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pretending to keep them in the air 49439 to confer, debate, and enjoy ourselves, while
thinking about what's at stake, how questions and

accident assassinate accurate acrid accord accede pee # agencies have transformed over the last year. A

access assess assets assembly t!rne-out Ito S){nchron ze. Aln ch cas or_\ Ito cele br_ate
departed loved ones, to not be alone with memories.
caress empress carcass

delay debris decay daily displace TOR, the site of our pit stop, was once a gas station;

factor factory fabricate agent day it is a carrier of metaphors, an intermediate

imitation indentation invitation implication limination ne for temporal use before its demolition. A sort

pistol pilots polite politics polish posit post pivot body rare b-side of an institution, perhaps? A leftover

plainly planely painly apparently soundly strea

oy H A A
C I a sucdatrimcu, 'vapi=
metafiction mate-fiction malfunction misunderstanding

inner oi’ry space we could ad Hpt reshape
. L L. S . d animate for a few weeks, to make a number
transmission mission intermission missive inference transit .

: _ things happen—hold an exhibit, compile a li-
unresolved unburied undead alive ary, convene seminars, workshops, a party, talks,
- . reenings, have endless conversations. A working

eresa Kampmeier . ..
ether, attracting others to join

The idea of making use of spaces, transforming ex-

isting ones, creating new ones, making a living and

a change, very much carries through the follow-

Al 1o Voriave, i

I n (o) i
III:’ H 3\40- (B A2 |
organise places, frameworks, and opportunities

that allow a continuity to negotiate and fight over

common grounds. Making spaces vibratory. To

Imagine a restaurant or a nightclub in Manchester
Arl anmaAanm 1 thha 102Ne ac hiicincce nroanaciFian
Oor Lonaon in tne 1L9oUs as a business proposition

but at the same time qaqaqupam:inwhoh’m

conspire to liberate Africa; to imagine a restaurant

as an art gallery—while working as a waitress—and

proceeding to turn it into one; or to imagine a rov-

ing workshop that voyages across the continent
revolutionizing art education—as well as a moth-

ALIG LTy LSRR SA S

ership in Lagos. “Think fast, don’t waste my time,

“His words misted the tall glass of akpeteshie in his  was one of our favorite command lines we learned

hand: ‘Save that building there! | have lots of love from Bisi while driving with her through Lagos just
|

uried under the old stairs! [...] We shall overwhelm —a year ago—the line wasn't actually a command
a A hi h

c.

wiov nf

i wvwith kindneccel | am 11er avace tn indue T m iettravalled in-a d
ouV : 1nauce a al vutaway orm ISt travencGina

TaYa M VaY
ILrrnNmmidricGoo. 1 airi uDllltj Ccavoeo L

[} I e

T n I

vine gentleness whose power is limitless... | warn time zone, she dreamt of camaraderie among the
TOR Art Space, photographed by Theresa Kampmeier, 4.6.2019. you not to pull that building down; besides it will de- stars, accelerated towards a beyond, and has

stroy that pawpaw tree here [...] History never walks abandoned her old vehicle—the aeroplanes may be

here, it runs in any direction. Ve have been building | too slow, sometimes.
PRy AT RPN L SN

sometning airrere 1t nere fo years ana years, a 1d
you just want to come and discover a whole town by Concentration and distraction intensify equally

accident, then pull down a house that doesn’t con- during a layover, and what can seem like a waste of

form to building regulations |[...]" time already holds out potential. We might do what

we otherwise wouldn't, as we know it won't last. We

won't be stayin

Women on Aeroplanes as a project and research

method seems anything but ending, although fur- “The ducks guarded the house [...] Mr Cornerstep:

ther destinations are as yet undefined and unse- it was only the universe that was round the corner,

cured. “Up in the air”. So we are now in a space a corner very free in creating the breeze for a thou-
i .

__| g‘

—_—
-

stween departure and arrival—a lounge, perhaps. sands crows, as Pokuaa slept by lippy aeroplanes.”

~+

w

"®d® S

+tnnnvar o ranlcfurt lact ctan N ; ; .
MY LASLE LALA LI fdot otUpM VI T Kojo Laing, Woman of the Aeroplanes. New York: William Maorrow and Company

soci | space as a 1988, 1, 2,191.

-~ o0

rst itinera envisions thi
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In 1999, | travelled from my residence in London to visit my home h .
city of Lagos in preparation for a project | was planning to imple- '
ment a year later. Not long after arriving, | had a conversation with a .
mid-career artist about the local and international art scene. | recall n
thattheartist respondedtomy mention of documentaXwithablank W v N ]
and bewildered expression. He seemed oblivious of documenta and
the exhibition's status as one of the preeminent sites for the dis-
play of contemporary art. In my incredulity and naive persistence
about what | considered—presumptuously—to be his ignorance, he
replied in @ somewhat irritated tone, “I am sorry, Bisi, but | have not ]  m
heard of it." In reflecting on this experience, | am now inclined to Y Y .
ask, why should he have heard of documenta? Here the words of the T |
Kenyan writer Ngugi Wa Thiong'o are apt. After observing changes
to the literary curriculum in Nairobi that privileged ‘Third World' lit- I I 5
erature, Wa Thiong'o affirms that such changes reflected the truth
“that knowing oneself and one’s environment was the correct basis
of absorbing the world; that there could never be only one centre .
from which to view the world but that different neonle in the world — _ _ =
from which to view the world but that different people in the world [ ] S———
hat their culture and environment as the centre. The relevant ques- 5 EE U #
~ e | . tion was therefore of how one centre related to other centres.”
arnette Cadogan is an essayist I ‘ m
1 1 1 ) M
ngsg TeEseaicil gxpiores e promise | highlight this exchange because in the 1990s, the lauded bene-
and perils of urban life, the vitality and fits of globalisation and its tenets of openness, fluidity, and notions ‘
inequality of cities, and the challenges of interconnectedness implied that it affected or impacted every-
of pluralism. one in the same way. Today, however, the fallacy of such thinking is
obvious—that what may be considered landmark events in the
Lubaina Himid was born in Zanzibar, Western art world register as such to only a small powerful minority
Tanzania. in 1954 and lives and works irstyv with botanic orms. She is . norarv nos (CCA Lag S‘) vhich of the world's popU|ation-AttheinceptionOfc:entreforcontempo_ ‘
Tanzania, in 1954, and li 1d works — hairstyles with botanical forms. She is— porary Art, Lagos (CCA Lagos), which X :
P Deaat n £ ety davelamine +h e i oAl AT b e o L + rary Art, Lagos (CCA) in 2007, not only had my location changed, ]
M rresurn, U, [WIICTT [ST1T 15 rorcosvul 19 Ilzllly aevei IJI Iy LCOT (WUIRS [ITTLWV k)lJ.’IvUIIL\. VILIILIICdIIIILUIJILIII (4~ . . N
of cont orarv art at the Universit blic sculoture esearch- documentation and-exhibi but also my frame of reference had shifted considerably, and | was ’ |\
= y N i y P i i . ! . more cognisant of the reason why an event such as documenta I
> ancas = . . . . . iy
of Central Lz r?c,.a~,h|re In 20 {, imid tions related to the work of African art might have been inconsequential to artists working within a La- \’ :
won the prestigious Turner Prize. She _Oc:lun Orimo ad_e is|a multimedia art- ists on the continent and abroad. Bisi gosian milieu. The contemporary art scene in Lagos had not yet
is currently working for her first solo st and academic who engages her | Silva, a true woman of the aeroplanes, witnessed the effervescence that is visible today. It was still at an
show in the United States, Work from practice from a multifaceted perspec- has curated numerous exhibitions, an emergent stage with cultural activities split, on the one hand, be-
Underneath, at The New iIseum in_tive of transdisciplinary approaches, wasthe heart, soul, and brain of ASIKO, tween the European institutions with a local presence such as the
NY. Invisible Narratives, an exhibition research and collaborations. Her work —“an innovative programme designed British Council, French Institute, and Goethe Institute, and on the
curatedby Lubaina Himid-atthe Newlyn—spans-a plethoraof interests linked by —to redressthe-frequently outdatedoi other nan_d,l a C_OI_IeCtlodn OfT galleries that focussed exclusively on
a n e 1 L Ll 1 - . - 1 = ¢ S.
Art Gallery in Cornwall, features work space, the intangible, orientation and non-existent artistic and curatorial commercial activity and a few artist initiatives m
by Lubaina Himid, Magda Stawarska-| behavioural tendencies. She keeps an curricula at tertiary institutions across . ] T :
B and Rebecca Chesney. (March- open contexture to her practice, fa- Africa.” In the meanwhile, she has es- In developing CCA our interest lay in prioritising experimental ar
eavarr“nc ebeacs esney arc B d et il = p - LI - : i ! 9 tistic practices including performance art, fine art photography,
June 2019 vouring drawing as a connecting point. | caped into different spheres... . and video art, focussing especially on the conceptual possibilities h
She also creates mentorship avenues of these mediums. These artistic forms were mostly absent with- P N
Theresa Kampmeier graduated from and contributes to various communi- Michael Vazquez is a writer and in the mainstream of the local art scene. We wanted to provide a D
the-Academy-of Fine-Arts—in Frankfurt—ty projects: Orimolade lives-and works——editor.— Before joiningthe--magazine discursive platform that embraced critical debate and exchange. e
Main in 2016. In her practice, recurring —in Lagos and lectures 'in the Fine Bidoun: Art and Culture from the Mid- One goal was that CCA would become a curatorial laboratory of *
visits present a mode of engagement Art Department, Yaba College of Tech- dle East, he was the editor of Transition: thﬁ(ughts, al SdF_’ace animated by a pIethoI:ahof aCthl:_i? _mcludmg
with tangible contexts, textures, and nology where she currently serves as An International Review at what was ta bT', pta_nm, t;}sazussnonsas:r?lnlars,lwords (’Tfl' exhibitions, an
. . L . . ublications that responded to local needs while remaining con-
their potential agency, whether at the {the Sub-Dean of the School of Art, then the W.E.B. Du Bois Institute for publications that responceg to 1oca’ neecs yhre remaning gon-
kit tables of d r accompli Design and Printin African and African American Research ] A
Itchen tables of disperse S c¢ °_ plices >SI9 9. < : resed! an attempt to make expansive and self-critical forms of curatorial
or on research endeavours in China '_t rvard. C rren ly he is editing the enquiry a priority in the context in which the history and practice of
Marika Sherwood, born in Budapest first comprehensive monograph on the curating contemporary art was non-existent.
\Ai+ b an intaract in Aeaaiimaantines and inl 1027 | anavad v Ohrictinng +har lranian avan ardalth atre auteur Reza
vviLni M mmncicou jmnmruuvcuiliticiig Iy aliu i L 7y Qdveou y hirrolialio Cicl ] rariiarn vaiti Al uc/ i 1 auLlcul n\ca
creating contemporary channels of taughtin'tondon schools from 1865 to Abdoh, due Fall 2019. As the organisation grappled with the challenges of its environ-  countries gcross Africa, Nigeria inherited a British colonial educa-
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skill over process provided the impetus for CCA, Lagos to initiate
curatorial project with a pedagogical focus. The programme was
designed to provide a spgce in which art and culture would ignite
ideas and discourse—a space in which learning to unlearn became
a necessary foundation for the Asiko art school. Asiko is a Yoruba
word that translates as “time” in English. The word is appropriate
for the title for such a project given that many of the themes and
unDLIUIIb we seek to U)\puwc shift across .'emporal regislers For
example, the first three editions moved from considerations be-
tween history, aesthetics, and the materiality of art, and sustained
explorations of archival practice.

