker, p71)

Intersectionality crops up quite often on my social media feed, making me think ‘wow, people 
out here are so informed!’ but then of course the reason I see it appear on my feed is becau-
se of who I have actively chosen to follow. 

Maybe this is how we loose track of what we’re fighting for, the more we surround ourselves 
with like minded and supportive people, the more we assume that everyone shares the same 
beliefs? However, it is important to maintain the awareness of all those who do not have 
these values, which is the large population of the world.

with acceptance. The community we can create will be so, caring, empathetic and loving.
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Art and Responsibility

I am under the impression that thinking Intersectionally is pivotal when art making. The 
Dana Schutz painting which was exhibited at the Whitney Biennial is prime example of it’s 
importance.

In 2017 the Whitney Biennial exhibited Schutz’s work “Open Casket”. The painting caused 
a mixed reception, but of course provoked a great deal of protest. The work was of Em-
met Till, a young Black boy who was killed by white men for allegedly flirting with a white 
woman. Mamie Till (Emmet Till’s mother) had an open casket funeral, so others could share 
the horror that had befallen her.

The painting provoked many artists to protest against the work. One of those who pro-
tested was Parker Bright. He conducted peaceful protests standing in front of the work, 
wearing a white t-shirt that had “Black Death Spectacle” written on the back while the 
painting was on display. 

Hannah Black also took action in protesting against the work. She wrote a letter to the 
Whitney, asking them to remove the work and have it destroyed so as to prevent the 
work from circulating or being sold. The issue here was that a white artist used Black pain 
to create spectacle, shock and submit it to a predominantly white gaze of museum goers 
and essentially capitalise on it. The work was apparently never meant for sale, so the 
standing that Schutz was benefiting from the work financially is sometimes argued, none-
theless, even if Schutz herself was not financially earning from the sale of the work, the 
Whitney was, in ticket sales to see the exhibition.

Schutz wrote that she was aware that she did not know what it was like to be a Black 
person in America, yet resonated with Emmet Till’s mother, as she did know what it was to 
be a mother, which is what compelled her to create the work.

As for the curators who were fully aware ofthe negative reception the painting was recei-
ving, they stated that they were inclined to initiate these kinds of conversations (were they 
trying to be provocative?) and by showing the works like that of Schutz, it creates discour-
ses that go beyond race, and are discussions for (North) America.
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“For us it was so much about an issue that extends across race,” said Mr. Lew, who along 
with his co- curator, Ms. Locks, met with Mr. Bright on Tuesday to discuss his protest. “Yes, 
it’s mostly black men who are being killed, but in a larger sense this is an American pro-
blem.’

Ms. Locks said: “Right now I think there are a lot of sensitivities not just to race but to ques-
tions of identities in general. We welcome these responses. We invited these conversations 
intentionally in the way that we thought about the show.” 

She added that she felt the painting was a means of “not letting Till’s death be forgotten, 
as Mamie, his mother so wanted.”*

Schutz’s motive to base her work, in this case, does not come across as an idea she 
thought thoroughly enough about. Her ‘excuse’ of feeling empathetic towards Emmet Till’s 
mother, also does not defend her reasons. If it were really the feeling of shared mother-
hood, the feeling of empathy toward Mamie Till, there are multiple other ways the work 
could have been made. The choice to paint Emmet Till in the open casket, portraying the 
excruciating wounds left on Emmet Till is so harsh, and unnecessarily upsetting to a number 
of the audience.

The use of displaying paintings like Schutz’s can be ‘defended’ by claiming the importance 
of allowing North American museum goers to be aware of the racial discrimination that 
goes on within the country, yet is it necessary for a white artist to be allowed to use wha-
tever material they wish at the expense of another community? 

The argument as to whether an artist is free to choose whatever material they wish in the 
name of art, is what leads to failing works like this that cause mass upset.

Moves made in the art world that only have the intention to be provocative, are just sim-
ply unnecessary. The importance of sensitivity to context in which one is being decidedly 
provocative is necessary. Theres this theme or feeling going around at the moment which 
is ‘being provocative is cool’, and to some extent, I agree that being provocative can be a 
powerful expression, BUT, consider when and why you are utilising it. 

For the sake of scandal? For attention? or for creating real awareness to important issues.
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Applying intersectional thought leads to making choices that considers everyone in our 
community. It should be referred to in our process of making, decision making, when inviting 
artists to exhibit, employing institutions board members and when thinking about where we 
are displaying art.

I take example from my Native American ancestors, the manifestation of an ‘art’ object was a 
collective act, not just of one artist, it included the energy of others. Whether we identify with 
this or not, we’re all connected and the action of one, affects us all.
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“We don’t have to be any of this” 

I cherish the words in Jose Esteban Muñoz’s book ‘Disidentifications- Queers of Colour 
and the Performance of Politics’ This book focuses on queer Latinx artists, giving a platform 
for just their work. Esteban Muñoz uses the term ‘disidentifcation’ as a form of survival 
or resistance, which works for those who do not align with the dominant culture or public 
identity.

“disidentification is a strategy that works on and against dominant ideology. Instead of 
buckling under the pressures of dominant ideology (identifications, assimilation) or at-
tempting to break free of its inescapable sphere (counteridentification, assimilation), this 
“working on and against” is a strategy that tried to transform a cultural logic from within, 
always labouring to enact permanent structural change while at the same time valuing 
the importance of local or everyday struggles of resistance” (Esteban Muñoz).

The reason why I resonated with this term so much was not purely for its clarity in resis-
tance against the posed ‘norm’, but it allowed me to have the courage and space to say 
‘okay, I do not have to identify with whatever is going on around me’.

My mixed ethnicity has often brought up confusion, around me and internally within myself. 
Born in London and raised by two Peruvian women (my mother from Lima and my grand-
mother from Cusco), my mother and I constantly bouncing between both capitals (Lima 
and London). It was difficult to feel accepted completely by either community.

The English kids I went to school with knew about my Peruvian background, but I had the 
same English accent as them. I would perform a more ‘English’ behaviour, because I knew 
it would be easier for them to accept me. I remember being at my English primary school, 
and feeling super embarrassed about the packed lunches I would bring into school 
because they would be “smelly”, cooked, (obviously delicious) foods made by my abuelita 
(grandma). 
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I dreamed of having white, square, jam sandwiches which did not smell. My lunch box had 
a zipper, so to eat at lunchtime I would un-do the zip ever so slightly, just enough so my 
hand could fit in to unclasp my tupperware. 

I would feel for my spoon or fork and scoop the contents and gently bring it out of the tiny 
gap I had unzipped. It wasn’t until I attended my school in Lima that I finally felt free enough 
to unzip the whole lunch box and eat care free. Finally I was somewhere it was normal to 
have brought it cooked food. Sad little white jam sandwiches would have been weird.

Learning the term ‘Disidentification’ gives me strength in resistance. Resisting to perform 
for other for others’ comfort. I’m so proud to be a mixed-ethnicity Peruana, it’s an identity I 
feel strongly represents me, but I’m aware that there are aspects within me that may not 
completely comply with todays public dominant culture in Peru. Disidentification is a form of 
freedom.

Complying with a daily performances is such an easy thing 
to fall into, especially when we have people around us who 
expect a certain behaviour. This compliance means that 
we’re not being our full selves, the self that is free to iden-
tify with whatever feels good, that feels like home inside 
ourselves. Disidentification is a strong act of de-colonisation, 
as it allows for there to be ANOTHER way of being. 
To UN-LEARN behaviour, to un-do what has become a 
daily rut.
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Performance

Manifesting the energy to perform is 
something I have always found impressive. 
Performances of all kinds, the artistic, the 
ones we do in public and private, for our 
family or for our friends, for strangers. 
Performance in certain contexts can be 
such a freeing experience. On the one 
hand, performances hold an undeniable 
power for it creates small ruptures to the 
linearity of the ‘norm’. It generates an 
alternative reality where we communicate 
with music, dance, movement, expression, 
stillness, where everything is accepta-
ble, and those who use it can embody 
anything they desire.

Artistic performances are those which are 
immediately recognised as ‘performance’. 
There is a certain aura around these mo-
ments, there is a seriousness and attention 
to the performer, and usually in a certain 
setting (art space). 

These performances at some point have 
an end, but why does it stop. Why does it 
stop at the boundaries that we’ve crea-
ted. There’s a ‘safety’ in knowing that it 
will come to an end, that these unfamiliar 
behaviours and actions will cease, so that 
we can continue with our confining, daily 
performances.
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We encounter performances in the 
networking side of the art world as well. 
The manner in which we interact with one 
another, the ‘walk’ around a new exhibit, 
the hushed tones. 

Theres a recipe, and we have all rehear-
sed this performance well, if there’s one 
who doesn’t perform (conform) to this, 
you better believe they’ll get some looks...        

The shallow (and often boring) conversations that have to 
occur between those who are somewhere ‘high’ up in the 
art hierarchy and those who are looking to be there too.

It’s as if disrupting all these behaviours we have followed 
as a collective society is more dangerous and scary than 
rectifying, facing the wrongs that have been made throu-
ghout history. Because there is comfort, because certain 
people benefit, and dismantling the current norm would cau-
se sudden discomfort those who are benefiting from current 
systems.
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“Decolonial understanding needs to engage with a critique 
of modern dichotomy thinking. It faces the task of brin-
ging into question a series of ruling dichotomies and their 
hierarchical mode of classification, such as dichotomies 
between the human and nature, the subject and the object, 
male and female.” -  Rolando vasquez
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Sumac Kawsay

Sumac Kawsay is the knowledge that 
humans and nature are all intercon-
nected, it’s the knowledge that that 
there is collectivity in this life, that 
humans do not rule over the natural 
world, there is no difference between 
what we know is real and what is 
imagined. 

Separating human and nature in mo-
dernity set in the human rule over the 
natural, the rational over the natural, 
making the natural seem inferior as 
there is no apparent rational reason 
behind it, it’s not understood in the 
modern west.

We can see this disconnect if we live 
in a metropolis, in our immediate su-
rroundings, our inability to notice how 
our trash is affecting the earth we 
live on (more applicable to modern 
cities,towns), because we are out of 
touch.

It allows us to feel that there are no 
implications to our behaviour, becau-
se we do not first handedly see the 
implications caused by our busy, fast 
paced lifestyle.

We are natural beings, this pace of life 
not only affects our earth, but also is 
detrimental to ourselves. I choose to 
recognise the knowledge of Sumac 
Kawsay, in doing so, it allows me to 
remind myself that we are nature, that 
we are all interwoven. 

By introducing this as something new for 
others to listen to and acknowledged, 
without appropriating, so that we can 
apply a more natural way of living, 
release from the trapped format of 
modernity.

