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en aprender una nueva habilidad de multi-tasking sensorial. 
Así los sentidos aprenden a trabajar juntos para estar alerta 
y para pensar en conjunto. Intentar entender el territorio, el 
contexto y el cotidiano de una ciudad saturada de estímulos 
sensoriales y de peligros socialmente complejos ayuda a 
reconocer en cada uno de los residentes los limites perso-
nales propios, las vulnerabilidades y la manera en la que 
están entendiendo y ordenando su propio bajaje de saberes y 
metodologías artísticas. 

Sin ser espectadores, ni ser etnógrafos, los artistas invitados 
y yo, trabajamos poco a poco en reconocer el territorio 
desde una perspectiva personal y afectiva. El trayecto de una 
caminata, cualquiera que sea, sirve para reconocer un espacio 
físico, pero también para reconocernos a nosotros mismos 
desde ese espacio. La relación topográfica de lo cotidiano se 
deposita en la experiencia del cotidiano sobre cada uno de 
nosotros; sobre sus particularidades es que podemos extraer 
entendimientos y entramar ciertos ordenamientos de subjeti-
vidades. 

Las preocupaciones personales de cada uno de los artistas 
y los trayectos espaciales y epistemológicos que recorremos 
juntos, se materializan en procesos de investigación y algunas 
veces en obra finalizada. Aúnque los límites de la práctica 
artística como investigación son difusos, es en esta confusión 
donde encuentro la mayoría de mis intereses como curadora, 
investigadora y artista. 

Aunque que cada investigación, y cada artista tienen intereses 
diferentes, algunas caminatas se repiten, igual que algunas 
rutinas. En este proceso de re-escritura he aprendido a cam-
biar la lógica de diferentes métodos de investigación. En vez 
de generar procesos de investigación que se preocupen por 
generar discursos, me interesa usar a la caminata como un 
proceso que permita a los artistas invitados pensar su propía 
producción como una posibilidad transcursiva, inevitablemen-
te asentada en el cotidiano y en donde sus propias preocupa-
ciones artísticas pueden encontrar un sitio de negociación por 
el cual transcurrir. 

El ejercicio de entrada, a travesar el cotidiano o transcurrir en 
él, parece algo fácil de hacer. Lo cotidiano suena mundano, 
pero cuando alguien se somete a esta apertura y atención, 
es difícil no sentirse perdido. Poner atención al cotidano es 
aprender a vaciarse y el vacío nos causa pavor. Lo interesante 
durante el laboratorio sucede cuando se ensamblan contra-
dicciones y se reconocen vulnerabilidades. Cuando el diálogo 
entre la ciudad de México, las preocupaciones personales de 
cada artista invitado, y el trayecto de éstas, se materializan en 
procesos de investigación y obra. Estos límites casi siempre 
son difusos, esta confusión es la que más me interesa. 

Although each investigation and each artist bring different 
interests, some walks and routines are repeated. But in this 
process of rewriting, I have learned to change the logic of different 
art research methods. Instead of generating different research pro-
cesses that are concerned with creating discourses, I am interested 
in using walking as a process that allows invited artists to think 
about their own production as a transcursive possibility. Inevita-
bly, a walk becomes part of every life, in which the individual’s 
own artistic concerns can find an open space to discuss what has 
taken place. 

Trying to pay attention while walking through everyday life 
might seem like an easy exercise to perform. The quotidian 
sounds mundane, but in practice when one tries to be receptive 
and attentive to everyday occurrences, it is difficult not to feel 
lost. To pay close attention to the quotidian is to empty oneself, 
and emptiness causes dread in most of us. An interesting thing 
happens during the Lab Program when contradictions are 
assembled and vulnerabilities are recognized. A conversation 
opens up between the personal concerns of a visiting artist and 
Mexico City; the paths of each converge to develop processes of 
art research and artwork. These boundaries are almost always 
unclear, and this confusion is what interests me most. 

Foto: Valeria Montoya / Marion Kamper

Translated from the Spanish by Matthew Zussman, March 2019 
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El texto nace como parte de una 
investigación que estoy realizando a 
través de un laboratorio de producción 
e investigación artística con base en la 
Ciudad de México. ‘The Lab Program-Art 
Research & Mobility Network’ (2017) 
es un programa de arte-investigación 
y movilidad artística, que trabaja en 
colaboración con algunos espacios 
independientes de arte en la ciudad, 
con la finalidad de intercambiar saberes, 
desarrollar metodologías e incentivar la 
producción de investigación hecha para 
sitio, tomando como pretexto la Ciudad 
de México.
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Valeria Montoya

Nacida como Mujer, Latina, Mexicana (1983) 

Sitúa su práctica cultural entre las intersecciones de la investi-

gación artística, la autopublicación y los enfoques curatoriales 

que priorizan la producción de conocimiento basado en inves-

tigaciones colaborativas y hechas para sitio. En 2017  fundó The 

Lab Program: Red de Arte e Investigación y Movilidad Artística, 

con base en Ciudad  de México, como un espacio para desar-

rollar una comprensión artística de los entrelazamientos cultu-

rales en los que navega la cultura mexicana contemporánea. 

Aún sigue aprendiendo a caminar.

Publica en: @PotentA

Investiga en: @thelabprogram 

Escucha y habla en: www.mixcloud.com/caminarse/

Valeria Montoya 

Born as a Woman, Latina, Mexican (1983)

Places her cultural practice between the intersections 

of art research, self-publishing and a curatorial ap-

proach that prioritizes the production of knowledge 

based on collaborative and site specific production. 

In 2017 she founded The Lab Program: Art Research 

Mobility Network, based in Mexico City, as a space to 

develop an artistic understanding of the cultural en-

tanglements in which contemporary Mexican culture 

navigates. She is still learning how to walk.