Asiko does not exist in a historical vacuum but is part of the lineage
of non-formal art and art|/education initiatives created across the
continent since the beginning of the 20" century. The first wave
was made possible through the consolidation of European coloni-
sation and the implantation of Christian missionary organisations.
Workshops figured prominently during this period, and they were
less about producing artists and more about the necessity to train
artisans \who could create religious sculptures, painting, and mu-
rals for the growing number of converts ant the time. Nonetheless
some of the talented students would eventually become |great
modern artists such as Ben Enwonwu and Ankinola Lasekan from
Nigeria, and Gerald Sekoto and Ernest Mancoba from South Afri-
ca. By mid-century, the format and vocabulary had changed. Still
controlled by Westerners, several independent art ‘schools’ sprang
up in the/1950s and 1960s including Pierre l.ods' Poto Poto School
in Congo Brazzaville, Frank McEwen's ‘Shona’ art workshops in
Rhodesia (now Zimbabwe), and the Mbari Mbayo Oshogbo club
spearheaded by Ulli Beier and Duro Ladipo in Nigeria.

By the 1980s, the first triangle artists’ workshop (which was de-
veloped in New York by artists Anthony Caro and art patron Rob-
ert Loder) took place in South Africa. Organised by artists David
Koloane |and Bill Ainslie, they incorporate tnangle s more egalitar-
ian and democratic model, inviting formally and informally trained
African and international artists to work together intensively,
sharing meals, and jointly participating in discussions and pres-
entations over a two-week period that culminated in an exhibition.
This was a new model in Africa, and as Nigerian art historian Chika
Okeke-Aguiu observes, “whereas other African workshops sought
to re-invent an imaginary pre-contact African artistic uncon-
scious," this new format of flattened hierarchy was already visible
in Oshogbo where “Beier had the task of encouraging the immer-
gence of post-colonial artists who are able to negotiate the terms
of their relationships and engagement with post imperial moderni-
ty and indigenous traditions."®

In developing Asiko, it was clear that while pre-existing pedagog-
ical models could be mined for inspiration, the programme had to
be developed through a hybrid, experimental, and fluid structure
in-order to account for the varied fevels of experience on the part
of the participants. Relative to other art pedagogical programmes,
we sought to distinguish Asiko as the outset through a strict cri-
terion of|selecting only participants who live in Africa, so as to re-
dress the limited opportunities for emerging artists and curators
to travel across the continent or globally. Asiko is not a workshop in
the conventional sense of bringing together artists to make work;
it is not a residency for individual research because artists are re-
quired to turn up early every day and work with the group well into
the evening including Saturdays. It is not an art school because it
has no consistent facilities, and it is not an academy because we
have no fixed curriculum. Yet, Asikd borrows aspects of all these
models.| The programme embraces the language three-parted

dlamontae fram lahn rator rocida nd
structure that combines-elements-from-laboratory, residency,and

workshop models whilst the open call for participants emphasises
a focus on the “critical methodologies and histories that underpin
artistic and curatorial practice.” Asikd eschews a ‘master’ teach-
er hierarchy in favour of a changing and diverse roaster of facilita-
tors and guest speakers who are invited less to ‘teach’ and more to
share, exchange, and, in turn, to learn.
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This approach allows us to respond to the failure of postcoloni-
al education systems on the continent, by equipping artists with
skills and knowledge that counter the market-orientated gallery
environment of most African cities, the moribund art institutions
of the state and the outdated curricula of tertiary education insti-
tutions. As organisers we had our own challenges. Asiko was posi-
tioned as an advanced course and the ﬁrst edition in 2010 in Lagos
year celebration of Independence across 17 African countries by
considering the idea of postcolonial history and its impact today.
On Independence and the ambivalence of promise, the curatorial
premise for this inaugural edition explored mechanisms through
which to anchor and share perspectives on a common subject. We
also chose to explore questions related to history of Independence
in Africa by focussing on photography given the medium'’s role in
visualizing postcolonial transformation throughout the continent.

For the first edition, our aims were twofold: to include research as
a starting point for artistic exploration and to introduce new forms
of photographic practice that were more conceptual in nature, go-
ing beyond the more familiar documentary reportage and street
photography. The response from the participants through positive
and engaged, also revealed shortcomings because few of the art-
ists had experience in research-based practice or critical theory.
Although we anticipated this being a challenge, we had not real-
ised the extent to which this would impact the initial curriculum.
Important adaptations were therefore included in the second edi-
tion, which also took place in Lagos, in 2012. As a result, the sec-
ond edition of Asiko, titled History/Matter, sought to respond to the
experiences and limitations of the first edition in which there was
a disconnect between the claims artists were making about their
work, and the final material form of the art work itself. In present-
ing History as a wide open subject it could be taken from personal
recollections to landmark historical events that impact the collec-
tive, whilst matter focussed on the significance of the medium, the
process and the materials used and various options that could be
employed. Although the programme was initially geared towards
visual artists, we quickly saw that this was inadequate. We real-
ised that, in most countries, artists had not developed the habit
of producing work in dialogue with curators and this presented an
opportunity to address the paucity of curators as weii as the fack of
curatorial education (at legst outside of South Africa).

In 2012, Jabulani Pereira from South Africa joined the programme
to become Asikd's first curator-participant. The inclusion of
emerging curators in Asikd offers a unique opportunity to think
about the programme in terms of ‘living exhibition’, where both
artists and curators acquire skills and strategies relevant to their
respective interests, while also devising ways for these interests
to coalesce in the form of a collective final project at the end of the
programme. The equilibrium between process and discourse—dif-
ficult to harness in the first edition of Asikdb—proved satisfactory
in History/Matter as highlighted in the final project. Curated by
Pereira, Living Construction: Time. Form. Daily demonstrated a
deeper understanding of how different materials and medium in-
teract—especially through/the incorporation of technology and the
performative. In addition, the exhibition imbued participants with
the confidence to move beyond medium specificity once the initial
tensions between curator and artists were overcome. Consequent-
ly, in a condensed space of time and as the programme evolved
through |ater editions, artistic practice began to respond to and
inform curatorial practice.