“Decolonial understanding needs to 
engage with a critique of modern 
dichotomy thinking. It faces the task of 
bringing into question a series of ruling 
dichotomies and their hierarchical mode 
of classification, such as dichotomies 
between the human and nature, the 
subject and the object, male and fema-
le.” (Vazquez, 2012, p4)

Translated to Spanish Sumak Kawsay is 
‘Buen Vivir’, Rolando Vazquez suggests 
to translate this to “living in plentitude” 
in English. Sumak Kawsay is an Andean 
ideology, and Vazquez implements 
this into his essay “Towards a Decolo-
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nial Critique of Modernity Buen Vivir, 
Relationality and the Task of Listening” 
about using decoloniality as a method 
to undo the learned behaviour from 
modernity.

In this essay he stresses the importance 
of questioning modernity’s claim over 
‘the real’, to undo this, we have to listen 
to those who haven’t been heard, 
those who have been marginalised. 

He uses ‘modernity’ and ‘coloniality’ in 
the following way, ‘modernity’ controls 
what is portrayed as ‘the real’, the real 
being what we assimilate as ‘truth’, 
how things should be and are.

 Coloniality denies everything else 
that is outside this ‘real’ modernity has 
constructed. (Vazquez 2012).

Vazquez makes a point to address that 
he is implementing the notion of Sumac 
Kawsay (buen vivir) with an awareness 
of not appropriating it, instead listening 
to it. Historically throughout modernity 
the west has created a habit of taking 
whatever they want from ‘the other’ 
without consequence, which contribu-
tes to the nullification of these people.

Sumac Kawsay is outside of modernity. 
We’re all affected by each other, that 
there is something that pulls every single 
thing on this earth and this line is con-
necting us all. I notice that in our contem-
porary society. there is an aversion to 
acknowledging this. 

The drive to work individually and strive 
for individual success because we be-
lieve that this way we are able to gain 
more attention and be more prosperous. 
Doing for the sake of doing as we feel a 
pressure to be constantly moving, produ-
cing and acting. They way we work and 
live in most contemporary societies is qui-
te unnatural, the bigger and wealthier 
the city, the more this is apparent.
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Art, Spirituality and Magic

Think about the last time you went away 
to a warm beach, or a deep green forest, 
or some immensely spacious mountains, 
what was your pace, what were your 
priorities in that moment. We humans are 
natural beings. We are water and dust, 
we are millions of cells buzzing together 
keeping us alive. We’ve disconnected and 
moved away from nature as we’ve been 
lured to the glowing, shiny light that is the 
consumerist city. 

Disconnecting from nature creates a gap, 
a gap in the self, leaving us empty vessels. 
This disconnection from the self is great 
for our free market western society, we 
try to feed our void with anything and this 
system thrives on keeping us sedated with 
idea that there is ‘never enough’.

To further feed this mindset, modern cities 
have enabled a ‘norm’ in the output of 
work one should do, produce at a fast 
pace, work long hours until you’ve comple-
ted your task, and this of course can only 
lead to the common ‘burn out’ we hear 
about so often, or if we’re not burnt out, 
we’re depressed and anxious. 

According to the Centraal Bureau voor 
de Statistiek burn out is recorded at 19% 

for 25- 34 year old employees, 25-34 
year olds! Thats so young!

I bare two factors in mind when seeing 
these stats. They could be even higher 
than what is recorded since all those 
suffering from health issues may not be 
seeking professional help. Secondly, 
there has been an increase between 
2015 and 2017 which are the years 
from which these stats were taken which 
could mean that there has been another 
increase between 2017 and 2019. *

People in this cycle are not always obli-
vious to the strain it causes them, so they 
seek other ways to relieve themselves, 
which has lead to the development of 
the commodification of spirituality.

The Hague is no stranger to a ‘spiritual’ 
shop, yoga studios, meditation studios, 
spiritual workshops, Ayahuasca retreats 

*my eyes are rolling so far back inside my 
head*. 

Don’t get me wrong, I strongly believe in 
the power of Ayahuasca used in ritual as 
a cure, but please seek the guidance of 
a true Shaman...in the country of origin...
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and don’t call it a psychedelic drug. This is a 
perfect example of capitalism taking over even 
the spiritual. The need for attaining something 
‘more’, constantly feeling what you have is 
never enough. Has this manifested in the West 
due to the absence of nature (like most cities in 
Europe) and the lack of connect with the self 
due to the demands modern daily life requires 
from us?

Is this why we reject and are sceptical towards 
spirituality and magic when it’s presented to 
society through art? Because it’s so distant, 
’unfamiliar’ and irrational. 

There are ‘normal’ types of spirituality presen-
ted in Western societies. This is represented in 
very specific forms such as crystals, doing yoga 
and meditating. But there’s no consciousness 
that spirituality and magic take many forms, 
not just the ones made purchasable to us at 
our local holistic shop.

There is clearly a reception for concepts of 
spirituality and magic. So why is it when it 
comes to practices where these are the main 
themes of the work, the artist is not as highly 
respected as a male artist who has made yet 
another lazy attempt at making something that 
seems ‘new’ and ‘cool’ but is actually just a tiny 
weird shaped piece of clay with a piece of 
string dangling from it lying in an empty white 
room.

“The desire to embrace authenticity, primitive-
ness, closeness to nature, and an unbridled 

sensuality was driven by the idea that 
modern (i.e white) humanity had lost these 
qualities, and African and Pa- cific people 
became the projection screen by which 
these desirable states could be recupera-
ted (Essed and Hoving 2014b)” (Wekker, 
2016)

The concepts of spirituality, healing and 
magic are not completely unknown to 
Europe, it has a long history of Pagan 
practices, however these have been lost.
Not only lost over time but intentionally 
killed as a practice during the time * witch 
hunting*. In non-western parts of the world 
these three elements are still practised 
and familiar.

The approach to healing in the West 
does not have have a ritualistic or magic 
influence. So when an artist presents their 
work or practice (to a Western audience) 
as intertwined with healing it’s not always 
taken seriously, or is met with some resis-
tance. 

I spoke with artist and academic Sat (Sat 
Tlali Paulina Rebeldía) about her practi-
ce which involves healing, as well as a 
decolonial perspective. The conversation 
was the first of the four, at the time I had a 
lot of questions and was still (and still am) 
in the learning process of what it meant 
to decolonise. I’ll insert an excerpt here 
where we talk about healing in art, the full 
interview can be found in section 5.

Sat: “...But spirituality has been disre-
garded as something irrational for only 
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people who can’t think enough. And also, 
these practices were all over the world, here 
in Europe too but Christianity killed a lot of 
that, and christianity was a very crude impo-
sition, it was imposed with violence but a lot 
of the former practices were highly spiritual, 
some rituals still are, they have now become 
part of christian festivities but in reality they 
have their roots in what could be called 
paganism. Like in 

Germany for example during easter what 
they do in all these towns is a huge bonfire 
and they gather (and now they gather and 
just drink beer, and maybe have a sausage 
or something) but thats not christian and that 
has been a practice that has been going on 
for way too long so the clues are still there 
but part of especialy I feel that the way of 
thinking and putting spirituality aside allows 
to continue this rampant exploitation of life, 
because then you don’t see nature as being 
alive..or not even alive...if you were to see 
with the eyes of spirituality you would relate 
to nature in a different way, and to people, 
you cannot exploit it.

Many previous peoples, thats precisely how 
they envision but for to be able to privatise, 
to own land, you have to think of it as an ob-
ject, as lifeless as not having a spirit, there is 
politics as to why a thin- king that allows you 
to exploit nature and people in such a way, 
when we have a capitalist system as we do, 
is the one that is dominant, so for me all of 
it is politics, Thats also why I want to bring 
cons- ciousness, especially into these spaces 
that were in the institutions of rationality, i 
want to bring spirituality”
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In the West we’re taught ‘rationality’. 
Spirituality, healing and magic do 
not fall under ‘rational’ thinking. Art 
making can be an extremely spiritual 
and healing process. An artists ability 
to transform and make things out of 
‘nothing’ is magic itself. Ideas are for-
med and transformed into the physical 
world, these ideas can be factors that 
completely shake the world and create 
change. 

We should recognise these characte-
ristics within art, accept them, loose 
the scepticism that holds us back.The 
weight of the commodification and 
validation of our artistic expression also 
subconsciously limits us, whether we’re 
aware of it or not.

Being in a European art school, it’s not 
unusual to see someone working with 
‘rituals’ or ‘spirituality’. It’s almost like 
theres a recipe that has been ‘okay’ed’ 
by I don’t know who to allow the cons-
tant approval of this kind of aesthetic. I 
notice that we deal with rituals and spi-
rituality as themes in a way which feels 
formulaic, repetitive and predictable. 

A common suspect is the use of reli-
gious iconography, mainly from Chris-
tianity. Europe has it’s roots in Chris-
tianity, and Christian iconography is 
widely displayed within contemporary 
art. Europe however, is a melting pot of 
diverse backgrounds, full of diaspora 
kids.

It’s easy for people with different back-
grounds to be swept up in this pattern and 
follow the stream of production but all of our 
cultural heritages should feel as though they 
can be just as represented and explored as 
Christianity has been.
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Sharing

The research I’ve conducted has 
given me the opportunities to be in 
the company of amazing people and 
share conversations with them. Extre-
mely gratifying conversations, and 
beautiful moments of sharing. 

Sharing is something I’ve noticed is 
lacking within European culture and 
in turn also affects how we behave 
in the art world. I briefly mentioned 
the push toward individuality before, 
I notice this especially from those 
who have some hierarchical power in 
the institutions (art schools, museums, 
galleries...). The push toward individua-
lity makes it is seem as if it is more 
respectable than shared work/collec-
tive work.

I have in part been writing whilst in 
Latin America, just yesterday I was 
sharing a meal with my mother and 
her partner at a local place they 
like to go to because they know the 
owner well. 

The owner is a Mapuche woman 
name Suny who is a Tesoro Humano 
Vivo*, an appointment given by Chile. 
She sat with us, shared some mate 
and began explaining how plants 

function (her restaurant is at the back 
of her house surrounded by her huerto, 
which is a garden filled with herbs, 
plants, and food.

She told us how each of the plants in 
the soil help each other out through the 
roots, one plant maybe will have the 
nutrition the other needs so this will be 
released and transferred through its 
roots. 

The plants are also here to help us, 
so we need to help them by keeping 
them alive. My mother also told me a 
few days ago that when a plant dies, 
it releases its nutrition into the soil, 
which helps the other plants to continue 
growing and developing. 

These moments where they shared their 
thoughts with me is so valuable and 
precious. I found it so relevant to the 
way I feel we should behave as artists 
with each other and with our public 
and society. 