She Publishes/Edit in: @PotentA

Researches at: @thelabprogram

Listen and speak at: www.mixcloud.com/caminarse/

1 El andar pone también de manifiesto las fronteras interiores de la ciudad, y revela las 
zonas identificándolas. De ahí el bello nombre de Walkscapes, que define muy bien el poder 
revelador de esta dinámica, poniendo en movimiento todo el cuerpo—el individual, pero 
también el social—con el fin de transformar el espíritu de quien a partir de ahora ya sabe 
mirar. Un propósito como éste conlleva un auténtico posicionamiento “político”—en el sentido 
primordial de la palabra—, un modo de considerar el arte, el urbanismo y el proyecto social 
a una distancia igual y suficiente entre ellos, con el fin de dilucidar con eficacia estos vacíos 
de los que tanta necesidad tenemos para vivir bien. (véase Careri, Francesco/ Pla, Maurici, 
(2014): Walkscapes. Barcelona: Gustavo Gili. 16) 
2 „De sanaciones a curadurias (…) pienso que si como personas del común, nos gustaría que 
nos curaran el territorio y que el territorio nos curara a nosotros; que el lugar donde vivimos 
nos sanara el devenir de nuestra gravedad, ¿con quién podríamos hablar? ¿dónde de-
beríamos ir? (…) Desde nuestro sentir, o en nuestra forma de trabajar el arte, no concebimos 
la curaduría a partir de las obras o desde una posición únicamente selectiva, representativa 
o discursiva en relación a una problématica concreta.“ (Montenegro, Adrián/ Obando, Jennys 
(2019): Ver para Creer: Ilusión Sospecha y desencanto. Un proyecto Curatorial de la Compañia 
para los 16 Salones Regionales de Artistas. Bogotá: Zona Sur. 12) 
3 La “forma” como “formación” y como “formulación”, como “agenciamiento dinámico”, 
como resultado de un proceso abierto, mucho más impuro y relacional, que convocaría a 
experiencias y búsquedas producidas en ámbitos disciplinares mucho menos previsibles 
y tradicionalmente próximos. (Gausa, Manuel (2010): Open. Espacio, Tiempo, Información. 
Barcelona: Actar. 35)
4 “El Mapa no es el territorio”, para mí, la obra de arte no es la galería, ni el museo, sino los 
contextos donde ésta deambula, la ruta por donde pasa. 
5 “Entre lo cotidiano y lo extraordinario. Pantallas y entornos, parajes y paisajes, escenarios 
y acontecimientos se superponen hoy en experiencias simultáneas y solapadas: constantes 
“saltos” de ubicación – y de escala – entre medio físico e información virtual.“ (Gausa, Manuel 
(2010): Open. Espacio, Tiempo, Información. Barcelona: Actar. 79)

6 „El Fil rouge de los diversos objetivos de investigación es su inscripción en lo cotidiano; 
esto significa que se presta atención a la dimensión del presente vivido, a las diversas 
formas de socialidad concreta que adquieren forma en la vida de todos los días y a la carga 
de imaginario que todo esto presupone. En este cuadro el sentido común es un medio 
privilegiado de análisis de lo cotidiano. (…) La cientificidad de un estudio no está dictada 
por el racionalismo y por la “ruptura” epistemológica, sino por su real inscripción en la 
experiencia. Esta inscripción en la experiencia y en el flujo de lo vivido es una constante que 
atraviesa las reflexiones metodológicas en las diversas investigaciones; para tal propósito se 
puede hablar del situacionismo metodológico de Maffesoli (Le Queau (1997)), según el cual 
cada acción, y cada objeto, posee una inteligibilidad inmanente que debe ser cultivada de vez 
en vez por parte del investigador.“ (Grassi, Valentina (2007): La investigación en el Centro de 
Estudios sobre lo Actual y lo Cotidiano. URL: 
http://www.scielo.org.mx/scielo.php?script=sci_arttext&pid=S1405-14352007000200006 
(22. 6. 2020)
7 En cinemática, trayectoria es el lugar geométrico de las posiciones sucesivas por las que 
pasa un cuerpo en su movimiento. La trayectoria depende del sistema de referencia en el que 
se describa el movimiento; es decir el punto de vista del observador. 
Referencias: 
Careri, Francesco/ Pla, Maurici, (2014): Walkscapes. Barcelona: Gustavo Gili.
Gausa, Manuel (2010): Open. Espacio, Tiempo, Información. Barcelona: Actar. 
Grassi, Valentina (2007): La investigación en el Centro de Estudios sobre lo 
Actual y lo Cotidiano. URL: http://www.scielo.org.mx/scielo.php?script=sci_arttex-
t&pid=S1405-14352007000200006 (22. 6. 2020)
Montenegro, Adrián/ Obando, Jennys (2019): Ver para Creer: Ilusión Sospecha y desencanto. 
Un proyecto Curatorial de la Compañia para los 16 Salones Regionales de Artistas . Bogotá: 
Zona Sur.
Stalker. Laboratorio d’arte urbana. Roma 
URL: https://digilander.libero.it/stalkerlab/tarkowsky/manifesto/manifesting.htm (22. 6. 2020)