As we prepared for the third edition, curiosity and interest grew
across the continent. We, |in turn, felt a need to widen the param-
eters of the discursive space, to engage directly with different lo-

am 20172 on arda /\ YA accrimoad o
calities-and their histeries.- From2013-cnwards, Astké-assumed-an

itinerant structure, roving from country to country each year with a
goal of engaging other Anglophone countries, as well as those part
of the Francophone and Lusophone world. Subsequent editions of
Asikd thus took place in Accra, Ghana, Dakar, Senegal, Maputo,
Mozambique, and Addis Ababa, Ethiopia. The third edition, titled
The Archive: Static, Embodied, Practiced, took place in Accra in

Did you ever have a favorite heroine in
fiction, in reality, in history? And who
would that be?

Captain Kathryn Janeway of the Starship
Voyager.

(One, two questions| answered by Bisi Silva
in Inflight Magazine # 3)

Odun Orimolade, A New Frontier, Collage,
2019.



| still don’t have the words to write about
you. So many thoughts run through my
mind these days. Are people forgetting
you? Are you being you already being
erased from projects that you initiated?
How? How can you and your belief in us,
your laughter and your smile, continue

to live? | often wish | could have just one
more session with you. Then | remember
the last time we discussed my work and

| remember you saying to me, “It's all
coming together now.” Will we be alright?
Did | receive what | was supposed to when
you squeezed my hand the last time we
saw one another and you told me that you
were so glad to see me? With your smile as
wide as ever, and your skin glowing, | left
after that long squeeze, thinking | would
see you the following week. Four days later
you had gone. And among your last words
were, “It's morning already.” How do we
embrace and seize this our morning with-
out you? Who will continue to bring us into
places and spaces and platforms? How
do we do these things for ourselves now?
Who will be the Bisi for the younger
generations of artists who didn't meet
you? And how do we continue to build
upon what you fought for, and remember
your legacy as a beginning never to be
forgotten? Based on all you shared in the
past, | can imagine your response: Be
open. Be generous. Keep working. Keep
researching. Keep archives. Invest in your-
self. Sometimes you need a good eighteen
months to just work. Don't rush. Define
your own parameters (I paraphrased this
one, but it's a feeling that | always got
from you—the idea that no one should tell
us who we are. That's our work!) Just tell
them what you want!

Temitayo Ogunbiyi

collaboration with The Foundation for Contemporary Art, Ghana,
an artist run organisation. The foundation’s base at the W.E.B. Du
Bois Centre provided a fitting opportunity to begin an exploration
of the contemporary uses of archives and the history of their forma-
tion, while also encouraging participants to explore the artistic and
curatorial possibilities of archival research as a method of inquiry. In
2014, Asikd moved to Dakar, elaborating ideas and concerns estab-
lishedinthe previous edition by beginning with-an-analysis of the fi-
nal project presented in Accra. Titled A History of Contemporary Art
in Dakar in 5 Weeks, this edition highlighted, on the one hand, the
temporal limitations of our engagement with any one city, and on
the other hand, opened upthe possibilities for individual responses
to be taken into deeper consideration as we moved southwards to
Mozambique in 2015. In Maputo, a ‘utopian’ colonial city, we en-
gaged with the pervasive architectural legacy of Portugal, visited
home/studio/library of one of its most celebrated artists Valente
Malangatana as well as the recently inaugurated monument by
South Africa ANC government in recognition of the vital contribu-
tions in the struggle against Apartheid by the nine Frontline states.’

For the sixth edition of Asiko in 2016, Addis Ababa was a fitting
place to conclude the first phase as well as consolidate the expe-
riences, interactions and discourses of the preceding years. We
continued to focus on ad explore the themes and issues that had
been addressed over the previous five years: colonial history and
postcolonial reality, decolonial theory, identity, ‘Africanness’ and
pan-Africanism, materiality, the archival, locality vs globalism, the
body and sexuality, among others. Within the curatorial segment
African exhibition histories and art history continued to be an ur-
gent point of focus, as well as a potential area for the writing of new
art histories that emanate from the local.

All'in all, during Asiko's yearly five-week programme, participants
and faculty created an interactive social space. The intense and in-
timate nature of the initiative naturally enables it to function as a
community. But the faculty and participants also make conscious
efforts to extend their work and dialogue into the broader local
communities through collaborations, visits to archives, museums,
studios, and cultural sites, as well as during excursions to different
cities. This dynamic echoes a long-standing dimension of cultural
production on the continent. in the introduction to African Art and
Agency in the Workshop (2013), a seminal publication on the histo-
ry of the workshops across Africa, editors Sidney Littlefield Kasfir
and Till Forster highlight the social ethos of workshops that occur
on the cantinent, noting:

“A workshop is not a place where individuals accidently meet, and
either exchange ideas or not. It is a social institution that fosters
particular modes of reciprocal interpretations and, in general, so-
cial interaction. These modes are seldom as obvious as they would
be in a class, where a privileged and more powerful person teaches
others right and wrong. The interactions taking place in a work-
shop are often much more subtle. Artists in workshops learn much
more through others, not from them."®

Indeed, the sentiment of learning through others has become a
staple of the Asikod experience. Throughout the six editions, artists
and curators formed social and intellectual bonds with each other,
as well as with the various facilitators, often resulting in long-term
collaborative thought and practice. As the programme moved from
one city to another, different sites played important roles stimu-
lation networking opportunities, research inquiries, or mental and
physical discovery be it through the library at CCA, Lagos, the
Olympic swimming pool in Dakar, or the excursions in Ethiopia to
the ancient cities of Lalibela and Axum. Among the unique charac-
teristics of Asiko are its pan-African identity, its roving nature, and

ite onenness tocollabaoratina with other nedaacgoaical nroarammes
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such as the standalone Global Crit Clinic (GCC). This two-week
programme devised by artist/academic Kianga Ford and Shane
Asian Selzer was an intensive fine arts pedagogy and studio cri-
tique initiative. GCC participated in three editions of Asikd from
2012—2014, and significantly contributed to Asikd’s curriculum
module through a focus on artistic professional development.

In contrast to many of the workshops and residencies across the
continent initiated and overseen by artists, Asikd positions itself as
a pedagogical project framed within an expanded field of curatorial
practice. The publication Asiko: On the Future of Artistic and Cu-

ratorial Pedagogies inAfrica, also developed within this curatorial
field as a kind of group exhibition on the printed page. The book is
an appropriate format given the durational and spatial limitations
of physical exhibitions, especially in a context where audiences
can be small and opportunities for exhibitions to travel are often
limited. By contrast, the capacity of a publication|to reach a wide
audience across space and time is expensive. Curated by myself
in close collaboration with editor Stephanie Baptist and designers
Nontsikelelo Mutiti and Julia Novitch, the ambitions of this book
stem from a desire to historicise recent art and curatorial practice
in Africa by laying bare key issues and ideas pertinent to pedagogy
on the continent. It is our hope that this publication will inspire fur-
ther discourse and the development of new spacesin which culture

and learnina can continue to bloom
ang-learning cap continue to bioom.

There is great reason to be optimistic about the possibilities for art
onthe continent. As we attempt to answer one of our key questions—
what futures for artistic and curatorial practice and pedagogies?—it
is pertinent to conclude with a vivid example of the art academy as
a catalyst for change and transformation. One of the more radical
‘futures’ taking place in Africa today can be found at the Kwame
Nkrumah University of Science and Technology, Kumasi, Ghana,
particularly the Department of Painting and Sculpture. During
Asiko 2013, which took placein Accra, the participants’ excursion to
Ghana's second city Kumasi included a visit to the MFA final degree
exhibition. There we met the lecturers Kari'’kacha Seid'ou, Kwaku
Kissiedu, and George Ampratwum and some of the graduates who
spoke eloquently and critically about their work. It was obvious that
the graduate students had thoroughly absorbed a range of criti-
cal theory—both Western and African in its orientation—as well as
different methodological and conceptual approaches to art mak-
ing. The quality of work and thought in Kumasi today, by many ac-
counts, started with a “small revolution” in 1996 (on which Seid'ou
was part) where students staged “unannounced performances,
silent happenings, textual paintings, poetic bricolage, exhibitions
on trees, publicly posted political cartoons, etc.,” and which has
now grown into a full blown cultural revolution.® Since 2013, the
Painting and Sculpture Department has implemented a two-year
MFA programme in Curating. But more boldly, the department has
created a project space called BlaxTARLINES, which is positioned
as a site of artistic and curatorial exploration. Their impressive end-
of-year projects include notable exhibitions suchas Gown Must Go
To Town (2015), Cornfields in Accra (2016) and the recent exhibition
Orderly Disorderly (2017). The large-scale and ambitious projects—
some with as many as 80 participants—include present and past
students and lecturers, as well as invited artists all presenting work
atthe National Museum of Technology inAccra.