The strength of each other really relies 
on the ability to share with each other, 
sharing our knowledge, our ideas, 
experiences, and opportunities..
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The individual approach creates a cold-
ness that is lonely. I understand the 
underlying competitiveness that drives 
individuality, but actually applying sharing 
as the action eliminates or alleviates the 
competitiveness drive. I shouldn’t ignore 
that there are some options that encou-
rage the act of sharing that is seen in the 
art world; The Collective.
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It is crucial for institutions to focus on accessibility and 
openness in making these spaces safe and welcoming for ever-
yone, for every artist, curator, audience member, no matter 
ones gender, ethnicity, economic background or sexuality.
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The ability for art to become self absorbed is easily done 
when you’re working alone, with your own ideas and 
concepts going round and round in your head, it’s also a 
great way to feed that ever hungry Ego the artist is con-
tinuously fighting with. Even if you don’t want to admit it, 
we all know we’re all dealing with it. The work in galleries 
and museums are exactly this, artists who are self indulging 
on some fabulous ego trip, collective working is a great 
alternative to this. 

The production within the collective has a completely di-
fferent feel and competency. The ability to form collectives 
has never been easier, with the powerful tool of social 
media the possibility to scout out and see people who 
have shared interests with you is simple. 

We’re living in a moment of quick and mass amount infor-
mation, you are not the only person thinking the thoughts 
or ideas you are. I get the feeling that this generation is 
so much more willing and open to creating new webs and 
connecting with people who have similar ideologies. As its 
been said by many “the power of the people is stronger 
than people in power”. Think of the changes that can be 
created if we were to come together.

These next two ideals are not new nor unheard of; collecti-
ve and art accessibility. A well known artist collective that 
springs to mind is Guerrilla Girls* a feminist, activist artist 
collective who deal with womxn within the arts. Working 
with such a large group of people allows for their fast and 
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extensive production and impact. I believe that surrounding 
yourself with people you know support your beliefs makes 
it a whole lot less scary if you’re protesting or projecting 
an idea that could encounter a strong resistance, the stren-
gth in numbers makes you more resilient, whilst feeling the 
protection of your community.

Knowing that there are other supporting your ideas, it’s 
important and healing to feel supported, especially in a 
society that has constantly undermined and not listened to 
you, where your voice is not guaranteed to be heard.

Creating these protective groups not only allows for the 
opportunities to create bigger work, to create work with a 
wider rage of practices and mediums due to other peoples 
abilities, but these groups are an energy force to create stren-
gth amongst each other, protecting, loving and supporting.

Working with a close group of people creates bonds, where 
there is care, love, protection and trust (of course moments 
of arguments of disagreements which I think create stronger 
bonds) shared amongst one another which possibly contribu-
tes to the confidence when executing work.

Artist collective duo from Spain, Eva and Franco Matte from 
0100101110101101.ORG. Are well know for their work which 
falls under ‘Net Art’ movement. Their work that is distributed 
via the internet and interactivity plays a role in this. 
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Using the internet as a platform to display and disperse 
art works overrides the gallery and museum creating a 
new way of interacting with art work, and possibly a more 
‘current’ way of interacting with work. I am fond of going 
into a physical space to interact with art, but being met 
with constant disappointment after paying €€€ to see 
art that is just not alive nor saying anything anymore, I defi-
nitely support art circulation through the means of media.

Another amazing collective who are creating waves are 
The White Pube, a “collective identity” comprised of Zarina 
Muhammad and Gabrielle de la Puente. They write 
critique on mostly exhibtions and art related things, and 
sometimes not. 

The White Pube, Gabrielle de la Puente (left) Zarina Muhammad (right) 
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The collective mentality is not something exclusive to the art world, as 
we see communities in the world functions like this. The phrase “it takes 
a village to raise a child” comes to mind. A collection of other peoples 
knowledge and ability to do specific things means there are less limita-
tions. 

There are many communities that we see today that still function like this 
today, I see it when I go back home to Latin America, one person will 
know someone who they will recommend to fix the tear in your jeans 
for example. 

The feeling of being able to recommend and suggest what you think 
could benefit another is perfect. I’m aware that the act of sharing is not 
intrinsic to many, so the idea to work within a collective may be seen as 
‘failing’ as a person, as in, you were unable to do it alone so therefore 
that must mean you’re not strong enough and need to rely on others. 

This could be a contributing factor to the mentality as to why artists are 
more reluctant to create collectives. And because we’re used to com-
modifying our work, the work that is produced by collectives is not as 
easily sold.
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Art Accessiblity 

I do not think I am alone when seeing institutions as unwelcoming, 
intimidating and generally unpleasant spaces to enter, this could 
be felt even more so by those who have no direct involvement in 
this field.

Who the institutions choose to hire, the artists they work with and 
the type of exhibition they choose to hold all have an effect when 
it comes to the public they’re attracting. 

Continuing to hire the same older, white, male board member to 
make all executive decisions with the same ‘standards’ of what 
should be seen in these spaces doesn’t allow for there to be any 
space for the possibility of an audience who would maybe not 
‘normally’ come into an art exhibition.

The last proposal we should be thinking about within our 
community is: Art Accessibility!

No, this doesn’t mean that everything we make has to be 
enjoyed, liked and understood by absolutely everyone, 
it’s more about the spaces we’re placing our work; The 
gallery and museum spaces, the white cube.

These spaces are not made to encourage a diverse public. 
It’s well known that the majority of museum goers are 
white middle aged people ‘acquiring culture’.
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Please note, the ethnic group percentage is made 
up of COMBINED ethic groups.

European history has founded the function of these 
spaces, which hasn’t changed or updated itself, 
we’re stuck in a very specific period... Europe saw 
the birth of these spaces when Salons began 
emerging in France, allowing only certain people to 
enter and participate in these spaces. It seems the 
behaviour of interaction within art spaces has not 
changed much. 

https://www.tate.org.uk/download/file/fid/124012
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In the conversation I had with Narges and 
Chantell, Narges brought up how those who 
are in powerful roles would not be willing to 
give these up to someones who is ‘beneath’ 
them. The power they hold is glorified, and 
those in power, love it. Yes, okay, I do realise 
that the majority of institutions are no longer 
made up of predominantly white men, there 
are indeed some white womxn in these spaces 
too. 

Unfortunately, this doesn’t resolve trying to 
make these spaces more accessible. It’s an 
explored concept that some white womxn 
generally are not willing to recognise the 
oppression of patriarchy. The tendency to not 
recognise their privileges (that can help get 
them into their roles of control) allows for there 
to be a stagnation in moving forward within the 
art institutions.
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Audre Lorde writes in Sister Outside in her Essay 
“The Uses of Anger: Women responding to Ra-
cism” the interactions she has with other women 
when it came to discussing race.

“ The Women’s Studies Program of a southern 
university invites a Black woman to read fo-
llowing a week-long forum on Black and white 
women.

“What has this week given to you?” I ask. The 
most vocal white woman says, “I think I’ve gotten 
a lot. I feel Black women really understand me 
a lot bet- ter now; they have a better idea of 
where I’m coming from.” As if understanding her 
lay at the core of the racist problem.”

Even though we are beginning to see 
different groups of feminist who use 
their approach in an intersectional 
way, there are still many feminists 
who do take into account the inter-
sectionality of ethnicity/race, sexuali-
ty, gender, class. When white womxn 
are being hired to do the jobs within 
the institutions that have traditionally 
been done by white men, and are 
probably in an environment surron-
ded by white men, can skew the 
motives and ability to act and make 
changes within the institutions 

It continues to marginalise non-white, 
LGBTQ, of poorer economic back-
ground womxn. When white women 
are hired into roles of power, what 
is that institution actually aiming to 
change...



The reason for this action was a response to 
the 
comment director Maria Baldshaw made in 
regards to the sexual harassment accusations 
being made towards Anthony d’Offay which 
dated all the way back to 1997. Baldshaw 
made the following statement in response

“I personally have never suffered any such 
issues. Then, I wouldn’t. I was raised to be a con-
fident woman who, when I encountered harass-
ment, would say, ‘Please don’t’... or something 
rather more direct.”
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“ A white academic welcomes the appearance of a collection 
by non-Black women of Color. “It allows me to deal with racism 
without dealing with the harshness of Black women,” she says 
to me.”

Some womxn do not consider the oppression of other womxn 
Again this goes back to whoever is in a position of privilege 
has ‘no need’ to worry about the issues that are around them 
but do not affect them. Are they really not affected by some 
systemic oppression?

A case that comes to mind is when artist Liv Wynter quit her re-
sidency at the Tate Modern (London) around the time #metoo 
and #timesup was occuring.*



It’s shocking how people can hide behind the facade of 
‘inclusivity’ and ‘diversity’ whilst they are ‘hot topics’ but 
where does this activism go when it is really needed, 
when there is a real moment of having to speak up. I 
mean, the stats speak for themselves when you look at 
the Tate’s workforce diversity profile

Baldshaw’s lack of sensitivity or empathy on the matter 
shows her indifference to important issues 
such as sexual harassment.

Liv Wynter wrote a letter to the Tate as her resignation and 
added,

“I cannot describe to you the personal shame I feel as a 
survivor of domestic violence, to work for someone who 
could think so little of me whilst simultaneously profiting off my 
‘survivorness’ and the work I dare to make about it,”

In response to this, Baldshaw wrote the following on her 
Instagram account:

 “Throughout my career I have been dedicated to addres-
sing issues of gender, race and equality and I apologise if 
my recent comments have offended people. When I beca-
me director of Tate, I set out my vision to make this the most 
culturally inclusive museum organisation in the world, and I am 
truly committed to that vision. I have spoken publicly about my 
values on many occasions over the years and I will continue 
to argue for equality and inclusion at every opportunity.”
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It makes me question why this kind of statement was deemed okay by such a large arts 
institution. It goes beyond the fact that Baldshaw is a white women who has apparently 
never been affected by sexual harassment. 

This is a statement that is attached to one of the most famous and ‘prestigious’ art institu-
tions in the word. She is speaking on behalf of the institution, saying, The Tate does not 
take sexual harassment allegations seriously, they continue to protect those who perpe-
trate.

It is crucial for institutions to focus on accessibility and openness in making these spaces 
safe and welcoming for everyone, for every artist, curator, audience member, no matter 
ones gender, ethnicity, economic background or sexuality.

It’s great to see when there are some signs of change, I came across an article that 
showed a variety of American Art insti- tutions that had hired new curators. The article 
recognises that even though this is a great step toward a more inclusive museums and 
galleries “On the American museum front, among curators, conserva- tors, educators and 
leaders, only 4 percent are African-American, according to a survey by the Mellon Foun-
dation. A fraction of this group holds curatorial posts.*
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Conversations 
and Interviews 
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SGV: I had asked you the question 
whether you found navigating the art 
world a challenge in a way?