https://bit.ly/3aYJ7zN

1 Walking [la marche] also designates a shifting limit, which is nothing other, in fact, then 
what’s called a frontier. The latter always goes hand in hand with fringes, intermediary 
spaces, with undeterminable contours that can only really be made out when traveling 
through them. It ’s walking, too, which makes the internal frontiers of the city evident; which, 
by identifying it, reveals the zone. Whence the beautiful title Walkscape, which stresses the 
revelatory power of this dynamism mobilizing the entire body - social as well as individual 
-, in order to then transform the mind of he who knows how to look. Such an enterprise has 
a genuine “political” stake - in the primal sense of the word-, a way of keeping art, urbanism 
and the social project at an equal, and sufficient, distance from each other in order to 
effectively illuminate these empty spaces we have such need of to live well. (see Careri, 
Francesco/ Pla, Maurici, (2014): Walkscapes. Barcelona: Gustavo Gili. 16. English translation by 
Steve Piccolo and Paul Hammond) 
2 From “Shamanic healing to curatorial practices (…) I think that as ordinary people, if we 
would like to heal the landscape and for the landscape to heal us; and if the place where we 
are living could heal our own gravitational weight: with whom could we speak? Where should 
we go? (...) Based on our sentiments, or based on the way that we work towards art, we 
do not acknowledge curatorial practices from the work of art itself, nor from a selective, 
unique representational or discursive approach.“ (Montenegro, Adrián/ Obando, Jennys (2019): 
Ver para Creer: Ilusión Sospecha y desencanto. Un proyecto Curatorial de la Compañia para 
los 16 Salones Regionales de Artistas . Bogotá: Zona Sur. 12) 
3 “Form” as “formation” and as “formulation,” as “dynamic agency,” as results from an 
open-ended process, much more impure and relational, would call for experiences and 
research made from less traditional or predictable disciplinary frameworks. (Gausa, Manuel 
(2010): Open. Espacio, Tiempo, Información. Barcelona: Actar. 35) 
4 “The map is not a territory.” For me, the work of art is not the gallery, nor the museum, but 
instead the contexts of this walk, of where it happens. 
5 “Between the everyday and the extraordinary. Screens and surroundings, specific sites 
and landscapes, scenes and occurrences overlap today in simultaneous and superimposed 
experiences: they constantly change location - and scale - between physical and virtual 
information.“ (Gausa, Manuel (2010): Open. Espacio, Tiempo, Información. Barcelona: Actar. 79) 

6 “The Fil rouge of diverse objectives of research is an inscription of the quotidian; this means 
that attention is given to the the dimension of the lived present, to diverse forms of concrete 
sociability that acquire shape in everyday life and to the meaning of the imaginary that all 
that this presupposes. In this frame of common sense is a privileged medium of analysis of 
the quotidian. (...) The scientificity of a study is dictated by neither the rationalism nor the 
epistemological “rupture,” but by the real inscription of the experience. This inscription on ex-
perience and the flow of what is lived is a constant that goes throughout the methodological 
reflections in many types of research; for this proposition we can speak of the methodological 
situationism of Maffesoli (Le Queau (1997)), according to which every action, every object, 
possesses an immanent intelligibility that should be cultivated from time to time on the part 
of the researcher.“ (Grassi, Valentina (2007): La investigación en el Centro de Estudios sobre lo 
Actual y lo Cotidiano. URL: 
http://www.scielo.org.mx/scielo.php?script=sci_arttext&pid=S1405-14352007000200006 
(22. 6. 2020) 
7 In kinematics, trajectory is a geometric place of successive positions through which a body 
in motion passes. The trajectory depends on the system of reference in which movement 
describes. Trajectory depens on the reference system in which the movement is inscribed; in 
other words, from the perspective of the observer.
Bibliographic references: 
Careri, Francesco/ Pla, Maurici, (2014): Walkscapes. Barcelona: Gustavo Gili.
Gausa, Manuel (2010): Open. Espacio, Tiempo, Información. Barcelona: Actar. 
Grassi, Valentina (2007): La investigación en el Centro de Estudios sobre lo 
Actual y lo Cotidiano. URL: http://www.scielo.org.mx/scielo.php?script=sci_arttex-
t&pid=S1405-14352007000200006 (22. 6. 2020)
Montenegro, Adrián/ Obando, Jennys (2019): Ver para Creer: Ilusión Sospecha y desencanto. 
Un proyecto Curatorial de la Compañia para los 16 Salones Regionales de Artistas . Bogotá: 
Zona Sur.
Stalker. Laboratorio d’arte urbana. Roma 
URL: https://digilander.libero.it/stalkerlab/tarkowsky/manifesto/manifesting.htm (22. 6. 2020)

Podcast „Caminarse“  
by Valeria Montoya
Caminarse is a podcast which explores walk-
ing as a corporeal, political and imaginative 
act. As I walk through Mexico City I wonder: 
What are the aesthetic, somatic and episte-
mological tools that interweave while my 
feet move space?

Podcast „Caminarse“  
de Valeria Montoya
Caminarse es un podcast que explora la 
caminata como un acto corpóreo, político 
e imaginativo. Mientras camino por la 
Ciudad de México me pregunto, ¿Cuáles 
son las herramientas estéticas, somáticas 
y epistemológicas que se entretejen 
mientras mis pies mueven espacio?
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Einleitung Introduction
Vera Heimisch Vera Heimisch

1 Siehe URL: https://markk-hamburg.
de/ausstellungen/ovizire-•-somgu/ 
(21.07.2020)

2 Siehe URL: https://m-bassy.org/
programm/from-where-do-we-speak 
(21.07.2020)

3 Vgl. Ausstellungskatalog „Ovizire 
Somgu. From Where Do We 
Speak? Von woher sprechen wir?“. 
Eigenverlag Museum am Rothenbaum 
MARKK, Hamburg 2018. 16f

In 2018, the exhibition "Ovizire • Somgu: From Where Do We 
Speak?" (1) marked the conclusion of a one-year art and research pro-
ject of the University of Hamburg and the Ethnological Museum 
am Rothenbaum (MARKK). The starting point was the museum's 
photographic collection. Three artists and one historian dealt 
with Namibian-German history in the context of the project by 
contrasting the colonial narratives as well as the diff erent com-
memorations of the genocide of 1904-1908 in their artistic works, 
which were presented in the MARKK and the art space M.Bassy. 