BlaxTARLINES' exhibitions and smaller projects are transforming
the art scene through collaborations that are both local and in-
ternational in their scope and audiences. The department’s ac-
tivities provide a good example of the way in which artistic and
curatorial pedagogy can be developed by engaging from within
the institution but also reaching out to the wider population, ever
challenging traditional educational orthodoxies that have stifled
cultural production in Ghana and across Africa. Whilst artists may
be aware of and even participate in global contemporary forums
like documenta today, we must not lose sight of the possibilities
inherent in projects like xx and BlaxTARLINES, their capacity to

exnress 'Ft\“r\\nling W Thinna'a “the narticularitios of gur diffor-

express, following Wa Thiong’o, “the particularities of our differ-
ent languages and cultures very much like a universal garden of
many-coloured flowers.” For as the Kenyan author elaborates:
“The ‘flowerness’ of the different flowers is expressed in their
very diversity. But there is a cross-fertilisation between them. And
what is more, they all contain in themselves the seeds of the new
tomorrow."1°

13

1-Bisi—Silva, “Creating Space for—a
Hundred Flowers to Bloom” was first
published in ASIKO: On the Future of
Artistic and Curatorial Pedagogies in
Africa, Centre for Contemporary Art,
Lagos 2017, xii-xxiii. Reproduced with
the permission of Iheanji Onwuegbucha,
Centre for Contemporary Art, Lagos.
Taken from the title of a chapter
“Creating Space for a Hundred Flowers
to Bloom” in: Moving the Centre: The
Struggle for Cultural Freedoms by
Kenyan writer and gcademic Ngugi Wa
Thiong'o, New Hampshire: Heinemann
Educational Books 1993.

2 See “Moving the Centre: Towards a
pluralism of Cultures,” ibid., 9.

3 The Rhodes Must Fall movement
started in 2015 in South Africa at the
University of Cape Town. The activists
demanded the removal of statue of Cec-
il Rhodes, an end of institutional racism
and decolonising education.

4 John Aitken, “Understanding Ortho-
doxies,” in: Mara Ambrozic and Angela
Vettese (eds), Art asja Thinking Process:
Visual Forms of Knowledge Production,
Berlin: Sternberg Press and Universita
luav di Venezia, 2013, 21.
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ly become called Asiko in 2013 for the
third edition.

6 Chika Okeke-Agulu, ,Rethinking
Mbari Mbayo: Oshogbo Workshops in
the 1960s, Nigeria\“ in: Sidney Little-
field Kasfir and Till Forster (eds), African
Art and Agency in the Workshop, Indi-
ana: Indiana University Press 2013, 172.

7 The Frontline states were active from
the 1960s against| the Apartheid re-
gime of South Africa. The nine countries
were Angola, Botswana, Lesotho, Malawi,
Mozambique, Swaziiand, Tanzania,
Zambia and Zimbabwe.

8 Sidney Littlefield Kasfirand Till Forster
(eds), African Art and Agency in the
Workshop, op. cit., 17.

9 Contemporary And (C&), Platform for
International Art from African Perspec-
tives, “Department of Now," Print Edition
No. 7, 47.

10 Ngugi Wa Thiong'o, “Creating Space
for a Hundred Flowers to Bloom” in:
Moving the Centre: The Struggle for
Cultural Freedoms, op. cit., 24.
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A lot of the blacks were frustrated in Man-  European countries to intervene to stop the inva- seemed to be becoming a bloated pluto- gram, as well. And even after they divorced and SHV
chester at that time; those at the University Sion, which of course did not succeed—and that crat overnight; however, it was a godsend ~ Proke with the UNIA-ACL, she still shares some o
e in itself is a very interesting story. And Amy was . : ts founding beliefs. At the same time, she contin
had no facilities beyond the bar for relax- ) s R from the business angle hat | was kicked i ) : il
i din town the Africans and West among the founders of the International African out of the Co-operative Colleae. for | was ues to use and to trade on her connection to him
a |o_n, andin _OW ) Friends of Abyssinia, the major campaigning or- i P ) g¢, throughout her life. When he dies in 1940, for ex-
Indians who lived in the area als_o had few “ganisation. So | looked into her a bit. Not very able to give myself full-time to the new ample, she starts writing this biography of him,
places to go. Sol called a meeting and much, | contess, partly because I'm not a fan of work. | now proceeded further down Ox- which 'she carries around and rewrites| but never
made an appea|; “The Indians and Chinese rcus Garv y. 1t ink his t (ing about the need to ford Road four b|OCkS, towards All Saints finds a publisher for; s sets up orga isations. in
have restaurants, what about us?” “We e P'U:*d1 tf e Africar B ik Iil y—that e Cathedral and nearer the University. There ~his namerigh P uk'“ her oun d=zlh i 9M5- So
. . Q ~ z 2 - S qQ = C ~ q
have no objections but we have no money.” 20s° utely fantastic, and he was clearly very goo | found a tremendous building for £8 per she does come back and back and bac to Marcus
u . Y o un o ~at spreading the message. But he declared himself . Garvey, but at the same time she does go off and
All right” | said. “I'll do it.” So throughmy .. A O R s week—four floors of it. RN N
B . WINg OT AITI Tojme thatsai Inere s sometwning ad . UO all SOrts or otner tnings.
savings | was able tg get a I|ceps§ for the bit wrong with you, Marcus Garvey. You clearly did It took me some £3,000to r.enovate this,
Ethiopian Teashop; it was a building for not do whatever reading you could have possibly and | called it the Cosmopolitan. What my must have been one of the most widely-trav
which | only paid £4 per week and it had a one at that time. How on earth can you as a West distinguished it were its murals. You see, clled women of her generation. She seems to have
- - nge iQ Ii Iir‘ﬂ N natlaYal \AL I’\f'e \/ar . - aYaVlaYal a¥=Ys I\ \/QVr\/\A r o Q fa) N ; QI\ I/ Q
basement’ ﬁrst and SeCond ﬂoors; prICeS !II\ IAaArt, v :.-’4 n t LAY I\.II A S"O nmouviilvw v hc nao LA I I had a good frlend Who WaS an AuStrIan S il rnnea ly AA 'A% ) y vvii 1 (<] =] v IBJ 1 It' 1 VC’V\.
. “been and will never go to Africa, declare yourself..." , . . vith different names, different job titles. There are
in property were very low, because | i) ’ T : Jew (I'd met him by chance in London) and T T LT
Manchester had receded areatly during the | 1ust thought, something’s gone wrong in his head. st at the time | needed him. Jean ap- places where she is described as a sociologist, others
ar_m g ) y q I don’t kno hat pushed me away from Amy, be- J ) P ’p here she's identified as a writer or researcher,
p.erlod before jche war, and things hadn't cause | know she had left Marcus but in a way she peared n Manchester. | told _h'mv It S NOt others where she's a theatre producer. But she
pICked up again. continued to support him. | didn't understand what a question of money, but racial prestige. shows up In all sorts of different places and—maybe
that was about.™ We have to make these white folks know this is a bit “Marcus Garvey-ish,” as well—she meets
that we are enllghtened. I Want you to go J Ot p.: NaTouNGas gi‘ UVS th d\)e in nec S:a-ll‘)
stick around to see things through.
[...] After reconstruction, | was able to fit in +-thipking ofi the 19605, when she went o atou
twenty-‘tWO tables, eleven on the ground DI e udinppedrl. Shne visited WOITIETN I nreren
was particularly inspired by Nydia Swaby's 2014 floor and eleven above. In the basement |
say on Amy Ashwood Garvey, which describes installed two toilets, and used another part to town on this.” Well, he did and it took
the different social spaces that Ashwood Garvey as a coal room. | also rigged up a primitive him four months to complete it. He created
set up during her time here, and argues that these  fridge. The running of it was also straight- EWW | think t"f‘"‘ Is this "0’“9!!.“3'5!_0-"-_ ecause  murals of humanity, showing the contribu-
Spla Fes ”S”JSG'V‘:S_ laye ’t‘ signi T” (rj 'e; d'e_ forward; | found a Hungarian woman, Mrs. Am tra‘ tha'yjt eref ‘ﬂ t eU gl I|ng[:\| °N€  tion of each, wether African, Scots, Welsh
veloping and sustaining anti-colonial and anti-dis- : was the co-founder of the Universal Negro .
N R \shwood IPONER frat Adler, who was one of the many Jewish tnproverment | Association | (UNIAY | 4 > or Austrian; he showed the common hu-
rnm a!.uly uau 3 A Rw v AU AW | v Iy 2 I . - . n Ir-l\.lv\.llll\.l LAY I nacauvii NI Al (9 B A3 . . .
venture was the International Afro Restaurant, refggees in the city. (We met at the inter- African Communities League (ACL)—she and Manity through depicting the gardens_of
which opened at 62 New Oxford Street in 1935.8 A national club.) She took over the place from Marcus started those organisations ether the world from Japanese style to English.
ar later, together with her partner, the Trinidad- eight in the morning until five, when | came in 1914, long before they got married. Even the But it wasn't all just decorative. Take the
an calypso singer Sam Manning, she opened the pack from the University. | then joined Garvey-ists concede that Amy was a co-tounder. mural on the Poles; one part of the canvas
o) [ D 1277 L . . Yol \ . .
lor ag‘ Mills Social Parlour, a jazz club at 50 them in the preparations because most of Although the couple did not stay together for long, - g o\ed the death of Poland in Europe with
dill oL C1JL. i Lyovs, Slic | et U uie Ourtrade WaS done in the evenings up to imruic ccrid, dri Iy weric Orl drl Ui 1ic VI Lri II(J ‘the Cannons and the invasions’ and then in
Afro Women's Centre & Residential Club (later C ..
own as the Afro Peoples Centre) at her home, Midnight. Originally | had calculated that MS Wait a minute. | think it is important to empha-. the New World we could see the Pole reap-
Number 1 Bassett Road in Ladbroke Grove.* lwas If | was able to take £10 a day for four days size that they are Jamaicans. And they were Jamai- [P€aring, but this time what was portrayed
taken by Nydia’'s arguments about the underrecog- that would bring in £40 between Monday cans living in the US. That's part of this very com- was the typical immigrant Pole leading the
ised role of such spaces in political mo /ements, and Friday; then if one was able to take plicated history, too. Who and what are yo l_f you ' charge against the blacks. | had him write
t. { d ?rl;] 'i € ar,s rﬂtTtIC aimensio (o) olltical ac- £20 per day over the Weekend (-the Engllsh dare a \th ta caniivi g | ; € fD d -:I’ atc:l gl; | ete above thiS, “Whitel’ Mankind??n It made a
ivism. That's where | began. : : - - : wasn't yet a mass migration from the Caribbeanto , . . , .
7 worker is paid on Friday), it would bring us the Unite T AR W T Y P like. P19 impacton the Black American soldiers
- MS Out of all of these people from all of these con- about £100 a week. Well, this is exactly Sorry, go on. th_) were pouring into England at thls_
erences I'd researched, Amy was the only wo what happened for about three months, period, and they reached also to the picture
There had been a huge outcry among the black- then suddenly a jump, and we skyrock- EWW | was just responding to your remark about  of the big Texan with his hat and his pistols,
population here in 1935 when Italy invaded Ethiopia, eted to £50 per day. | felt ashamed that | how Amy left Marcus Garvey, but in some sense drawn as a threat to the darkies.
cause Ethiopia w til ependent and there continued to support h here are aspects of his
veren't many independent countries left in Af political program that she was heavily involved in
rica. They organised a campaign to try to get the developing, that's without question, It was her pro-
PPN