Sat: I feel like, I’m not sure if I even 
navigate the art world at all. I feel 
that most of my work, I do it because 
I feel the need to do it and I’m also 
doing it from an academic space, 
which is where I have mostly presen-
ted my work to different audiences 
and in different countries but mostly 
in academic spaces, which are, not 
always, but usually open to these 
ideas because it’s the ideas in my 
work what becomes difficult. But 
sometimes I think its very unwelcoming 
because it’s precisely challenging the 
hegemony of art itself of western art, 
and how it perceives, or what kind 
of symbols it’s been replicating and 
of the institutions itself, of museums all 
of this. So I find that it would be hard, 
for I feel, for my kind of work, if I was 
interested in being in galleries and 
being in all of these, but I’m not. I’m 
actually looking for presenting in more 

cultural spaces like the one I’m doing 
this weekend which is more for any 
kind of person, they can just walk in
(sgv its more accessible)
right! because a lot of the ideas are 
very abstract and very difficult (in the 
academic language) to relate to, so 
what I intend is that art becomes this 
tool and this medium which these ideas 
can be felt and experienced and rela-
table and that is a big part of what I 
try to do, really bring it to the body,and 
then we can, I feel have these conver-
sations we are then talking from these 
experiences

SGV: It’s interesting, that theres no 
interest in having this work be held in a 
gallery. It’s more for a cultural space or 
environment, it’s such a shame that we 
feel that this kind of art work cant be 
held there. In a way it makes sense be-
cause these institutions already feel like 
a place (that isn’t) really for everyone,
they position themselves, maybe not 
purposefully, but its a fact, it’s inaccessi-
ble for everyone. I find this challenging 

Sat Tlali Paulina Rebeldía

I  m e t  u p  w i t h  S at,  a n  a rt i s t  a n d  ac a d e m i c ,  l at e  l a s t  y e a r  a  day 
a f t e r  s h e  h a d  g i v e n  a  l e c t u r e  at  L e i d e n  U n i v e r s i t y.  S h e  k i n d ly 
ag r e e d  to  m e e t  w i t h  m e  to  h av e  a  co n v e r s at i o n  a b o u t  h e r  p r ac -
t i c e  a n d  h e r  a p p r oac h  to  u s i n g  a rt,  tac k l i n g  d e co lo n i s at i o n , 
co m b i n g  a rt,  s p i r i t ua l i t y  a n d  h e a l i n g .

T h e  co n v e r s at i o n  c a n  b e  h e a r d  at :  h t t p s : / / s o u n d c lo u d . co m / u s e r - 4 3 2 6 8 5 0 4 5 / i n t e r -
v i e w i n g - s at - pau l i n a - t l a l i - r e b e l d i a



62

This project is a healing dance prayer in the memory of those who have expe-
rienced dehumanization as a consequence of colonization. It is dedicated to the 
bodies destroyed by the imposition of gender and race. It is also an embodied 
and enfleshed call for collective resistance against the violence and destruction 
perpetuated by current systems of oppression. The body is the altar and dance 
is prayer. This is a body that is in relation to territories, to other bodies and 
beings, to our ancestors, and to life. - Comalli Collective 
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because on the one had art is for 
everyone and should be accessible for 
everyone but on the other hand you 
have these major institutions upholding 
art in such a unaccessible way. I’d really 
love for there to be a bridge. I guess 
I’m also searching for whether there is 
a space that is a bridge? between 
having your work in a more cultural 
space, can our work only be in these 
spaces? or can they also be in several 
spaces..

Sat: I would personally like to be in 
different spaces, I wouldn’t mind to do 
an intervention like this in a museum if I 
was asked to but of course the intention 
has to be there right? the intention to 
do de-colonisation of a museum. Which 
I have to say, that I was recently in a 
talk that was mostly between 
archaeologists and curators of museums 
of archeology and they were having 
a conversation about decolonising a 
museum, which of course has a very di-
fferent implications when its archeology 
museum than when it’s a museum of art 
but there is a strong relation too. 
For me it was interesting to see,  
because they were all from European 
museums, so it was interesting for me 
to see the kind of questions they were 
posing. We have more to do with repa-
triation of objects, or bringing the histo-
ries because they are decontextualised 
and the fact that most of these things 
were actually stolen from the imperial 
(era) so the thing is, and how, how 

there has to be the interest not only 
from the curator itself and sometimes 
they are also upholding, it’s like who 
gives them money to these institutions 
and the public. So whether an exhibit 
is opened, also has to do with that. A 
guy running a museum on Latin Ameri-
ca in Spain, was saying how he tried 
to put some of the art work or some 
of the pieces that were brought from 
Mexico and that he put this goddess 
sculpture next to a Virgin (Virgin Mary) 
and people were offended. Religious 
people who walked into the museum 
were offended because ‘how dare you 
put an idol next to our virgin’ and thats 
precisely the point! It’s very difficult, but 
I think it is very necessary and the thing 
is a lot of this decommunisation and art, 
it’s happening. It’s de colonial art. There 
is this work happening, but its mostly 
people finding or building these coali-
tions disruption spaces

SGV: I was talking about this with my 
friend last night after we were at your 
lecture. I’ve noticed that i feel like these 
kinds of movements are happening 
more with those who come from places 
that have been colonised. I find it funny 
in a way how we’re the ones who are 
acquiring more knowledge about these 
topics and wanting to know more about 
how we can change these things (these 
systems). I kind of feel like it should be 
a shared chore. not just us teaching the 
others how it has been for so long but 
they should also have an active interest 
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have nazi’s in parliament. We’re not in 
a moment that we can’t continue to not 
have these conversations. things are not 
looking good, not here, not in Brazil not 
in the US.

SGV:  I know you present work in a more 
academic space, but what you just said 
about the political atmosphere and all 
the shit thats going on in the world, I find 
it more and more a priority to use our 
work in order to have these discussions 
and bring about these topics. Howe-
ver the other argument is that ‘why 
is it necessary’ why can’t we continue 
making ‘beautiful things’ or make art for 
arts sake. Do you feel like art work, or, 
should artists play a role within society, 
of not just reflecting directly what is ha-
ppening in society but actively contribu-
ting or whether art works can still stand 
for what they are as an autonomous 
thing, it’s just a beautiful thing, or just a 
thing in the world and that’s enough.

Sat: I mean, all my art is political so I 
wouldn’t just be doing a beautiful thing. I 
like to do beautiful things, but I also like 
art to be able to speak of my reality or 
to speak to others about issues that I 
think are important to address and that 
when they are addressed creatively 
it makes it more appealing for people 
who would otherwise be oblivious and 
you know it may be that nothing really 
happens, but it may be that it opens a 
conversation like yesterday (reference to 
lecture given by Sat at Leiden Univer-

in their own history in a way.

Sat: The thing is, I know what you’re 
saying, yes, it shouldn’t be our work to tell 
them ‘look you’re being racist’ or you are 
being oblivious to all this history of colo-
nisation, yeah you shouldn’t, but because 
they don’t have to look into this, they can 
just go on with their lives without ever 
feeling that discrimination without ever fe-
eling that pain without ever being aware 
of this because of the history they have 
been taught is the history that puts that 
aside. They are taught about the
greatness about their culture, they’re 
taught about their great artists, their great 
philosophers and colonisation is one thing 
that happened, but slavery happened 
there, not here, that’s what they say. 
Whereas archives show a different thing 
but it’s not the point, the point is that there 
is a denial and this is what the people 
writing modernity colonality are pointing 
at. It’s like a double denial, because its a 
denial of the other while it’s also a denial 
of the violence that has been inflicted 
so it’s very diffi- cult. Usually theres two 
reactions or two things that happen, 
people feel offended and then its called 
‘White Fragility’. Then there is another 
book and its by a Dutch professor, Gloria 
Wekker and the book is called ‘White 
Innocence’. It explains this idea of ‘I didn’t 
do it’ ‘it wasn’t me’ indeed, its very difficult 
to talk about this, but you also have now 
that all these neo- fascisms taking place, 
Italy, Hungary, Austria and now you really 
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sity). I think that also some people may 
have the privilege to live oblivious and 
do beautiful things and for some other 
people there are other things they have 
to face or experience or discrimination or 
awareness of all the systems of oppres-
sion. Yeah, I know there is beauty and 
I know there is love and maybe what I 
want is to create something that appeals 
to that, but that is also not completely 
oblivious to these other experiences and 
I think it doesn’t necessarily have to be 
one or the other, it can be both, it can 
be beautifully raw, it can be beautifully 
painful. I think it would also definitely 
depend on the artist, you know what is 
your own motivation for creating, for me 
I’ve always been creating, and I just can’t 
not do things like that so in whichever 
thing I get to, like for example my PHD is 
in development studies I’m in an institute 
of social science, and still I do art with 
the ideas with all the theory and then my 
art becomes my way of theorising too

SGV: I think thats the beautiful thing 
about art, that it can engulf everything

Sat: That’s the thing. I have a friend who 
once made a comment kind of saying 
‘you know you don’t always have to be 
over doing it’ and i’m like do you think 
I’m really there thinking ‘oh how can I 
this...’ No! it doesn’t happen like that, it’s 
something that is born [from you] and 
for me it’s the easiest thing in the world 
to be able to just create. What’ s hard 
is to be able to translate that and to be 

able to link that, so the language of art 
makes sense within the social science 
and academia that I am in. That is the 
hard part, but the creating part for me, 
it’s like breathing, of course for someone 
who comes from a completely different 
way of doing academia for him it’s that 
I’m doing something so different that I 
must be trying super hard, but no, the 
part I’m trying the hardest is so that you 
understand the connection [between art 
and academia]

SGV: Could you tell me about the study 
that you’re doing now

Sat: My research is on the politics of 
knowledge. It’s about resistance to the 
violence of coloniality. There’s many 
things I look into, I acknowledge, for 
example, the context of femicides, the 
context of erasure of the specific bodies 
and their symbolic erasure as well. I also 
use examples from mid-wives, indigenous 
mid-wives in the highlands of Chiapas 
and how they’re knowledge becomes 
devalued or how it has to be validated 
by institutions and by scientific knowled-
ge in order to for them to do their work. 
Whereas their knowledge comes from a 
very different epistemology. 
My work is around those lines. I use 
art throughout the work but also do 
it because I use ‘Sentipensar’ which is 
used in Latin america in academia and 
activism to say how we don’t theorise in 
this dichotomy ‘body-mind, only the mind’, 
no. It has it’s roots in indigenous thinking, 
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Orlando Fals Borda had written about ‘Sentipensante’ 
a few decades ago. He was a sociologist from 
Colombia,but I got the term when I was in the highlands 
of Chiapas. People use it a lot there and it’s in relation to 
Mayan cosmology. You think with the heart. In my work 
I bring this epistemology as a way to know, to generate 
knowledge and with that to decolonise knowledge and 
because it’s sense and thinking that for me is the ope-
ning for the art.

SGV: Do you plan on staying here in the Netherlands? 
or still base yourself both here and in Germany?

Sat: Well, I think after I graduate I’m going to go to 
Mexico for a few months and the idea is, with Comalli 
Collective, we want to do a documentary, on Mexican 
female healers. That’s the idea. We still need to get 
some funding because that is always the hard part, the 
ideas are there. My friend Monica Toledo, she’s the 
other founder of Comalli Collective and she’s a film-
maker. Apart from studying film she also did a degree 
in anthropology, she’s really talented, she likes to do 
films and tell stories about spirituality, rituals, healing of 
course, on that we are on the same page.