The artists also revealed the hitherto hidden history 
of resistance and, during their residencies in Ham-
burg, dealt with questions of decolonial healing and 
reconciliation. In fact, the Nambian artist Mushaandja 
addresses these relevant questions. In his performance 
"Ondaanisa yo pOmudhime (The Dance of the Rubber 
Tree)", he intervenes in museum archives as places of 
concrete, violent memory, discovering completely new 
forms of archives such as his own body. In doing so, he 
creates a new queer feminist reading. In addition to the 
performance, the given printed text was created and ex-
hibited at M.Bassy (2), a public salon for encounters with 
contemporary African and African-infl uenced artists 
as well as creative people. Founder and curator Bisrat 
Negassi sees M.Bassy as a resonance space where artists 

can deal with both their own identity and individual pain (3) and 
where the audience also has the opportunity to critically refl ect 
and investigate the questions: From where do we speak? And who 
is listening to these voices?  

Die Ausstellung „Ovizire • Somgu: From Where Do We 
Speak?“ (1) bildete 2018 den Abschluss eines einjährigen 
Kunst- und Forschungsprojektes der Universität Ham-
burg und des Ethnologischen Museum am Rothenbaum 
(MARKK). Ausgangspunkt war der Fotobestand des 
Museums. Drei Künstler*innen sowie eine Historikerin 
setzten sich im Rahmen des Projekts mit der namibisch-
deutschen Geschichte auseinander und stellten in ihren 
künstlerischen Arbeiten, die im MARKK und im Kunst-
raum M.Bassy präsentiert wurden, die kolonia-
len Narrative und das unterschiedliche Geden-
ken an den Genozid von 1904–1908 in Kontrast. 
Die Künstler*innen zeigten dabei auch die 
bisher verborgene Geschichte des Widerstands 
auf und setzen sich während ihrer Residencies 
in Hamburg mit Fragen rund um dekoloniale 
Heilung und Versöhnung auseinander, so bei-
spielsweise auch der namibische Künstler Mus-
haandja. In seiner Performance „Ondaanisa yo 
pOmudhime (The Dance of the Rubber Tree)“ 
interveniert er in Museumsarchive als Orte 
betonierter, gewaltvoller Erinnerung und ent-
deckt dabei ganz neue Formen von Archiven, 
zum Beispiel den eigenen Körper. So entsteht 
eine neue, queer- feministische Lesart. Ergänzend zur 
Performance entstand der hier abgedruckte Text, der in 
der M.Bassy (2), einem öff entlichen Salon für Begegnung 
mit zeitgenössischen afrikanischen und afrikanisch be-
einfl ussten Künstler*innen und Kreativen, ausgestellt 
wurde. Die Gründerin und Kuratorin Bisrat Negassi 
versteht M.Bassy als einen Resonanzraum, in dem sich 
die Künstler*innen mit der eigenen Identität und dem 
individuellen Schmerz auseinandersetzen können (3)

und auch das Publikum Gelegenheit hat, kritisch zu 
refl ektieren und den Fragen nachzugehen: From where 
do we speak? And who is listening to these voices?  

Ondaanisa yo pOmudhime (The Dance of the Rubber Tree)
Odalate naiteke (odalate naiteke opo kegonga 
kuye oshigongoti) (1)

by Nashilongweshipwe Mushaandja

1 Odalate naikete (the fence 
must break) is a slogan used 
by workers in 1971 protesting 
against the contract labour 
system. Opa kegonga 
keyed oshigongoti is an 
Oshindonga proverb which 
loosely reads so: „ so that a 
Marla seed-stone is placed 
on a spear“ and represents a 
call for peace and healing.

Ondaanisa yo pOmudhime (The Dance of the Rubber Tree) gains from African rituals of 

movement, healing and memory. The Omudhime tree, a symbol, a contradiction, multiple 

meanings. For cleansing at births and burials, amongst other rituals. The word Okudhima

is translated as „to erase“ or „to extinguish“; while the word Okudhiminapo is translated as 

„to forgive“. It is interesting to think about this in relation to a colonial-nationalist archive. 

Repertoires of indigenous people around the world contain sacred trees, which are forms of 

shared live archives that suff er continuous erasure. Yet, these archives are equally respon-

sible of excluding and\ or erasing other histories and cultures, because to make an archive 

is to erase\ silence\ forget\ exclude another. We are biased. We are implicated. To love is to 

fi ght. Hence, forgiveness is not enough for reconciliation, yet it is a stepping stone towards 

love. Odalate Naiteke! The fence must break, so that we be free again, said the workers. I 

devise a queer dance, imagined at a rubber tree, but performed in and around an archive 

of concrete. The future of work is the sound o Katutura in 1971, workers shutting down a 

nation to dismantle contract labour. The future of work is tracing love in 70s memory of 

Apartheid Katutura, the tribal war. There cannot be peace, healing and reconciliation if there 

is no reparation, redistribution, restorative justice, and thus decoloniality. 

Ondaanisa yo pOmudhime (The Dance of the Rubber Tree)
Odalate naiteke (odalate naiteke opo kegonga 
kuye oshigongoti) (1)

by Nashilongweshipwe Mushaandja

1 Odalate naikete (the fence 
must break) is a slogan used 
by workers in 1971 protesting 
against the contract labour 
system. Opa kegonga 
keyed oshigongoti is an 
Oshindonga proverb which 
loosely reads so: „ so that a 
Marla seed-stone is placed 
on a spear“ and represents a 
call for peace and healing.

Ondaanisa yo pOmudhime (The Dance of the Rubber Tree) gains from African rituals of Ondaanisa yo pOmudhime (The Dance of the Rubber Tree) gains from African rituals of Ondaanisa yo pOmudhime

movement, healing and memory. The Omudhime tree, a symbol, a contradiction, multiple 

meanings. For cleansing at births and burials, amongst other rituals. The word Okudhima

is translated as „to erase“ or „to extinguish“; while the word Okudhiminapo is translated as Okudhiminapo is translated as Okudhiminapo

„to forgive“. It is interesting to think about this in relation to a colonial-nationalist archive. 