It was of course fortunate that Manchester
became a base for many of these black
troops once America had entered the war,
because when these black boys heard they
came like wild men. It now took all my time,
and | had to buy 58, Oxford Road which |
used as a central base. This is where | did
all my ‘white-market’ operations—I won't
say black-market! | made a big item of
goats, because at that time they were not
rationed, but we also used turkeys and
other meats. My job was to keep the two
restaurants supplied. We formed a link with
chaps from Cyprus (they became fraternal
members in our Pan-African Federation
later); | tended to use them as managers,
and employ a few Indian waiters and
Chinese. So it really was Cosmopolitan.
We had two Chinese cooks whom | had
brought over from Cardiff in charge of

the Chinese menu which was some thirty
dishes, and the Indians made curry dishes.

countries, spoke with them about their n|9r\n in so-

SOy SpPYUNT Vi GroT U IO

ciety, encouraged them to become politically active
and organise, and then kept on moving. | suppose an

iconic examnla miaht be the Afra Pennlee Caentra
vwiliilnu \-I/\ulllr’l\l llllul\lL Mo L mainruv \I‘Jr-"l\lg A=A 2R ILY "]

in London. Hamilton Kerr, a white British Member
of Parliament, helped her to get a mortgage on

+tha |nn.||g\n itk +han waen't arsiinA and tha Cantra
LT TTUUOT, UL LIITIT [vWwadoll L aitvuliu, dliu uic voliuo

wasn't able to keep up the repayments. Kerr him-
self was pressured by the British Government to

anca I.-...-uu-nl-(-' Fv—\w\ A~ Ao

Al A Al
UIDL(JIIbt oIt 1mmrorr f‘\llly HLDIIV\VU!JU\ \Jalvcy LJU'

cause of her relationship with Claudia Jones, who
was an active communist—

MS She was a communist but not an active com-
munist! There's a lot on/ Claudia Jones—when | re-

L oal [} | IS

alised that the older West Indians that | had met

through my years here were beginning to die, | said
to Colin P ; “We rnf:”\/ need to ﬂather these

=
D
()
= 0
(o]

D

people to talk about Claudia because they'd all
worked with her, and they're not going to be here
mlllf‘l"\ |r\nr\or Thio AV.ViaYal ;n +‘L‘\D‘ l‘\’\il" ‘I chf\e r‘l’_)llf‘i‘;

IBRAC AN | I\JII\.’ o Wao 1l tiC iU LIJvo., widulid
herself had been dead for thirty years. But as you
know, she had founded the first major West Indian

P a7zotta in 10EQ  and Amv Achwood Garvev wae in
GaZCulC i LI90, dltu AlTly AsSvwOOUU adi vey Wdaos iti-

volved at the beginning. In any case, we did gather

FanY
V4

them all together and it was tape-recorded and the
tapes are still available at the British Library2, | was

climnnacad +tA adid i+ it Tha finnal hanlkl3 AAntsIne
OU'JIJUDC\J LU CTUIL T VUl TG Thial [ VUUN wyuiliLalilio

some of the speeches and some historical material
from me. There were conflicts at this gathering, very

Annce bha rea enme nfthe nennle

P'UIILE Lll"ub L)C'uau\.)C SUITITC U’H L|||U IJU\.)}JIC ‘VVhL’ VVUlU
there had been communists and others had not.
Mind you, the British Communist Party, compare ed

LU Lllt, one III I‘]EVV IUI I'\, UIU CIU'DUIULUIy IIULIIIII\B (:IUUUL

racial issues. Or colonial issues, until the 1950s.
So there were members of the Dnrh/ who found

ol

fhlb very (JITTI(,LIII ana tne g (.)Up Ifldlt was bE‘I UF.) T'Dr
nrlbb'aans, was sort of, | would say, almost segre-

din come wayvs. 14 1+ taolk the Partyv allana ti
a-1IN-SCME-Ways Kt took t! Falfty a i0hg
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EWW But to come back to Amy Ashwood Garvey,
which also connects to how | met Marika: | was in

X TCPN Y ARy )3

New Yoi rkin \JUIy' mld at LhU very IE:IDL I\IIIIIULC thanks
to the efforts of Nydia Swaby, | was able to visit
Patricia and \Dhillin Maillard, who are the dauglhte_r

and grandson of Lionel Yard, who wrote the first
biography of Amy Ashwood Garvey® and who went
to Bassett Road in the 1970s when the house was

(=4S RS AS A= S S RS ITUoo vva

Soon, however, the two restaurants were
not enough, and so | opened another, The
Orient, near the University, and this was
only curries. Finally, | opened a club. It was
difficult to get a drinking licence, and the
easiest way was to open a club and we
called it Forum Club. This again had a good
cuisine, and | added the element of music
here with performances by the great ca-
lypsonians like Lord Kitchener. A number
of my African and West Indian colleagues
helped with the organization: Jomo Kenyatta,
for instance, at one time was in charge

of the Cosmopolitan; George [Padmore]
helped out with another small place | ac-
quired called the Belle Etoile. But the cru-
cial thing was planning the menus and the
supplies, and once we had organized this,
the thing went like clockwork.

Ras Makonnen, Pan-Africanism From Within. Nairobi: Oxford University Press 1973,
136-138.

O

ﬂﬂ!ﬂﬂﬂ!ﬁﬂ‘!ﬂﬂ.ﬂﬁ:ﬂﬁﬂ
LT L]

A O A D P P I PR A

frath, [ArmuHianae JHivier, [Tavy TaiTseg

uers; Auxiliary Territorial Service f
IIIIHIIIIIIIIIHI




Of course, I knew who you were, so I wrote an email
to what | know now is simply your desk at the Insti-

+ita af Cammaonwaalth CHiadiae | didn't ranliza that
LULS VI Ul Hnnniviivwoaiuil LuuiIco. I Ui v 1odliiecc uialc

don'thave an official position there. And I asked, “Do

I, X
[reUETE e e TSNS TEITAA P you happen to know of any other places, short of
vism, and she worked tireles:s SNSRIV NN
L Ll |l L 1]

III(JI'\II ||:j CI TTCCuUullnuli IIIIKJI ITractiuli| I"\L;l lt..blut‘ S0 Lwo U |t=
FBI, where | can have a look at these documents?”
And you rpn\llpd “Come to my house! \I ve got a file

~d HA L.,‘..,...... ~

on I-\Illy if yuu re |||||t:|e’>|.t‘u N Naving « a )K atit.” So

at the beginning of August 2018, on a swelteringly

hot day, | drove down to where you live in Qare, in

gr gy you

~ L PR SR | L]

I'de Knent, dn(] y()U g'eﬂlerlJbly OPE\HGU I ne 300" ana
showed me that file, and so much more.