SGV: How did you did you meet and form the collecti-
ve?

Sat: We met many years ago, in 2010 maybe, I’m not 
sure, and we met in a women’s camp but for meditation 
and yoga (in Mexico) but at the time she was still living 
in New York which is where she studied film. We both 
practice kundalini yoga and meditate, and do some 
healing as well. So then later I moved to Europe, she 
also moved to Berlin and we kind of bumped into each 
other in yoga festivals in healing meditation, in particular 
in the retreats, we bumped into each other and we just 
started talking. Last year I had talked to her about the 



‘For the love of Mole’/ ‘Por El Amor de Mole’, Comalli Collective 
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brings out different skills into the project. 
Then you do a very strong beautiful 
project. For the video performance 
another friend of ours, she did the mu-
sic and it was beautiful, it just worked 
out, we met we meditated together, 
and then we did the music, and it 
worked.

SGV: I really like the aspect of your 
work of how you take art as a healing 
method, because I think that it’s some-
thing that is really underestimated and 
unappreciated, not taken seriously. 
Once you start talking about things such 
as spirituality and healing I feel like 
peoples faces start to glaze over, for 
some reason its not taken seriously, but 
I question why?

Sat: When you have been educated 
in a society that has all these Western 
modern values, it’s just logic and this 
dichotomy that you know, spirituality 
is irrational, and then you are taught 
that what matters is whats rational. 
Yet you see all these men making all 
these ‘rational’ statements, all these 
politicians are very racist, homophobic 
politicians, they are not basing any of 
their arguments on rationality, but yet 
they uphold rationality and the idea 
of it in relation to the identity of being 
Western modern men. 

projects that I wanted to do and she 
had been saying that she wanted to 
form a collective and then it was like 
lets just do this because if we don’t 
do it now, we won’t. So we talked 
about ideas, we launched the site, 
the Facebook page and its been 
going for 1 year, we’ve done the 
Wounded Deer project and video 
performance and now we are really 
working on developing the project 
for the film documentary.

SGV: Working in a collective can be 
a really amazing thing because you’re 
feeding off each others energy espe-
cially if you have the same ideas

Sat: I want to continue doing projects 
but I want to mostly do collabora-
tions, it’s very rich to be able to do 
these collaborations to not make it 
just about myself, especially if the 
things I’m passionate about, in 
healing and all of that. It’s more 
powerful when you do it together. I 
think I will continue to do more colla-
borations whenever they appear, 
thats also how I do it academically. 
I’ve written only in publications that 
are collaborations, I’m not interested 
in writing just a piece for a journal, 
just to get the points that I would 
need for my study in academia. I think 
they have to be meaningful, I have to 
be passionate about it and find it 
relevant in political ways, also in art 
I’m open for collaborations... and it 
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But spirituality has been disregarded 
as something irrational for only people 
who can’t think enough. And also, these 
practices were all over the world, here 
in Europe too but Christianity killed a 
lot of that, and Christianity was a very 
crude imposition, it was imposed with 
violence but a lot of the former practi-
ces were highly spiritual. 
 Some rituals still are, they have 
now become part of Christian festivities 
but in reality they have their roots in 
what could be called paganism. Like in 
Germany for example during easter 
what they do in all these towns is a 
huge bonfire and they gather (and now 
they gather and just drink beer, and 
maybe have a sausage or something) 
but thats not Christian and that has 
been a practice that has been going 
on for way too long so the clues are still 
there but part of especially I
  feel that the way of thinking 
and putting spirituality aside allows to 
continue this rampant exploitation of 
life, because then you don’t see nature 
as being alive..or not even alive...if you 
were to see with the eyes of spirituality 
you would relate to nature in a different 
way, and to people, you cannot exploit 
it. Many previous peoples, that’s pre-
cisely how they envision but for to be 
able to privatise, to own land, you have 
to think of it as an object, as lifeless as 
not having a spirit, there is politics as to 
why a thinking that allows you to exploit 
nature and people in such a way, 
when we have a capitalist system as 

we do, is the one that is dominant, so 
for me all of it is politics, That’s also why 
I want to bring consciousness, especia-
lly into these spaces that were in the 
institutions of rationality, I want to bring 
spirituality.

Gracias Sat, for your time and patien-
ce whilst we had this conversation. 
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Narges and Chantell are artists 

who are currently studying at the 

Royal Academy of Art, The Hague. 

We took some time together to 

speak about our practices,  our dri-

ve,  what art is doing, our concerns 

and how we tackle these concerns.

Conversation can be heard at: https://sound-

cloud.com/user-432685045/interviewin-conver-

sation-w-chantell-hassan-narges-mohammadi

NM:...They’re afraid to hurt other 
people that’s why they don’t do or 
say whatever. Especially in the 
Netherlands It’s quite, yeah, I don’t 
know.

CH: I think it’s part of the culture. So 
you just don’t get involved. Just stay 
in the middle ground, or just stay in 
your lane. I think part of that culture 
is applied also in this decolonisation 
aspect of things.

NM: Yeah, whenever it’s in this lane 
of accepting these stereotypes theres 
this assumption that its fine but the 
moment we break out of it then it’s 
not fine because you do something 
out of it then it’s not fine because 

Chantell Hassan & Narges Mohammadi

you do something that’s unexpected 
and something that’s therefore not really 
appreciated in Dutch we have the saying 
it’s called “Doe maar gewoon, dan doe 
je al gek genoeg” I’m not sure if you guys 
know it but it says something like just act 
normal because it’s already crazy enou-
gh and that’s, I don’t know, it’s so true but 
at the same time what is normal?

SGV: Well they clearly already have a 
defined version of normal otherwise They 
wouldn’t have this phrase at all, I don’t 
know if you look around you can kind of 
see what this normal is actually.

CH: Yeah, these patterns of being.

SGV: No matter where you go, ok 
maybe if you go to a slightly bigger city 
like Amsterdam you’ll see a little bit of 
breakages or ruptures of this norm but it’s 
still there still          underlying. I also think 
it’s quite an interesting cultural aspect but 
I think the Netherlands isn’t the only one 
that has this. I think a lot of cultures share 
this.
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CH: I know in Mozambique it’s not really normal for you to spend 
time alone so there people freak out when you decide to take time 
alone and here it’s the complete opposite you know you need to 
have your alone time, there if you do decide to spend alone time 
people start asking what’s wrong with you, is everything ok that’s 
also not normal.

NM: Building on this assumption... it’s also very strange 
because I’ve had some works,  that I’ve made, where I was 
assuming people would see a cultural influence for example, 
and that’s also something like a hypothesis I was taking and 
then there was one very good comment. 
I was like, yeah, is that your assumption of the assumptions of 
the others or is it really just the assumption of the others. That’s 
the very funny part in this whole cultural stereotyping and racism, 
is that whenever you make an assumption of others that’s outside 
the norm then it’s ok but whenever you assume something from the 
person that’s inside of the majority bubble then it’s not ok because 
you’re seen as something of them and that’s not how they are. That’s 
not how they think they are. In that moment I thought it was one of 
the best remarks but now I’m kind of wondering...

Eurabia, digital im
age, 2017, N

arges M
oham

m
adi
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SGV: What was the remark?

NM: He was like “Yeah I was as-
suming that we would see cultural 
influences in your work”
I really wanted to break free from 
this thing, that I’m just from the 
Middle East, so then it’s normal that I 
do things like this like cultural influen-
ces and inspirations from the Middle 
East, Orientalistic kind of visual 
aesthetic. 
Then he said “yeah, do you just 
assume that we think that you make 
this because it’s normal for a Middle 
Eastern person to do this or is it just 
your assumption of being afraid that 
other people think this about you”. 
It’s very interesting, because it’s also 
my assumption of the assumption of 
others, but now I also think like the 
other, if the assumption that I have 
of a culture that is a minority which 
is stereotypical then it’s fine because 
it’s not them being attacked but if I 
was assuming something for example 
something that’s racist and stereo-
typical then that’s not what defines 
him, so yeah, these assumptions are 
only okay if you assume the bad 
thing of the bad others not if you 
were seeing the good.

CH: I like that we’re talking about our 
own academia *laughs*

SGV: I mean it’s the thing that we are 
closest to at the moment, it’s actually 

what we’re learning from, that’s why 
we react the way that we are and on 
a bigger spectrum it’s because we’re 
having instan- ces in this tiny little bub-
ble, it’s like a mini simulation of life.    I’m 
really into ‘why art’ and ‘what is it’. He 
said to me (in relation to a conversation 
that I had had recently) “The only rea-
son you’re making what you’re making 
and you’re feeling the way you’re fee-
ling is because of your current now, and 
your current surroundings, so maybe 
you feel like you can’t talk to your family 
about your work and you can’t talk to 
your friends about your work because 
you feel like they don’t understand 
what you’re doing anymore... because 
you become kind of detached. You’re in 
THIS circle now and maybe that’s why 
you’re feeling isolated”    What I took 
from that was, I’ve been conditioned to 
think a certain way and the only reason 
I am is because I’m a product of my 
condition and that messed me up as 
well. Then who am I, what am I doing, 
who is this *muffled laughter* if I’m just 
“THIS” it’s because of “THIS” if I was out 
of “THIS” maybe I’d be something else, 
so then why don’t I just be that some-
thing else right now...

CH: I think this brings you straight into 
what I’m doing with my work. In first 
year (at the art academy) I sort of felt 
like I was just losing this touch with 
home and I felt a bit isolated and I 
completely just threw away whatever 
the hell I was trying to do and started 
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to make a lot of things that I thought 
people back at home could relate 
to you know, taking these simple 
connections to real life and connec-
ting performative aspects to real life 
events a real life. And to me I think it’s 
also this kind of denial of my place 
here in the Netherlands and I don’t 
know if it’s good or if it’s bad but 
it’s what’s keeping me going. You 
also find that you start to hate more 
and more the space that you’re in, 
the more you work with this kind of 
decolonisation because it’s also like 
decolonizing the space that you’re in 
and decolonising the space that you 
were in before for example bringing 
in witchcraft and voodoo religion 
for my previous space is like, I don’t 
know, monumental. I could probably 
be sacrificed for doing that there 
*laughter* but doing it here it’s just 
another exotic thing *we all laugh* 
I mean, I use that to my advantage, 
why not, you have to.

SGV: Yeah I totally understand. I 
relate to that as well. There’s parts 
of me that really want to bring Latinx 
influences into my work, specifically 
Peruvian. It has a really rich culture, 
a really rich history, there’s so many 
aspects of different religion. Catholi-
cism isn’t even our (original) religion, 
before colonisation it was the Sun 
and the Moon that were the gods. 
Back to what you were saying 
before,  I really like bringing in those 

aspects into my work, I like to feel in 
contact with that side of me but I also 
don’t want it to be exoticized.