Repertoires of indigenous people around the world contain sacred trees, which are forms of 

shared live archives that suff er continuous erasure. Yet, these archives are equally respon-

sible of excluding and\ or erasing other histories and cultures, because to make an archive 

is to erase\ silence\ forget\ exclude another. We are biased. We are implicated. To love is to 

fi ght. Hence, forgiveness is not enough for reconciliation, yet it is a stepping stone towards 

love. Odalate Naiteke! The fence must break, so that we be free again, said the workers. I 

devise a queer dance, imagined at a rubber tree, but performed in and around an archive 

of concrete. The future of work is the sound o Katutura in 1971, workers shutting down a 

nation to dismantle contract labour. The future of work is tracing love in 70s memory of 

Apartheid Katutura, the tribal war. There cannot be peace, healing and reconciliation if there 

is no reparation, redistribution, restorative justice, and thus decoloniality. 

Der Beitrag von Nashilongweshipwe Mushaandja: 
„Ondaanisa yo pOmudhime / The Dance of the Rubber 
Tree“ ist auf Nachfrage erhältlich. 

In der freizugänglichen, digitalen Version des 
Magazins ist der poetische Text auf Wunsch des 
Künstlers nicht verfügbar.
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There was movement
In the repository of the Rubber Tree
There were seed-stones of the Marula
There were spears and skirts
There was voice and tension
There were natural resources
There were moments of border crossing
There was sound from Congo
Brazzaville, Zimbabwe, South Africa and Namibia
There was a labour of love in institutional cracks and hidden spaces
Of Khoe rock art in Zimbabwe
Of Queer womxn of 1904-1908
Of harps and horns of Togo

And then there were bodies that cannot breathe
This museum has been the new concentration camp
The poisoning preservative for the things that white people stole from us
The museum is here to defend and uphold the legacy of violence
It still reeks of our ancestral remains that were once locked up here
That are still here, in their cabinets
Its rules, policies, archives, walls, objects, people have blood on their hands

It is not built for living bodies, it is build for broken bodies
Bodies without voice and fl esh
Yet, these bodies refuse to be erased and silenced 
They are not sleeping, they are dancing
They remember their own archives carried by us, their children’s children
And so we dance in the concrete archives
Removed from the Rubber Tree

M.Bassy Hamburg, Exhibition "Ovizire Somgu. 
From Where Do We Speak" 2019

Our bodies cannot breathe
Because violence is everyday bread in the theatre
Because there has been no project for healing
Because our pain has been intellectualized and capitalized
Because what people haven’t paid up yet
Because the wounded nationalists are suff ering from amnesia
Because Ghetto love holds memories of dispossession
Where black people, the mentally-ill and the homosexuals fought for love
To hold on to their Rubber Tree

Here are a few photos from this concrete archive
A few useful ones
A womxn at forced labour in history, name erased, yet she is so present
My body relates to her’s in that historic and brutal moment
She is super queer, deviant and feminist
I read her as a queer archive
The homosexual and trans archive that will not be buried by you
She is smoking dagga and she says fuck the heteropatriarchy
I read resilient, resistant womxn at work
Doing double the labour here and at home
I read queerness in the shapeshift ing bodies in the Southern African rock art
I found love in the colonial archive

Let us burn the museum (2)

Let us burn the books, the art, the walls of toxicity
Let us disrupt white monopoly capital
Let us go to the funeral of the curators (3)

Let us go and occupy the land
Let us play the revolution again
Let us have tea and sing love songs
Let us make love to nationalist and white men
Let us drink their wine and eat their food
Let us take back our land
Let us breathe again
Let us do the ritual of homework
Let us return to the Dance of the Rubber Tree

We the people, the queers, the feminists, the crip
We are here armed in our does and Marla seed-stone shields
With our spears pointing to you administrators of rape and mass murder
Administrators of diplomacy and culture
In our neatly ironed khaki uniforms and tutus, in the language you understand
We have come to face your AK47s in the inheritance of your thievery
We come in songs of Nothing About Us Without Us
We are ungovernable
We are spring cleaning from Katatura, Hamakari, Shark Island and
beyond its waters
We are here to make you clean up your fi lthy wealth
We are here to collect our things
With us we also have fi re, salt and beer to awaken the black ancestors in 
Your cabinets
Administrators of the academy and economics, we will not explain without
Compensation
We are here to take back our bags, our bucks, our bibles, our blankets, 
Our books, our bones, our bodies
To return them to the original archives, the repertoires and rituals of the
Rubber Tree

2 See my article „Black boxes and White 
Cubes as Concentration Camps: Concerning 
institutional Violence and Intergenerational 
Trauma.“

3 Jay Pather (2019) writes about the death 
of the curator in his upcoming book chapter 
„The Impossibility of Curating Live Art“. He 
speaks to how the role of curatorial practice is 
transforming in artistic practice.
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There was movement
In the repository of the Rubber Tree
There were seed-stones of the Marula
There were spears and skirts
There was voice and tension
There were natural resources
There were moments of border crossing
There was sound from Congo
Brazzaville, Zimbabwe, South Africa and Namibia
There was a labour of love in institutional cracks and hidden spaces
Of Khoe rock art in Zimbabwe
Of Queer womxn of 1904-1908
Of harps and horns of Togo

And then there were bodies that cannot breathe
This museum has been the new concentration camp
The poisoning preservative for the things that white people stole from us
The museum is here to defend and uphold the legacy of violence
It still reeks of our ancestral remains that were once locked up here
That are still here, in their cabinets
Its rules, policies, archives, walls, objects, people have blood on their hands