One of the many sobering things about meeting
you was learning what it had taken for you to do
“ +hie \wnr winthout anv inetitiitinnal ciinnart | In my
m CINIo VWUITIN vWwiknivuiu ully mnmiouvituciIviian \’UlV'\J\JI\ Ca mi IIIJ(
N work, I am constantly returning to the question of
\/ . .
vl the ms.tlt tion—whether the education system, the
d . tha archivehew Fhev ara nradiicad and
III\JDULIIII lll!.; (JII\.:IIIV‘.- IIUV\I lll‘_ay al < |.J|uuuu(.,u almua

controlled and what gets in and what gets left out.
My mind boggled to think of what it has cost you,

PN Al el .| NP N

|||¢:L€,||a|\|y, to do this'work. As you were :Qa‘yilig you
received a grand total of £3,000 of research fund-
!ng in . al career of 'Fnrl'\/ Qnmpfhlnn years. £3,000

E[l[ EE]I IH
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over fCii Ly _y(:‘dlb \JLH Wlllllglilg (SIUUUL I-\l ts \.. UUHLII
budgets for making exhibitions at The Showroom
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rﬂizﬂ A starts to pale into insignificance.®
2, Harol
E!l'!l!
'Y
completely derelict and rescued what he could
I'\F l'\f\" aVaYlaVa¥adal A L\f\r' a'a¥alall L\I (\I’\f\A a'a¥alaY¥l —
vl 11C] HOIP' o GII\U ci IIIGII) L‘II'JLIUIIDII(U IIIGIILI

scripts and took them back to his house in Brook-
lyn, where they remained until his death in 1986.
PP L.A,-A P PR R pimnrea Froaanalla g -~

[«
o0Mme o1 LIIUDC U(JL,UIIICIIILD were LI(ZL;CGUIC UUL "ot

everything, because strange, mysterious, unre-
solved, unanswered questions exist as to what's

ed ques
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happened to that archive since.
One of the H’linmu‘ that | wanted to have a look at
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while twas in New York was the FBI file on the
West Indies National Council—-an organisation

tl‘\a‘ﬂ' cnnnnn‘l‘c:ﬁl 'Hr\n movement 'Fnr West Indian in-
I rd DU ITINATan mh

dependence in the 1940s, and which, according
to the Schomburg Center's database, contained
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0 e mi have time to look at it because | needed to go see
l!'r'lrr!!mﬂ"!"l'ﬁl r atte the Maillards. | was trying to think if there might be
RN %& ) any other place in the world where | could find this

I A FBI file when | noticed in the database entry that

fhpnr(-onv had been donated hv you, Marika. Which
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ready, | mean—that it was donated to them by you.
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Before

If you want to understand why the work that | make looks like it
looks, the secret is in these words: “trained as a theatre designer.”
Trained is not quite the right word. | |eft that theatre design course

in 1976 and what I've learned in all those years since is, audience

is incredibly important. And that carries on through the work that
| make now. | have a total belief that the work doesn't work unt

Rl H + pu | Al Lotom Al £ L by N Py 1:£
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into the work. Bringing their own experience and mapping it ove

r
my experience, over the top of bigger, much more traumatic expe-
riences. And nothing really works unless these conversations are
happening.

m | left school and found out that | was inadequately trained to do
anything useful, so | decided to do something useful which was t
be awaitress. And as you can imagine, actually, | wasn't a very good
waitress either, but then again | learned that restaurants, lik -
kets and streets and museums also theatrical places where
tirmman bhatn~o +arant wwith An ar and rarma hoanmnan A
. rurriar veoil HO rcrav e vwiill ©a Il nu rairni ra PUII = AU
if you work as a waitress in the restaurant for many years, as
I did, whilst | was doing bit i of kind of designing things—
| designed the restaurant’s interior, the menus, tables, and all
the res
—you learn to watch people and to listen to them. Not in the way a
) ) ) . writer listens to dialogue. But to listen to how they behaved in their
See: Marika Sherwood, “Race, Empire and 15 Lionel M. Yard, Biography of Amy Ashwo . L T .
cducation: Teaching Racism’, Race & Class, | Garvey, 189711969, Co-Founder of The Uni- space. They were performing in that space, and in a way, we wait-
42, 3, 2001, 1-28, “Racism in Education?”, versal Negro [mprovement Association.| Ne resses were the audience for their nerformance. Men would come
Race Equality Teaching 22, 3, Summer 2004, York: Assaciation for the Study of Afro-Ameri- e q g ! 0 5
5-8 can Life and History 1989 in with women at lunch time, however men are at lunchtime with
women;andthenceme-in the very sameiday- inthe evening witha
> Seel Marika Sherwood, “Nationality and 16/ The Women on Aeroplanes exhibition at . ! . A ¥ i
Employment Among llascar Seamen, 1660 The Showroom Gallery was awarded a grant different woman. And we waitresses were young women, we began
o0 1945", New Community: A Journal of Re- of £12,000 by Arts Council England, and re- to u”dt rsta ld | S Uf hillgTS_ab(. ut h OW PE’UPI Pe,f rmin spaces.
" earch |and Policy on| Ethnic Relations |17, ceived financial support from The Showroom,
you.” Which is interesting... My younger gr Nnd- 1991, 229-44 the Otolith Collective, the Women on Aerd-
! n AT ST l | I planes praject and a number pf other funders. What I did in that restaurant was, I set up, in a way, a galiery. We're
Udl g 1Ler as e L F souaerit in e y SCNOoOoOI ana arika Sherwood, |Pastor Daniels Ekarté For more details, see https://www.theshow- 9 0 gn_Q dl o 9 L
. nd the African Churches Mission. London:  room.org/exhibitions/wommen-on-aeroplanes. talking 1976 in Britain. This is a time where restaurants were plac-
university she was in—it is not that she isn't accept-  savannan press 1994. B S e T es you went to eat a meal. You couldn’t go in a restaurant in Brit-
. e esonNkrumah are atthe Nationa . |
ed: she is settled and par of this culture, but she is yeka, Blackamoores: Africans ih Tudor | Archives: KV 3/1847 - 1851. See also, Marika ain at that time where | have a meal, you have a cup of coffee, and
. . ' b 2 ' . England, Their Presence, Status and Origins. Sherwpod, Kwame Nkrumah and the Dawn of ou ha ve a bee . You went to restaurant to ha e a mea| and if ou
resentful that I did teach her Hun rian so she London: Narrati e Eye 2013. the Cold War:|The West African National Sec- Y ; g y
. retariat, 194548 London: Pluto Press 2019 w$nte to drink you had to go to a pub. You couldn’t do this French
could be strongly and FOSItIVB' Hungarle nlas well. 5 wianda Kaufmann, Black Tudors: The i I brasserie kind of thing. Then at some point after | had become in-
. o . . o Untold Story. London: Oneworld 2017. 18/Joseph Appiah, Joe Appiah: The Autobi- 0 q
Which is interest nq’ an d ‘v"v’hl hl1think raises many ogtaphy-of aniAfrican Patriof Aderal Asempa volved in this restaurant, we needed somethi ng on the walls. And
TS (Tl e h 2 Hakim Adi, Marika Sherwood, c}nd George  Publisher 1996, 167. there wasn’t much money. So | asked friends of mine who I'd gone
quE,S [IONS. admore, The‘ 94 Manchester Pan-African | s el el e TR P BT P Ik that
Congress Revisited. London: ‘Beacon Press 19/“What rescues them from the darkness W art SLHUUTWILTT LU TATHIVILITT LIS Spalt. AU T veydii tuicail
1995. of night rhe eb” ey Lvlott'd’ and still should the work on the walls could initiate conversations between groups
. . perhaps, have been ableto remain, is an en- . | Wy ot et e
E"A W I thiﬂk YOou p 't it W e! t I ther ev nm‘(j. Yc'u' 7 Nydia— A Swaby, “Amy Ashwgod Garvey counter with rpower:without this collision; Ot peoplie who dgoneoutto eat and who didn’t have nytning ©
. . . " N oy ' ls and | the Pplitical | Aesthetics of Diasporic doubtl}ﬁtheL:e ould no longer be a Jingle say to aach Ut'l‘b' . So | understood 1hat art CCUld rnake conversa-
sald somet |1g IKE, It has to do with whiCch CoOUN-| Social Spaces|in [London,” Symbolism 14, word to recall their| fleeting passage. The y hi
, 2004, 59-74. power which fay in wait for these lives, which tion happen-
try claims you. If you've been this much of a nomad, spied on them, which pursued them, which
Y ' Lo N N 3 lbid, 64. turned its attention, even if only for a moment, A -
WhnO Claims you at the end? And would the Jamai- to their complaints and tg their small tumults, what we wanted to see in art galleries and what we were not
Ibid, 64 which marked them by a blow of its claws, is seein
cans want her? Would the British want her? Would also the power which instigated the few words
. 0 Thid, 69. which are leftfor us of those lives] whether be-
fhp ericans want h :'r?" y A :h\l\l') d (\Qr\lf‘)/ cause someone wished to address themsel There's somethina about the idea of a conversation we find in vou
| Ll k. | 11 | have two biographies of Amy on | my! to power in order to denounce, to complain, L. . e . L L . 7
Wdb ¢ mdarn oOn din der pld[ e avant ia 1etire. ANa helves: Lionel| M.| Yard, Biography of Amy to solicit, to beg, or because power desired to pa’nt’ngs bLtltSlmpC ssible to aayWhatt')e conversation is actual-
shwood Garvey 1897—1969, Co-founder of intervene, and then judged and sentenced in Iv-about. The image of an-unknown conversation-opens-up-a space
one Of the If'ICUItIG'S Of researChIr‘q her 1S thIS The Universal Negro Improvement Associa- a few words. All these lives, which were des- | g H TF = .|
ol " ion, New York: Association for the Study of tined to pass| beneath all discaurse and to whnere, depf—nd ng on the mood of the day or som eth”g SPeC’ﬁf
‘nomadism, her not hav nga pl ce fro-Anjerigan-Lifq-and Histary1989. Tony—-disapgear without-everpeing-gpoken,thave that happens in terms of politics, and then the conversatjon chang-
artin, Amy Ashwood Garvey: Pan-Africanist, only been able to leave behind traces—brief, . .. . L opr
Femlinist, and Mrs.|Marcus Garvey No. 1, Or, incisive, often|enigmatic+-at the point of their es again. That was a kind| of d"V’nQ ’dedy to have a conversation
: : Tale-of Two-fimys-over, M isetts;—-ingtantancoug contact with power- Sq that it with you about the different notions and moments of changing con-
MSP SShe S €n1 her |f3 travehnq. ShE was here, The [Majority Press, Inc. 2007. Also an article doubtless impossible| ever to recapture them y 9 g 9
by Rhoda Reddock, “The |First Mrs Garvey: in thermselves| such gs they might have been versations and hDWyC u think about these.
thnn th haclk har there! t r hae her b £ : Fermini in-the Earl inlaf tate! th be located
A \l, I |\-l|\\l’ LS A" Al AN LA § \’1 AL A | \/, C I\¢|\,’ NCUIN Ll 1 ) an i anisman TS T o cany thairge state, tney Can now Ay oe1 at
' . ' ' " ' ' \ 20th |Century British  Colonial Caribbean,” when seized in the declamations, the tactical Ll . . .
She wasn't settled anywhere at all, no, absolutely Feministafrica 19, 2014,58-77. partialities, the imperative falsehootls which Those conversations are of course different in different decades.
) ] the-powerigamesand the-relations with-pow- And depending where | was living, geographically, or how || was
npt 12 There are seven recordings, \which can er presuppose.” Michel Foucault, “The Life of . .. . . 1 .
be found by searching for Claudia+Jones+ Infamous Men,” in: Michel Foucault, Power, earning my livi the conversations are different again. Then afte
Symposium-in the British| Library's catalog, Truth, [Strategy, ed. Mea -ha T Morris & Paul Winnin; a Turner Prize_my life is the same, but the chdngej sta-
. . httpt//cadensa.bl.uk/. Patton. Sydney: Feral Publications 1979, 79f. t 4 | th th +i M +i L
London, December 201o us meant there were then other conversations. My conversation
_o‘?\zlcri a Sherwood, u'duJ'i;lﬂ jones: A Lifein 20 Fora gro :m{' rea in e)iEiurdLiul o this with tha ga||erytqat rexpresents me are st angE |y d”ferent be cause
Exile.London: Lawrence & Wishart 2000. problem, see Saidiya Hartman, “Venus in Two el L . o o | - |
From a conversation at The Showroam, part of the public program around the exhibition Women Acts,” Small Axe 26, 12, 2, June 2008, 1-14. Lu ain H|m|d in Conversation Wlth Annett Busch, Marie- tney renaving SO many conversations now witr peopiewno are coi
onAeroplanes (October 018 = January 26 2019), featuring new works by Emma Wolukau=-Wan= 4 This 'section of the Communist Farty of e . . c H i Trer 1 5 H H 1 o
ambwa as well as Lungiswa Gqunta and/Pamela Phatsimo Sunstrum (see Inflight Magazine # 3). Great| Britain was usually [referred to as the HelenerGutberlet and Magda Llpska, ecorded in the morning !e tmg the WOIFL S?’Efe}/ I_'E _aSkmg r_ne questions that art historians
In|Carrying Yours and Standing Between You, Wolukay-Wanambwa presents the archive of her West Indian Branch”. See, e.g. Trevor Carter, around la kitchen table and in the evening at a museum, one rainy nave never asked. Vvhich s interesting.
researches orn Amy Asnwood Garvey over trne Igst yearj using selected texts, Images, draws put ohattering Jllusions: West| Inaians In| British . 1
and reflects upon the. many and varied mechanisms that have resulted in Ashwood Garvey's his- | Politics. London: Lawrence & Wishart 1986 &MMM%Mmber 2018.
toriographic marginality. 56.
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tubaina Himid, Freedom and Change, 1984, photo: Franciszek Buchner, courtesy