CH: Then who are you fighting mainly? 
You’re kind of fighting yourself more 
than anyone else you know and at 
some point it’s going to get to your 
head. It really is going to get to your 
head. So it depends if it’s important 
for you to fight the system or if it’s just 
fulfilling for you to do something...It’s 
really hard.

NM: In my case, growing up in the 
Netherlands for like 18, 19 years now 
I feel more Dutch then I feel anything 
else. At the same time, I feel so isola-
ted because my family would never 
understand what I’m doing even though 
it would be relating to what they know 
and within this context of art academy. 
If I would use elements of my back-
ground, culture, that I’ve totally lost 
touch with, it’s also strange because 
they would also not experience that 
or be able to see the references that 
I’m making but even my family would 
not see the references because its 
‘art’. I feel it’s always this limbo dance 
of ‘what is it you’re trying to say and 
to who’ I think I just stopped with the 
idea of trying to make something that 
my culture would understand because 
that could never be because they don’t 
have the knowledge of art in the sense
 that I do, and thats why I also really 
like the idea of thinking about art as 
something as mathematics of science
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      The lion always conquers the monkeys, stage close-up 4, 2018
Narges Mohammadi

SGV: So, it’s something that every-
body could understand?

NM: No, because it’s not something 
that everyone can understand...
because for mathematics you have 
a full study of a few years and only 
then when you know the history 
and stuff, only then are you able to 
understand it because then you have 
a possible means to do so. This whole 
idea of making art accessible to all 
or accessible to people who are in 
direct contact with you, I don’t think 
it’s reachable, .because then you 
would have to teach them stuff, very 
factual things, like the history of art 
to be able to give them the ability to 
position what you’re doing within the 
context of what has been previously.

CH: But, you know that the history of 
art is quite Western, so then how can 
you find the history of art within their 
background of history of art instead 
of the Western history of art. It’s just a 
matter of what your will is you know, 
with this, and even though I totally 
get what you mean, but is simplifying... 
[the way to go]

NM: No, I don’t think that..I just think 
art should be something that’s just 
there and if you want to understand, 
there should be a possibility for you 
to understand but I don’t think artists 
should make “accessible art”  be-
cause then you would have a more 

diverse public coming...thats just not 
gonna hap- pen. I don’t believe thats 
going to happen. What I also see 
from my direct surroundings, I have 
a lot of friends in the music industry, 
also within festival organisations. I had 
some interviews of how I would think of 
connecting and attracting a wider, di-
verse public, how to do that basically, 
but the more I think about it, the more 
its impossible because people from a 
non-art background in this case, Midd-
le-Eastern, Moroccan, Turkish, bac-
kgrounds and families they just don’t 
go to a festival. They just don’t go to 
a gallery. They just don’t go because 
the step is just way too high. The only 
reason a mother of Moroccan descent 
would go to a show is because her 
brother or son is performin.That’s a 
very personal and direct relationship.
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That’s the only thing you can actually 
change. That’s why I really like one 
guy that I’m working with at the 
theatre. He’s really trying to change 
from within the system because he’s 
doing theatre shows and because 
normally we just assume that the 
people who come to the theatre 
have to adjust according to the 
frame of the context of the theatre. In 
this case, you would just get normal 
beers and these natural chips and 
stuff but what he’s doing is, he chan-
ges the whole production during 
every show based on what kind of 
public might come to the show. 
 So, in the case of an Indian 
dance show for example, he would 
change the people who work be-
hind the bar, the clothes that they’re 
wearing the amount of female/
male people that are working even 
change the supply of food and drink 
because Indian people mostly, from 
his experience, drink strong liqueur on 
the rocks and thats something thats 
not always there when you go to the 
theatre. What he does is really try 
to change these kinds of little things 
so that people feel welcome and 
understood, and that’s something that 
I see lacking in a lot of things that 
you just assume that everybody has 
to adjust to the majority, but what if 
the majority for a change, changed 
according to minority, that shift of 
adjusting majority to the minority, I 
think is very important and helpful.

SGV: I love that as an example. it’s 
funny that you say that because to me 
it interprets as accessibility. By chan-
ging these internal factors you’re really 
making it accessible and I think that, 
in a way, is creating art accessibility 
actually.

NM: What I’m really working on now 
and thinking about quite a lot is how to, 
especially also with queer art, but also 
with ethnicity, it’s quite a big problem, 
or post colonialism or decolonisation, 
it’s quite present in the fact that nor-
mally there’s a very binary thinking 
of ‘white people are like this, Black 
people are like this’ and there’s almost 
no middle ground and I think its time to 
move forward from this binary thinking. 
From this idea of emancipation. I mean. 
Creating a platform is a way of eman-
cipating, but what if you don’t have 
to emancipate because it’s already 
emancipated. We’re trying to emanci-
pate something that you assume is not 
emancipated, or we’re trying to create 
a platform and trying to emancipate 
a minority then you already assume 
that they’re not emancipated at all 
and I think this assumption of treating it 
yourself as something being different is 
already problematic, because what if 
it’s just normal, why do we have to...

SGV: ...Distinguish it?

NM: Yeah, and give it a platform, be-
cause giving it a platform means that 



79

there hasn’t been a platform before, 
but what if there has been...So I’m not 
sure how this would completely look 
and be..

SGV: I get what you’re saying, we’re 
highlighting differences as if they’re 
different and maybe thats creating 
more of a problem than a solution 
but in a way, lets take the example 
of ‘Queering The Church’ (an event 
Narges hosted) as a platform. I also 
see the side of people needing these 
platforms because its also like, there 
really hasn’t been those platforms. So 
actually, it does create these divi-
sions but then maybe in the long run 
it does end up creating an equality 
because the more platforms there are 
for those who maybe haven’t had a 
platform feel like they’re also being 
elevated.

CH: or at some point the other 
platform will just start including I think, 
because it will the the ‘IT’ thing (I hate 
saying that, everything is commercial) 
but eventually it will.

NM: of course, everything is commer-
cial just look at Beyonce and Jay-Z 
with ‘Apeshit’ in the museum. How 
otherwise would such a big group be 
introduced to such a white, classicist 
museum? Just invite Beyonce and 
everythings ‘fine’. C’mon, there should 
be different ways. Maybe that’s 
something we’re really forgetting is 

that everything is so capitalistic driven 
and you have to create a need becau-
se then they will ask for you over and 
over and over again. Not only you, but, 
everyone, else, I feel theres not really 
a need at the moment, or there is a 
need for colonialistic, very stereotypical 
work, so how can you succeed in giving 
that need and at the same time (giving) 
something else....
CH: I’m thinking that it’s just perfect that 
it’s happening right now and it’s perfect 
that you’re doing it you know.

NM: but it’s already happening since 
the 70’s
.
CH: But now, .this is the burning time I 
think.

SGV: I feel like there’s more of an awa-
reness and theres more of a wanting to 
accept this. Even though this has been 
happening since the 70’s there’s proba-
bly been a lack of willingness to receive 
this kind of information so then it just...

NM: Evaporates

SGV: Exactly, it doesn’t progress. Whe-
reas now I think there is still resistance 
because I don’t think it’s easy to push 
these topics forward but I really do think 
people are becoming a bit more recep-
tive, or I like to think so, that theres more 
a sense of accepting and willingness to 
learn.



80

CH: Yeah, or at least the fake it really 
well. It’s also a really big social media 
topic, and if it’s out on social media 
and everyone is aspiring to be in 
social media, they want to be a part 
of it. It’s sad this is how it had to come 
down to things but I think it also makes 
you appreciate these commercialities 
and I think its kind of interesting to use 
this commercial aspect in your work, 
easy to catch attention and maybe 
make it possible for people to beco-
me aware how easy it is to just be so 
easily dragged into things

NM: This person from the theatre that 
I’m very fond of, what I admire very 
much is the very personal touch and I 
think that’s how you reach out to peo-
ple. He would just go and ring a bell 
and say like “Hey, I was wondering, 
because I smell your food from the 
window, I was wondering if I could eat 
along (with you)” these kind of simple 
interactions. He would also ask people 
who would come to the theatre ‘Hey, 
where’s the best place in The Hague 
to eat Suriname’ for example, because 
they know the best places, and then 
he goes there and the next time that 
he sees him or her he says ‘yeah, thats 
the best I’ve ever eaten’ so this very 
personal act of really engaging, that 
takes so much energy and time but 
it’s really worth it because you really 
engage. I don’t think within art school 
it’s legitimate to say something about 
a different culture or your own culture 

without really feeling and being part of 
something, because then it’s just fake, 
and fake things are very obvious, fake 
things work in the beginning but after 
a while it’s visible that it’s fake and you 
lose every recognition and dignity I 
think. I really admire him for doing some-
thing like this

SGV: It’s also quite a scary thing to do 
because it requires a lot of your energy 
but also creates vulnerability. I think 
once you become personal, you beco-
me vulnerable and people are more 
able to...not necessarily that people 
will take from you, but you’re putting 
yourself out there for people

NM: Yeah, you’re taking this very 
humble position whereas if you were 
to be the director of something you’d 
invite people, but you’re still in this 
very powerful biased position. But 
now, you’re just going to someones 
home, they’re in charge, they have the 
power, they decide what you eat and, 
in changing these rules or perspective 
it’s very helpful in also changing your 
own power position. autonomous arts 
spheres play with power hierarchies 
and stuff and in the case with Quee-
ring the Church, how can you create a 
platform where you’re not the one who 
has this power position, to really give 
away this power because I think within 
decolonisation/post-colonial institutes 
it’s mostly set out by a white man or 
woman, and it’s very nice if everyone 
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is doing it. It changes a lot, but would 
you be willing as a director of lets just 
say BAK for instance in Utrecht, would 
you be willing to give up your position 
as a director to someone that you 
think is ‘below’ you, and if you really 
would, then, I have respect (for you) 
if you wouldn’t, then its fake. I don’t 
really take everything that you say, so 
it’s also this ‘are you willing to give up 
your position’ for someone below the 
society ladder.

CH: Also, it’s just someone below pro-
fession-wise. In art I find it really hard 
now to let go of this performer-audien-
ce thing. Once you realise its all about 
power relations, it freaks you out 
because you’re just mimicking the other 
systems in the same way. Unless you 
want to point that out even more but I 
think re-doing it isn’t any better.

NM: At the same time it’s very interes-
ting to use the audience as an illustra-
tion of how powerless they actually 
are, just making them aware of how 
powerful you are. Then this whole 
thing of emancipating them of power 
could work because you put them in 
this very powerless position. A lot of 
systems.

SGV: This conversation is really inte-
resting and we’re addressing a lot of 
things but I notice how exhausting it 
is even try address them, they all tie 
in. All of these topics we’ve touched 

upon is intersectional, it all crosses 
over with another thing. I think thats 
the overwhelming thing, you can’t talk 
about one ‘thing’, you can’t address 
this platform without addressing all the 
other platforms that it could possibly 
touch upon. Then in saying that may-
be thats just my own interpretation, I 
don’t feel like I can talk about one with 
addressing everything else because 
I do believe that they all cross over. I 
think thats an issue, that people are 
more willing to tunnel vision themselves 
into one issue. Forgetting that this issue 
overlaps and affects people facing 
other issues as well.