It is not built for living bodies, it is build for broken bodies
Bodies without voice and fl esh
Yet, these bodies refuse to be erased and silenced 
They are not sleeping, they are dancing
They remember their own archives carried by us, their children’s children
And so we dance in the concrete archives
Removed from the Rubber Tree
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From Where Do We Speak" 2019

Our bodies cannot breathe
Because violence is everyday bread in the theatre
Because there has been no project for healing
Because our pain has been intellectualized and capitalized
Because what people haven’t paid up yet
Because the wounded nationalists are suff ering from amnesia
Because Ghetto love holds memories of dispossession
Where black people, the mentally-ill and the homosexuals fought for love
To hold on to their Rubber Tree

Here are a few photos from this concrete archive
A few useful ones
A womxn at forced labour in history, name erased, yet she is so present
My body relates to her’s in that historic and brutal moment
She is super queer, deviant and feminist
I read her as a queer archive
The homosexual and trans archive that will not be buried by you
She is smoking dagga and she says fuck the heteropatriarchy
I read resilient, resistant womxn at work
Doing double the labour here and at home
I read queerness in the shapeshift ing bodies in the Southern African rock art
I found love in the colonial archive

Let us burn the museum (2)

Let us burn the books, the art, the walls of toxicity
Let us disrupt white monopoly capital
Let us go to the funeral of the curators (3)

Let us go and occupy the land
Let us play the revolution again
Let us have tea and sing love songs
Let us make love to nationalist and white men
Let us drink their wine and eat their food
Let us take back our land
Let us breathe again
Let us do the ritual of homework
Let us return to the Dance of the Rubber Tree

We the people, the queers, the feminists, the crip
We are here armed in our does and Marla seed-stone shields
With our spears pointing to you administrators of rape and mass murder
Administrators of diplomacy and culture
In our neatly ironed khaki uniforms and tutus, in the language you understand
We have come to face your AK47s in the inheritance of your thievery
We come in songs of Nothing About Us Without Us
We are ungovernable
We are spring cleaning from Katatura, Hamakari, Shark Island and
beyond its waters
We are here to make you clean up your fi lthy wealth
We are here to collect our things
With us we also have fi re, salt and beer to awaken the black ancestors in 
Your cabinets
Administrators of the academy and economics, we will not explain without
Compensation
We are here to take back our bags, our bucks, our bibles, our blankets, 
Our books, our bones, our bodies
To return them to the original archives, the repertoires and rituals of the
Rubber Tree

2 See my article „Black boxes and White 
Cubes as Concentration Camps: Concerning 
institutional Violence and Intergenerational 
Trauma.“

3 Jay Pather (2019) writes about the death 
of the curator in his upcoming book chapter 
„The Impossibility of Curating Live Art“. He 
speaks to how the role of curatorial practice is 
transforming in artistic practice.
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performance Dance of the Rubber Tree 
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intervention in museums, theatre and 
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Africa, Cameroon and Namibia. He is 

also involved in curative projects on 

public learning and culture, such as the 
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Valeria Montoya places her cultural practice between the intersections of art 

research, self-publishing and a curatorial approach that prioritizes the production of 

knowledge based on collaborative and site specific production. In 2017 she founded 
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Glossar
Dominanzgesellschaft
Die Dominanzgesellschaft definiert die kulturelle Norm einer Ge-
sellschaft und konstituiert das Ein- und Ausgrenzen von Menschen 
(→ Marginalisierungen). Oftmals überlagern sich Mechanismen 
kultureller Dominanz und rassistischer Exklusion. Von der Domi-
nanzgesellschaft wird eine strukturelle Diskriminierung auf die 
Minderheiten ausgeübt. 

Epistemologie
Die Epistemologie ist die Lehre vom Wissen. Die Erkenntnis-
theorie beschreibt und untersucht, wie Wissen zustande kommt. 
Im Kontext der Postkolonialen Studien geht es vor allem darum 
zu analysieren, wessen Wissensproduktion legitimiert wird und 
wessen Theorien ausgeschlossen werden.

Globaler Norden, Globaler Süden
Mit dem Begriffspaar werden unterschiedliche politische Posi-
tionen im globalen Kontext beschrieben. Als Globaler Süden wird 
eine in diesem System benachteiligte gesellschaftliche, politische 
und ökonomische Position bezeichnet, im Unterschied dazu wird 
Globaler Norden zur Beschreibung einer privilegierten Position 
verwendet. Die Einteilung in Nord und Süd ist nicht ausschließ-
lich geografisch gedacht. 
Mehr dazu in der Broschüre: Glokal e.V. (2012): Mit kolonialen Grüßen. Berichte und 
Erzählungen von Auslandsaufenthalten rassismuskritisch betrachtet. Berlin. 4 URL: https://
www.glokal.org/wp-content/uploads/2011/05/BroschuereReiseberichteundRassismus.pdf 
(23.07.2020)

Hegemonie
Grundsätzlich ist Hegemonie die Macht der herrschenden Klas-
se, andere Klassen davon zu überzeugen, dass die Interessen der 
herrschenden Klasse die Interessen aller sind. Herrschaft wird also 
nicht mit Gewalt ausgeübt, nicht einmal notwendigerweise durch 
aktive Überzeugungsarbeit, sondern durch eine subtilere und um-
fassendere Macht über die Wirtschaft und über Bereiche wie Bil-
dung und Medien, durch die das Interesse der herrschenden Klasse 
als das gemeinsame Interesse dargestellt und damit zur Selbstver-
ständlichkeit wird. Der Begriff wird verwendet, um den Erfolg der 
imperialen Macht über ein kolonisiertes Volk zu beschreiben. 
Mehr dazu / Ashcroft, Bill/ Griffiths, Gareth/ Tiffin, Helen (2013): Post-Colonial Studies: The Key 
Concepts. London: Routledge. 3.Auflage 106f