Madern Artin Warsaw.
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Who is d@ﬁnirg that narrative of the need to career?ls it you or Of course, | know it! | used to work fhpri;af:_L film editor!in the mid thandoso 'm-fhing intwo y,qu ith a big team of people and/| have
saomeone else? 1990s... to negotiate money and distribution. | never had that kind of desire
to collage in that way.
It's a combination. | think you do it yourself, because | would iron People at the Museum Ludwig asked me if | would make a six-
out some of those extreme difficulties with the medium. | never teen-page insert for it. Although | was really busy all this year, | | But some of your projects took quite a long time to realise...
reaily had any chalienges with getting things shown but getj‘jing reaily wanted to do it and ilve been trying out some nice pastels.
things shown fin particular places, in conversation with particular I'm|trying to paint the perfect grey painting, which is another sto-  Well, Naming The Money (2004) took eighteen months. But the
things—that was the difficulty. So I might want to speak about those ry—and failing at it, of course. | thought, I'm going to make sixteen  thing about the way | paint|is, | was always doing something else
things. People now are placing themselves in my career where they pastel drawings for this insert and | embarked on this series and | at the same time. Teaching. So it would take a bit longer because
weren't. They were observing it, and maybe they weren't moving it made more than sixteen but chose the ones that had loads of ener-  every day | was out. Even now, though | don't teach as much, | start
backwards or holding it in place but they weren't in it, you know? gy inthem and | was getting towards the perfect grey painting and | very, very early in the morning, like 5 o’clock. I've always had my
Sk) H’Vh hd IU S Ul curjivel >dtiLlIb th <, il ivlll fUC illg dl -bulﬂlly thUII... H,I 1 U;ll& tU LlytL yCLd bl U’I‘k;UII CI..ctiUI SUI IU b tVV cCIrdarl btu IU i y hJub A u t LI till C tl cIc, 11U LUl IIIIUL;IIH i
cross, | might say “You have this beautiful publicly/funded gallery, uncanny narrative and these very free pastel drawings. So | started | teach in the same town that | work, so | cut down the commuting
but you never showed my work™” and people say, “Oh, | was always to rip up|some 19th century magazines that | had bought as col- | there. When | started teaching, thirty years ago, it was the kind of
th n'“iTg about it." lections; the kind-of trashy magazines where you have the story of —day where you started-and then-at lunchtime you had lunch-a -
! a dog rescuing a little boy from a burning building or whatever and | then you finished moderately early. | would paint before | went to
think about the making other moral tales. work, then | would talk about painting with students all morning
andthenit'd be lunchtime and 'd go home and I'd paint some more
There is this kind of conversation between me, the Black woman But there are these incredible engravings so | ripped them up and  and thjr‘1 I'd go back and talk to students about painting all after-
who has everything she needs in terms of spirituality, and the combined them with this free kind of drawing and the collage on | noon, and thenI'd go home again at 4 oclock in/the afternoon and
Lubaina Himid, Pandora’s|Box, 1983, photor Franciszek Buchner. courtesy Museum of Madern te pfafi01 to conform to a sort of British idea of multiculturalism the same page. And the Museum Ludwig people pointed out thatit  paint till nearly 7 o'clock. It was painting interrupted by teaching
Artin Warsaw. We Black artists in Britain have survived by negotiating with gov- didn't look like anything I'd ever made. The collage is just what you | And I've tried ever since to say to colleagues, if you can just turn it
ernments who understand that they need to include us in things, have. | hever thought about mixing the many, many images | have that way, instead of trying to fit the/making into the teaching, you
that we are part of the fabric of things. But the British do things of Black people into this thing. It didn't occur to me for one min- | can try to fit teaching into the making. But of course | was Stﬁm[ﬂg L
in a particular way, which is to allow you just enough rope to hang ute, | didn't mix severalmagazines—I could have—but | just ripped teaching in an era where you didn't have to do as much administra-
yourself with, which is a different way of working than continental up these 19th century magazines and combined it with this 21st  tive work. It was a bad method of teaching, because we just made
Europe. century pastel thing and they don't/look like anything | ever made it up as we went along. Whereas now there is a plan, and in a way |
because there are no Black people in them. It's a kind of uncanny  would say, when there is a plan you have more room to impravise.
We have a fong and ongoing history of con /ersat'rchswitfrtn'E‘jrit— world. So what happens—and it only happens with collage—is, you
ish art world that has allowed for an awful lot of work to be made, are led by it. | was led by it. It kind of made itself. And | don’t even | you are working, but you’re not working
a lot of shows to be seen, a lot of conversations to be had. In a way know why | did it, | don't know why | combined these two things, be-
th S P; Ce, vvh.uh H nmauc Ucllly I, dS Pt!lt fTh TILI.H l’dbk I‘_I'Il. ;II debUi nra tu Hy 1 .,d” hd[.,py Ith hc :llld ;lly D BLt i II'\ 'Jt JU;II . FUI IA‘J’d Ill’ll&’ TI c IAVIUIH;'_ y H llddTe uric h ll\‘.ll Ud d;ll illy W; h t 1c
1: 85, ;b t(l”‘\; 9 abuut thd . AL)UUt hU tht,y’” bU tUIII}.t;II yUL tU hUI Uf d tt,dlll Uf ’.JUU[. Iﬁ. 3thtl dlt;bt.: thclt H e hau d ,V;bbd
be part of these things, to make these shows, to have these con- You just|put these| things over each other, like physically glued this method of slotting them into a piece of wood so they could be
versations, but you have to understand that at the heart of who you them? free-standing. You could show this work in a very big space and you
are as an artist, the most important thing has to be making the art. can then walk in amongst the installation
Don't think about the strategy, don't think about the future—think Yes, it's really old school, not a Photoshop thing. No As you walk around, the installation changes, of course, because
about the making. That's the kind of conversation I'm having now you are looking at it from a different angle. You can see the backs
with much younger artists who ask me, “How can | win the Turner Using this material is like popular culture meeting painting, high  of each of these people and on the back is their own story of who
Prize?” And I'm saying “Don’t ask me,"” because for one thing it took and low, theatre and applied to arts... . they are. | wrote one hundred texts; there are one hundred pieces
me an aw ully Inng time and th ey had to change the rules in order alto gether. There are ten drummers, ten ceramicists, ten viola da
for me to win it! So clearly | don't have the answer, but | do know I mean, | was always interested in theatre. As an eighteen-year-old, gamba players, ten dancers, ten map makers, te
that the way to be an artist is to make art and not to think about I wanted to change how one encounters politics by making political  toy makers, ten herbalists, ten dog trainers and t
th seFI_La egies in that way thﬁ;tre but | sort of forgot that | lived in Britain and it's very difficult | Each drummer etcetera etcetera is painted co
to make that kind of theatre of chance encaounter in Britain. And a | butthe shape is exactly the same. One hundred.
I’'m making things with what i have, it wasn’t a political strategy lot of it is down to the weather. If you're doing it somewhere in the | Well, | do know. | made a lot of series of one hund
south of France... But also, | was very interested in caricature andiin | that time and | think in &mse it was me trying t
These interlinked connections are difficult to formulate, let alone print, which were more available than paintings for people looking it is like to work. A kind of punishment, in a se
maintain. They often fall apart—on the one side the political dis- atthe state of the world; or the state of their city, their government, | University, you're not really working. | mean, you are warking, but
course, and on the other side questions of making, or of putting or whatever. you're not working. You don't know when that work will ever ertld
work in historical lor contemporary relations. I'm thinking of the and you're being paid for it.
carive bdt orl1 yUU rnave VVI'tH Pibdbb) fhluuyh FI Ud(}l” c”d :hd igc All A TICWSPdPCIS dlc 1ot d HI-(,]LC' tl illy. ..
or with Three women at the fountain. Navigating these things, in- To come back where we started our conversation and also, to get a
cluding in the use of colour, or of collage as a technique. Because And because | came at making through theatre, there iF just less | better understanding of the timeline: you were setting up your first
everything is-already there in-some wayand-it's-a questionof see of an-expectationof longevity. You're notreally thinking-about the —exhibition-in the mid 1980s; evolving through kitchen table conver
ing thico nnections before they have been separated. long-term. Rather than the painter or the sculptor's approach, | sations. And then you picked up a similar concept, decades later?
where you usually make it with the expectation for txe ofject itself J;
Yes yes, that's|true. And also, | used to call it gathering and reusing, to last and for its meaning to last, its relevance to |a dthesort 'There were the three exhibitions in the mid-1980s, Five Black
that collage or that re-thinking about|/objects to make a new set of expectation—of then being associated with other things that Women, Black Woman Turn Now and The Thin BlackLine, and then
of objects, | was gathering things that were already there. Under- have also lasted, those conversations you can have with something | | made a show &t the Tate Britain in 2011 that was called Thin Black
st nd'ng wha fhpy were when th ey were alre rly there, but then that is hundreds of years old, whether build ngsor institutions. So | Lines, which was not a re-s Aging of those shows but it was a sort
taking that apart and reusing therm in some other way. But quite you become part of that thing. But | wasn't thinking about it like that  of conversation with Tate Gallery abput the collecting and showing
a |lot of the collage, the cut-outs, even the caricature that | did In when [ started out. It was more with a “| have this stuff, I'll make it | of that work. So we, me and the curator within the Tate, made a
the past was because | wasn't tr;?ne fine artist, and also/l didn't with this stuff and I'm sure | can use that later for something else” | show that used some of the same works that were in those shows,
have any money. So I'm making things with what | have.When | sort of sensibility. and some works that were made at the time, but all of which were
made Freedom and Change that collage wasn't a political strategy. in other coliections| The Tate didn't have any, because they didn't
It was just that | didn't have the paint or a canvas. These days | re- Were you ever interested in film or video or...? Thinking| about the | think about collecting my work until the 1990s, so they missed a
ally only use collage as a kind of test, like | use drawings, just trying 1980s in Britain, collectives like Sankofa or Black Audio... . whole lot of stuff.
samething out. The trouble with collage is that it looks easy but it was an exhibition on two levels: this is work that is of the highest
it's fantastically difficult to do it really well and | don't think | would I've never been interested in making films or videos or whatever, quality, in my opinion, which was bought by other collections—you
ever do it in that intentional way. Having said that, | have just made because too many people have to be involved to get started. Too missed it, you can borrow it—but I want to show it in such a way that
same intentionally foraninsertinto something called Stadtreview, much forward thinking, too much process, too much post-produc=——itlooks as if it belongs here. But on-another level: I want people who
a magazine that comes out of Cologne tion, editing. I'd rather do something by myseﬁ in la week rather | are wandering around, looking at David Hockney or Rembrandt or
35