NM: The Black Pete discussion, every 
year it comes up, but I think it’s so 
exemplary of what you say because it’s 
exactly this. Dutch people don’t want 
to acknowledge that their ‘Feest’ is 
actually touching upon a huge history 
of Black racism. They just don’t want 
to accept that it’s that. It’s just a ‘chil-
dren’s party’ but at the same time all 
the annoying, gross adult Dutch people 
go to the streets demonstrating, calling 
everyone a ‘whore’. 

People that were protesting Anti-Black 
Pete were quite calm and would just 
move to another spot, and all the peo-
ple that were pro Black Pete, the things 
that they were doing and saying, so 
racist, so gender biased and so sexist. I 
think that was maybe the best example, 
because a lot of Dutch people were 
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Girl in beautiful clothing walking lonely in a Dutch Forest, video still, duration of 3:30 min., 2016,
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83

commenting on this video saying ‘I 
don’t want to be associated with 
these people because these are the 
dumb, ignorant people’ and, I think, 
that was the most important progres-
sion in this whole discussion is that 
people don’t want to be associated 
with this (group of people). Maybe 
that’s the most powerful thing that has 
happened in all these demonstrations 
in this last past year, people don’t 
want to be associated with aggres-
sive, ignorant, stupid, sexist, racist, 
people, maybe that will help.

CH: I think it’s nice that they’re all 
finally coming out of their masks that 
this is probably one of the best years 
for the Zwarte Piet movement. I really 
feel for the children, although I don’t 
think its an excuse, I’m really precise 
about how culture is passed down to 
younger generations, for them to be 
in the middle of this war zone, in the 
middle of the SinterKlaas days, is rea-
lly heartbreaking and hopefully that 
will be enough reason for the whole 
thing to just end.

NM: That’s also the thing, a lot of 
white people don’t take into con-
sideration that when a little Black 
child goes to school he will be called 
Black Pete (Zwate Piet) all year just 
because of this feest of one week in 
November. It’s not only a feest for 
white children its a feest for everyo-
ne. Also what you said before, of this 

intersectionality that makes you feel 
very numb and powerless, I’ve felt like 
this for a long time, also because of 
watching the news, very biased, one 
perspective news, very stereotypical 
as well, it made me so sad that I just 
didn’t watch the news and didn’t want 
to be part of it. I just wanted to ignore 
it, but now I also feel that ignoring isn’t 
going to help at all.

SGV: You can choose what you’re in-
forming yourself on. I feel like the news 
that is broadcasted on TV is just one 
persons interpretation carefully selec-
ting what the nation watches. I think 
it’s important to stay informed, now we 
have access to the internet we can be 
really informed, hopefully...unless all the 
media is fucked.

CH: At least be selective.

NM: And aware that its just one view.

SGV: Also, selecting what’s important 
to you as a person. You’re only human, 
we can’t burden ourselves with every 
single issue in the world because it’s 
too much. That’s also the nice thing, 
that theres so many people, we each 
have our individual interest and if 
we’re focusing on these individual 
interests collectively we’re able to do a 
lot more together.
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CH: At least keep the dialogue and 
communication open. That keeps 
everyone aware of all the different 
perspectives so that it doesn’t end 
up becoming another dysfunctional 
chapter.

NM: In relation to art do you guys think 
it’s good to be subtle or is it good to 
be very confrontational?

CH: I think subtle is best.

NM: Yeah? I’m not sure. because in 
a way I think it’s a very good way of 
doing art...okay, taking into considera-
tion the whole Black Pete discussion, it 
only came about because there was 
one group that was very against and 
now things have changed and discus-
sions arose. A lot of things have alre-
ady changed in the last 10 years , and 
maybe we can go into a symbioses in 
5 years hopefully. I really wonder how 
to bring forward change within art, or 
within the art academy in this case. Do 
you need to be subtle or do you need 
to be very in your face.

SGV: *at Chantell* Why do you think 
subtlety works for you?

CH: Because I’ve tried the shock 
kind of thing and to me its also quite 
energy draining for the artist and 
for the person who is receiving this 
shock. Theres only so much that go into 
the brain when it’s in shock, you will 

remember it, but how will you reflect 
upon it? I think subtle and longer, 
like the Zwarte Piet (movement) took 
longer but at the same time theres 
so many dialogues and it’s really 
opening doors for people to really 
speak openly about it finally! I think 
its better that people are aware of 
all of these dysfunctional situations. 
Shocking is very draining for you.

NM: Taking Guerrilla Girls as an 
example, I mean would there have 
been an awareness if they hadn’t 
done something like that.

CH: Yeah but that’s the 60’s man. 
I think we’re at a stage in society 
when nothing else shocks us. We’ve 
been completely shocked, nothing 
surprises me anymore. Shocking is 
just another thing you can see in 
images through TV, also in press 
media photos, how can you shock 
someone who has seen that kind of 
gruesomeness on TV.

NM: But in the 60’s there was also 
a lot of gruesomeness, it was the 
post war period so a lot of people 
experienced gruesomeness first 
hand.
CH: Yeah true, but not everyone.

NM: But it’s also with art, I’ve seen 
very shocking performances. So, 
whenever I see naked people in a 
performance I’m like ‘again?’. Indeed 
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there it’s this, we’ve been accustomed 
to shock but how can you create 
the next shock...maybe with subtlety 
and shock at the same time? there’s 
this animal thing that they’ve done a 
psychological test on, it’s a shell kind 
of thing that lives in the water and 
they were giving it shocks all the time. 
In the beginning they could test how 
shocked the animal was, but after 
certain amount of shocks, it wasn’t 
shocked anymore because it got 
used to this amount of shock. But how 
can you, because stopping the shock 
won’t help you.

CH: You do reverse psychology. 
Okay, I’m going to use a very bad 
example but in Africa, in Mozambi-
que specifically, it’s really common 
that parents want to teach something 
with a little hiding on the child but if 
the child already knows it’s going to 
get a hiding then what next? Then, 
silent treatment, putting you in the 
toilet for like 5 minutes...and that for 
me was the hardest, I was not afraid 
of hidings but this reverse psychology 
thing that my mum did or just just not 
talking to me for an hour was painful!

NM: You have to constantly do this 
reverse psychology because one trick 
isn’t going to work, how can you bring 
it every time to the next step and do 
something else.

CH: I think if you just keep making now, 
if you create now, and if you create in 
the moment its just going to be quite 
natural.

NM: I feel quite negative, people just 
don’t see stuff the way you do and 
thats just reality, people are just stupid. 
It’s also very unfair because I’m just 
projecting my so-called knowledge on 
people I assume are not smart enough 
to understand this, I’m doing exactly the 
same actually of ‘those are the dumb 
people’ they’re just doing the same to 
me, why do I this!? It makes me very 
mad, the people who are most willing 
to change are being punished, and 
the people who don’t want to change 
can just live a normal happy life and 
nobody cares.

SGV: I think there is way to share the 
knowledge, and also the knowledge 
that you may have, another person 
may not have it, but they have knowle-
dge in something else that you don’t 
have and in that way it’s an equal wei-
ght of knowledge. For example, when 
I was talking about art with this artist 
who’s in academia we didn’t have the 
same background in art, but she was 
just so knowledgeable in other ways 
and her view on how she approaches 
art was super interesting because she 
didn’t have all this brain washing that 
we’re dragged to do when we go to 
art school.
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CH: It’s all about what do you want 
to put with your work, is it still going 
to be that 1 to 1 thing or is it going to 
be that reciprocate thing.

NM: In the end we all live in this art 
bubble right, because that’s how I 
know other people think like this as 
well. My brother wouldn’t. He’s not 
inside any art related stuff and he’s 
like yeah “yeah if you don’t do this, 
then you’re shit”. This assumption of 
what is successful and how can we 
build bridges is something that we as 
a generation inside of this art, thea-
tre, music thing are very interested in 
but 80% of society is just not.

SGV: Well, it only take a small change 
to also start the conversation. Every 
single change that we’ve seen in 
history has taken a small (change), 
then it develops and then it becomes 
something else that infects others.

NM: I think it’s good to start with 
anger and frustration

CH: of course, it’s always the driving 
force. Don’t confuse the driving force. 
A performance art teacher once told 
me this, she said, don’t confuse your 
driving force and your fire with what 
you would put out. So it’s easy to 
confuse this, everything you’re feeling, 
and then transport it into shock, cause 

its going to make it harder for both you 
and the person that you’re receiving 
with.

SGV: It’s important to have these 
moments of sadness or anger, the 
healing process and the moment of 
moving past that, keeping that as your 
little flame, that’s when you start seeing 
progress as well.
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Ana Silvia Valenzuela

SGV: Maybe its nice if you say what 
you do and your profession, and what 
you do now as a teacher in a universi-
ty and I think its nice if you explain your 
approaches to teaching. I think the 
assumption is (in regards to studying 
architecture) that it’s a lot more struc-
tured than doing an arts degree for 
example. In the sense that, you have to 
have some knowledge of maths and 
physics, these are things you’ve told 
me in the past, but I feel like the way 
you’re teaching it now to your students, 
your ap- proach is a side of architec-
ture that I haven’t seen before, what 
your doing now has an overlap with 
art which is natural of course because 
within the creative fields all the design 
and creative professions overlap in 
some way or another, I think it would 
be for you to maybe talk more about 
your teaching methods or what you 
try and apply to your lessons and 

My mum and  I  take  a  moment  wh i l e  I ’m  v i s i t ing  her  in  Temuco , 

Ch i l e ,  to  have  a  conversat ion  about  her  as  a  profess ional ,  an 

arch i tect,  a  professor ,  and  as  a  young mother ,  Lat in  Amer ica ’ s 

potent ial ,  and  her  students . 

Conversat ion  can  be  heard  at :  https : / / soundcloud .com/user -432685045/ interv i ew-

conversat ion-w ith -ana-s i lv ia -valenzuela

mention what you’ve done in the past.