Kanon
Mit dem Begriff Kanon wird die Zusammenstellung oder Auswahl 
von Werken (Literatur, Kunst, Bildung u.a.) bezeichnet, denen ein 
bestimmter universeller Wert zugeschrieben wird. In den letzten 
Jahrzehnten kam es, ausgelöst durch die Postkolonialen Studien,  
vor allem in den Literatur- und Kunstwissenschaften zu Kanon-
debatten, in deren Rahmen diese weiße, eurozentristisch geprägte 
Kanonbildung als unzulässige Machtausübung kritisiert wird.
Mehr dazu/ Projekt Kanon-Fragen im Haus der Kulturen der Welt Berlin: URL: https://www.
hkw.de/de/programm/projekte/2016/kanon_fragen/kanon_fragen_start.php (27.08.2020) 
/ Uerlings, Herbert/ Patrut, Julia-Karin (2012): Postkolonialismus und Kanon. Bielefeld: 
Aisthesis-Verlag. Band 2

Marginalisierung
Bei Marginalisierung handelt es sich um die Verdrängung von 
Individuen oder Bevölkerungsgruppen an den Rand der Gesell-
schaft. Die Verdrängung kann auf verschiedenen Ebenen erfolgen. 
Sie kann zum Beispiel geografisch, wirtschaftlich, sozial oder kul-
turell sein; meist spielt sie sich auf mehreren Ebenen gleichzeitig 
ab. Marginalisierung findet in einem Machtgefüge statt und geht 
mit Diskriminierung einher: Je näher sich eine Gruppe am gesell-
schaftlichen Rand befindet, desto weniger Macht hat sie und desto 
stärker ist sie gegenüber der gesellschaftlichen Mitte benachteiligt. 
Im Kulturbetrieb haben marginalisierte Akteur*innen unter an-
derem schlechtere Zugänge zu Förderung und zu einflussreichen 
Positionen. Sie wählen häufig Kunstformen, bei denen die entspre-
chenden Zugänge weniger stark reglementiert sind.
Mehr dazu: Diversity Arts Culture Wörterbuch: URL: http://www.diversity-arts-culture.berlin/
diversity-arts-culture/woerterbuch (14.07.2020)

Othering 
Von Othering spricht man, wenn eine Gruppe oder eine Person 
sich von einer anderen Gruppe abgrenzt, indem sie die nicht eige-
ne Gruppe als andersartig und fremd beschreibt. Im Kulturbetrieb 
spielt Othering unter anderem eine Rolle, wenn es um die Bestim-
mung von Zielgruppen geht und die Frage, warum bestimmte 
Gruppen von Besucher*innen in einer Kulturinstitution nicht vor-
handen sind. Statt mit den Zielgruppen ins Gespräch zu kommen, 
werden ihnen häufig Bedürfnisse und Wünsche zugeschrieben.
Mehr dazu / Diversity Arts Culture Wörterbuch: URL: http://www.diversity-arts-culture.berlin/
diversity-arts-culture/woerterbuch (14.07.2020)

PoC / BPoC / BIPoC (= Black Indigenous People of Color)
Damit werden Menschen beschrieben, die Rassismus erfahren. Der 
Begriff wird auch in Wechselwirkung mit dem Begriff weiß ver-
wendet. Ähnlich wie Schwarz oder weiß ist (BI)PoC keine Bezeich-
nung für Hautschattierungen. Es geht um die Marginalisierung 
aufgrund von Rassismus. In Deutschland zählen zu dieser Gruppe 
daher unter anderem Menschen aus der afrikanischen, asiatischen 
oder lateinamerikanischen Diaspora dazu.
Mehr dazu / Kien Nghi Ha (2013): 'People of Color' als Diversity-Ansatz in der antirassistischen 
Selbstbenennungs- und Identitätspolitik. URL: https://heimatkunde.boell.de/de/2009/11/01/
people-color-als-diversity-ansatz-der-antirassistischen-selbstbenennungs-und (27.08.2020) 
/ Diversity Arts Culture Wörterbuch: URL: http://www.diversity-arts-culture.berlin/diversi-
ty-arts-culture/woerterbuch (14.07.2020)

Schwarz
Der Begriff Schwarz wird oft als Selbstbezeichnung von Menschen 
afrikanischer und afro-diasporischer Herkunft, schwarzen Men-
schen, Menschen dunkler Hautfarbe und People of color gewählt. 
Das großgeschriebene S wird bewusst gesetzt, um eine sozio-poli-
tische Positionierung in einer mehrheitlich weiß dominierten Ge-
sellschaftsordnung zu markieren. Schwarz und weiß sind nicht als 
Hautfarben, sondern als soziale und politische Konstruktionen in 
einem globalen Machtgefüge zu verstehen.
Mehr dazu / Amnesty Glossar für diskriminierungssensible Sprache URL: https://www.
amnesty.de/2017/3/1/glossar-fuer-diskriminierungssensible-sprache (27.08.2020) 
/ Diversity Arts Culture Wörterbuch: URL: http://www.diversity-arts-culture.berlin/diversi-
ty-arts-culture/woerterbuch (14.07.2020)