ASV: I trained as an architect. I tra-
ined in England, I’m a British architect 
and a registered architect in the Briti-
sh board. I studied in 2 universities and 
graduated back in 2003, and I went 
on to work in the industry. I worked in 
London primarily, I had a period of time 
in Hertfordshire, which is close enough 
to London, because we always lived in 
London whilst I worked. And I worked 
for a few different practices and within 
that, also for a local authority, which 
was Tower Hamlets. When I gradua-
ted, finding work was quite, not easy 
easy, but not really tough either, so I 
was fortunate to find a job fairly soon 
like after 2 months of searching and I 
was very excited about the jobs I was 
given within the practices I worked at. I 
was lucky and really excited about ge-
tting into the building site as well, and 
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the period of time during my working 
period as an architect assistant and as 
an architect (differed) very dramatically 
because when I first went out to work, 
like I said, it was period where there 
was a lot of construction going on but 
then we hit the recession time, then I 
worked for a small period of time for 
the local authority which was a really 
different scenario but I really enjoyed 
it. Then that also got tricky because we 
didn’t have enough budget so I went 
on to work for a large company called 
Foster and Partners which is world re-
nown, which was also very good expe-
rience for many other dif- ferent sides 
that I was able to see and learn about 
and obviously all the people you meet 
and you work with who are 99% very 
passionate very dedicate, totally com-
mitted. Overall I worked for 13 years, 
including the time spent in Lima where 
I did a few reports for a private com-
pany, and I enjoyed it a lot, I love my 
profession. I think i’ve always been ha-
ppy about choosing this career path, 
and of course you were being brought 
up during most of my study time, so I feel 
we shared that period be- cause you 
were always involved. From the buying 
of the materials to making maquets and 
models to the drafting period so you 
were always part of it all, we were ei-
ther cooking in-between the drawings, 
seeing everything on the walls at home.

®

SGV: Yeah in a way I feel like I’ve been 
in university my whole life, since i was a 
child I’ve been in a university.

ASV: I mean we lived in a university for 
almost three years when I was doing my 
post-grad so. 

SGV: And when I’d go to nursery, it was 
also in a university.

ASV: I think you’ve developed a space 
awareness. I found it really surprising 
whenever I saw you changing all your 
furniture in your bedroom and you were 
just creating new spaces. I thought, Oh 
goodness, this is either natural or its just 
rubbed off. That was the period I wor-
ked. I liked it, it was very fast paced, 
deadlines were extremely demanding 
and in the last years during my period 
in Lon- don working for a large office, a 
commercial office, meant that the wor-
kload was really heavy and I feel the 
pace was extremely fast. 

Now that we moved to Temuco, which 
is in the south of Chile, south of Sou-
th America, the pace has completely 
changed. As a single parent, combining 
work as an archi- tect and bringing you 
up, I think was challenging enough. I 
think one thing I didn’t really have the 
opportunity to explore was teaching be-
cause I just couldn’t see that working for 
me in terms of timings. 
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So, now that I have reached this place, I 
mean physically, georaphically, it’s a pla-
ce where na- ture really basically exists 
almost as soon as you leave the town. 
Walking it would probably be an hour, 
but if you’re on a bike, in maybe 15-20min 
you are already within nature. I think it’s 
a very privileged position to be in now, 
to be surrounded by so much nature. Of 
course, I’m Peruvian so I do appreciate 
this because as much as I love cities and 
all that comes with it, I always missed ha-
ving these very strong natural elements in 
my life because I grew up in Lima having 
the Pacific ocean next to me and that was 
one thing that always soothed me and I 
feel collectively in Lima we were all very 
aware about the sun set.

ASV: It’s not that we had a clock to tell 
us or an alarm to tell ‘okay now stop and 
look at the sun and say goodbye’ no, but 
it’s a very soothing way to do it because 
everyone goes about their activities but 
everybody is aware of the sunset. I guess 
it helps that it’s always at the same time, 
so I guess you get used to your routine 
or patterns during the day, so you know 
when its going to happen.
But in Temuco I’m rediscovering patterns 
of nature that intersect with my still ur-
ban life because we still live within the 
city limits but the sound of birds which is 
quite strong or having a field next to us, 
the species of all the vegetation that su-
rrounds us even in the city and the urban 
fauna’s. I think those things are important 
to me now because they re-define what 

I’m looking to do. 

Hopefully in the near future, I’ve had a 
space of time now, for the past 2 and a 
half years where I’ve been dedicating 
my time to teaching which I hadn’t had 
the time for before. So I approached a 
university and I started running a studio. 
It’s for the initial year, so it’s for second 
years, still formative. 

In response to what you’re asking me to 
talk about I would say, it wasn’t some-
thing I was trained to do, it was always 
in the back of head because I had a 
really good time at university, I really 
enjoyed it. I got on really well with most 
people, and enjoyed my projects, dis-
covering what the possibilities of this 
were and getting proposals to be dis-
cussed by seniors. 

Now that I’m in this teaching position 
which is completely new to me and you 
mentioned methodology, I wouldn’t 
claim that I have one just yet. I do try to 
take good examples not only from my 
past education which I have to mention 
and say that it was really, really good. 

For my post-grad diploma I went to 
Cambridge (UK) and for my degree I 
went to Kingston (UK) and in both uni-
versities I had great teachers so I do try 
to draw from that experience of course 
but also I try to keep up with whats 
happening in schools I admire like the 
Architectural Association (AA, UK), of 



94

course I go back to Cambridge to see what they are doing, 
the Royal College of Arts in London as well, and of course 
my references are always British schools because it’s what 
I’m familiar with and UCL and the Bartlett school. But of 
course we’re in a different reality, we’re in Latin American 
and right now, I strongly believe nature is what is here to be 
interpreted and of course we have the history of the past 
but I think we have been dominated so much by the Mo-
dern movement and everything that is international, which 
is not bad at all, I personally enjoy it too but, I think that 
there is a chance for a careful study of what we have here. 
Even though these are initial years (at the university she tea- 
ches) I try to make a profound call to my students to commit 
to this so that we explore what can be innovative but at the 
same time respectful, and considerate and pertinent to the 
context which we are intervening.

SGV: Do you think your students respond well to your 
approach of wanting to use nature and whats around them 
or do you feel that they are looking to international...(AS: 
references) as something ‘better’ and as something that they 
want to aim for as opposed to trying to look within what 
their su- rroundings are and what they actually have, to 
emphasise that.
Because, what you were saying before made me think that, 
yeah it is nice that we can all influence each other and that 
theres some things within a more, lets just use Europe as a 
reference for now, theres maybe somethings that Latin Ame-
ri- ca sees that Europe has that are maybe “better’” but the 
risk that comes with adopting all of those things is a loss of 
identity as well. 

As in Latin America’s identity would get lost, if we’re cons-
tantly trying to aim for these European standards or these 
European ways of doing things, or American (North) ways 
of doing things because thats another thing that we adopt 
because we’re so close to (North) America. So do you think 
your students are very open in willing to wanting to use the 
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resources around them or are they more leaning towards 
the more USA or European way of wanting to advance 
their practice?

ASV: I’ve had so far 4 groups of students, each group is 
completely different. In all those groups there have been 
people who have been really engaged with this. They’re 
just very open to learning and very open to take on the 
discussion I’m proposing and to investigate.

 So I was happy to see their develop- ment. There were 
some others as well, of course, I feel have this preconcei-
ved idea of what the trai- ning of an architect should be 
and they do try to follow what you’re saying, they want to 
follow the international models and perhaps want to do 
things that they see as good architecture. 

Which of course is not bad architecture, it’s good archi-
tecture but I’m perhaps asking them to explore more what 
their local context is and how would they respond to it. 
And yes, we have to borrow a few tools, to develop our 
own language

SGV: That just comes under a shared knowledge of archi-
tects, you could just say that the architects are also a com-
munity that would just share knowledge whatever country 
or continent you’re in. What you said of recognising where 
you are to see what the strengths are.

ASV: What’s pertinent, thats a very important word. Also 
of course I value the work of many architects who are 
around the world trying to do things which are appropria-
te for the local context, so yeah, I do support myself on 
those references. The students are, in the majority, really 
willing to take on this new challenge. 
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At first they may not fully understand it, 
and yes there is a little bit of perhaps 
“this isn’t as cool” but many of them do 
get it straight away and see it as an 
opportunity and they seize it and they 
go with it and they get really great 
results. I also have to mention the fact 
that most of my students come from ru-
ral areas, their education was within a 
rural context so they weren’t exposed 
to an awful lot. In a way this is a positi-
ve, it’s surprising to me to see that they 
have so much in them, they are very 
curious and they want to do things. 

I’m very glad that we can work with 
the standar     ds that I would say 
were similar to those I found in my own 
school in this context, where we are in 
a provincial town in the south of Latin 
America, it makes me feel very hope-
ful.

SGV: Definitely, the conversations 
we’ve been having with some of your 
friends recently, it keeps on coming 
up, that they see the strength in La-
tin America, people keep on saying...
or even just the con- versation with 
Maca, but even the conversation that 
we had at the BBQ it came up, peo-
ple are be- coming (AS: Aware ) at 
least, I’ve only been hanging out with 
your friends, so 40 something year 
olds, I haven’t been hanging out with 
many people of my generation so I’m 
not aware of what they’re thin- king. 
But if the older generation is already 

saying that the strength is in Latin Ameri-
ca and we need to re-focus on what we 
have here to build it up.

ASV: Yeah, I’m here because I want 
everybody that I work with, or that 
I’m able to interact with, to see what a 
wonderful opportunity we have here. 
This new position as a teacher gives me 
an amazing opportunity but I’m also sur-
prised because I hadn’t really fully ack-
nowledged it yet, but I’m lucky that the 
young generation are very receptive. I 
was always grateful with the fact that 
they worked hard and they were inte-
rested, I also have to say my own inte-
rest, which was to give something back 
of course. I’ve come back to Latin Ame-
rica after over 30 years of living in the 
UK (with small intervals of living in Lima) 
I have my own ideas, but I can think, am 
I romanticising a bit too much? because 
I love Latin America as a whole, but on 
the other hand I think its not just a ro-
mantic view, its actual. 

We do have this amazing potential with 
all these topography, geography clima-
tes and situations but of course poli- tics 
in Latin America always gets in the way. 
I feel the young generation, perhaps 
because of the gene- ral communication 
of information that we have, is beco-
ming freer and they can actually value 
what they have here. I would love it to 
also make bridges so that more Latin 
American countries dialogue more so 
to establish a dialogue between Peru...
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Chile...Argentina and of course with my peers 
in Bri- tain as well! because thats my point 
of reference, thats where I learned things, its 
also important.

SGV: I feel like thats less uncommon, the com-
munication between Latin American countries 
and the outside (AS: because they’re establi-
shed) so I think what you’re saying about tr-
ying to create more communications internally 
is really important

ASV: I think there is a, not just a trend, but a 
belief a common belief in all these countries 
and if they reinforce each others beliefs they 
can feel stronger and more supported. I think 
it’s a moment in time that it’s positive in a way 
to reinforce these ideas and work with them. I 
haven’t yet done an interven- tion, I’ve been 
doing small things, like trying to up-cycle ma-
terial. I think i’m gearing up towards tr- ying 
to create something that hopefully feels inno-
vative but at the same time respectful and 
encapsu- lates the learning that has been 
happening in these past two years.
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The time i had, and that others were able 
to give me, has been a gift. These conversa-
tions allowed for the development and ex-
pansion on crucial topics that we are see-
ing within our current political and 
social climate.

The only hope I have for this text is that it 
be read, with an open mind, and open heart, 
for it to be understood. 

Give space to others, as well as yourself.
  

Everyone’s individual power, will create a 
better community, for all. 
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