Weiß
Der Begriff weiß beschreibt ebenso wie Schwarz keine messbare 
Hautpigmentierung, sondern eine soziale Zugehörigkeit und Pri-
vilegien, die mit der Hautfarbe einhergehen. Wer als weiß zählt, 
ist nicht streng definiert, sondern kontextabhängig. Um die Kons-
truktion des Begriffes hervorzuheben, wird weiß kursiv und klein 
geschrieben.
Mehr dazu / Arndt, Susan/ Ofuatey-Alazard, Nadja (2019):Wie Rassismus aus Wörtern spricht. 
(K)Erben des Kolonialismus im Wissensarchiv deutsche Sprache. Ein kritisches Nach-
schlagewerk. Münster: UNRAST-Verlag. 190ff
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Glossary
Black
The term Black is often chosen as a self-designation of people of 
African and Afro-diasporic origin, black people, people of darker 
skin color and people of color. The capitalized “B” in the spelling 
is deliberately set to mark a socio-political positioning in a social 
order dominated by white. Black and white are not to be understood 
as skin colors, but as social and political constructions in a global 
power structure.
More/ Amnesty Glossar für diskriminierungssensible Sprache URL: https://www.amnesty.
de/2017/3/1/glossar-fuer-diskriminierungssensible-sprache (27. 08. 2020)/ Diversity Arts 
Culture Wörterbuch: URL: http://www.diversity-arts-culture.berlin/diversity-arts-culture/
woerterbuch (14.07.2020)

Canon
The term canon is used to describe the compilation or selection of 
works (literature, art, education, etc.) to which a certain universal 
value is attributed. In recent decades, triggered by postcolonial 
studies, canon debates have especially taken place in literature 
and art studies, in which this white, Eurocentric canon formation 
is criticized as an inadmissible exercise of power.
More / Project 'Kanon-Fragen' at Haus der Kulturen der Welt Berlin: URL: https://www.hkw.de/
de/programm/projekte/2016/kanon_fragen/kanon_fragen_start.php (27.08.2020) / Uerlings, 
Herbert/ Patrut, Julia-Karin (2012): Postkolonialismus und Kanon. Bielefeld: Aisthesis-Verlag. 
Band 2

Dominant society
The dominant society constructs the cultural norm of a society 
and constitutes the inclusion and exclusion of people (→ margin-
alization). Often mechanisms of cultural dominance and racist 
exclusion interlock, structural discrimination is exercised by the 
dominant society on the minorities.

Epistemology
Epistemology is the study of knowledge. Epistemology describes 
and investigates how knowledge comes about. In the context of 
postcolonial studies, it is primarily concerned with analysing 
whose knowledge production is legitimised and whose theories 
are excluded.

Global North, Global South
The pair of terms is used to describe different political positions in 
a global context. Global South is used to describe a disadvantaged 
social, political and economic position in this system, whereas 
Global North is used to describe a privileged position. The division 
into North and South is not exclusively geographical.
More in the brochure: Glokal e.V. (2012): Mit kolonialen Grüßen. Berichte und Erzählungen von 
Auslandsaufenthalten rassismuskritisch betrachtet. Berlin. 4 URL: https://www.glokal.org/
wp-content/uploads/2011/05/BroschuereReiseberichteundRassismus.pdf (23.07.2020)

Hegemony
Fundamentally, hegemony is the power of the ruling class to 
convince other classes that their interests are the interests of every-
body. Domination is thus exerted not by force, nor even necessar-
ily by active persuasion, but by a more subtle and comprehensive 
power over the economy and over areas such as education and the 
media, through which the interests of the ruling class are present-
ed as the common interest and thus become a matter of course. The 
term is often used for describing the success of imperial power over 
colonized people.
More / Ashcroft, Bill/ Griffiths, Gareth/ Tiffin, Helen (2013): Post-Colonial Studies: The Key 
Concepts. London: Routledge. 3.Auflage 106f

Marginalization
Marginalization is the displacement of individuals or population 
groups to the margins of society. The displacement can take place 
at various levels. For example, it can be geographical, economic, 
social or cultural; it usually takes place at several levels simulta-
neously. Marginalization takes place in a power structure and goes 
hand in hand with discrimination: the further on the edge of socie-
ty a group is, the less power it has and the more disadvantaged it is 
in relation to the middle of society. In the cultural sector, margin-
alized actors have, among other things, less access to funding and 
influential positions. They often choose art forms in which access 
is less regulated.
More / Diversity Arts Culture Wörterbuch: URL: http://www.diversity-arts-culture.berlin/
diversity-arts-culture/woerterbuch (14.07.2020)

Othering 
One speaks of Othering when a group or a person distinguishes 
him or herself from another group by describing the non-person-
al group as different and foreign. In the cultural sector, Othering 
plays a role, among other things, in determining target groups and 
the question of why certain groups of visitors are absent from a 
cultural institution. Instead of talking to the target groups, needs 
and wishes are often attributed to them.
More / Diversity Arts Culture Wörterbuch: URL: http://www.diversity-arts-culture.berlin/
diversity-arts-culture/woerterbuch (14.07.2020)

PoC / BPoC / BIPoC (= Black Indigenous People of Color)
Describes people who experience racism. The term is also used in 
interaction with the term white. Similar to Black or white, (BI)PoC 
does not describe shades of skin. It is about marginalization due to 
racism. In Germany, therefore, this includes people from the Afri-
can, Asian or Latin American diaspora.
More / Kien Nghi Ha (2013): 'People of Color' als Diversity-Ansatz in der antirassistischen 
Selbstbenennungs- und Identitätspolitik. URL: https://heimatkunde.boell.de/de/2009/11/01/
people-color-als-diversity-ansatz-der-antirassistischen-selbstbenennungs-und (27.08.2020) 
/ Diversity Arts Culture Wörterbuch: URL: http://www.diversity-arts-culture.berlin/diversi-
ty-arts-culture/woerterbuch (14.07.2020)

White
Like Black, the term white does not describe measurable skin pig-
mentation, but rather social affiliation and privileges associated 
with skin color. Who counts as white is not strictly defined, but 
rather context-dependent. In order to emphasize the construction 
of the term, white is written in italics and small letters. 
More / Arndt, Susan/ Ofuatey-Alazard, Nadja (2019):
Wie Rassismus aus Wörtern spricht. (K)Erben des Kolonialismus im Wissensarchiv deutsche 
Sprache. Ein kritisches Nachschlagewerk. Münster: UNRAST-Verlag. 190ff
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