whatever they're looking at, to come|across this and feel like they've ... a dish best served cold.

arrived home. And by doing that, without even having a|conversa-

tion about it, I managed to persuade the Tate to buy works by these — Yeah, that's the best revenge. Try to imagine the greatest punish
women who had been in my shows in the mid-1980s.. ment for centuries of attempting to annihilate the spirit of a peo-
ple—or actually, a people. So the paintings are conversations but
l\/ladlin tha chow inlTate was aood really Lwanted to make o areat thav are aldo danictione of 1ie ac wamen whao hava differant strat
Making the show in Tate was good, really. | wanted to make a great | they are also depictions of us as women who have different strat
big show, but of course the big shows don't always work. They look  egies for doing the same thing. My way iis slow negotiating and so

ange and other people are much more

as if the job is done, And there was another great thing: in my mind | | slowly negotiated some c
ten that worked in the moment or was

| also wanted to ma pqhig ext nn:l,eﬁp ple could understand | fast and direct and qnifn

that these artists were ¢central to that time and connected. But this  reflected on and then made to work in the long term. There is no

me way, because we can't work it out,
n't. We're not economists. And econo-

B O a2

a
amazing woman, who was the head of communication, she said use trying to all do it the s
“Well, the chief curator, the director of the gallery, Penelope Curtis, | we're painters, artists, we ¢

doesn't like more than 200 words as an introduction. In fact she mists are often wrong, anyway. There's more than one question, so
prefers 180 words, so your 7000 word essay is never going to hap-  there ﬂ more than one answer.

pen. And the labels have to be well less than 100 words”. And she

said, “Why don't you turn that into a drawing and/then yo$ caﬁ

hang AnotheJan swer would be that in the world | was living in, white men

the drawing as an artwork and peoplec ethis."Andthereason were taking all the space

venues, all those decades before. She understood the energy and | In that tradition. | wasnlt going to be a violent person and engage
o .

and all the money and all the time a
she understood it was, because she had seen the shows in their | all the energy and | wanted to respond like a British caricamuriit.

o

|

t'ne illttl...U me(,teu' 1€55 Uf Llllete worren 10 Were cornnectea to ill mmass 1m Iulel or phySﬂb ViUI clrNCe ill anTWdy AII the wd Lh
theatre and poetry and art schools and all kinds of things but you  could take my revenge—you have to understand | was only twenty
wouldn't necessarily know that, and she just gave me this gift. something—was to |augh, really, and to show that | had the courage

n .
WITIVUR, LUTDTITIVL Illy

There was that conversation between Griselda Paollock and you

over quite a long period, about how to become part of the public | There is something that is quite open within these pictures—I am
L with A

artspace—which-isquite-different than-the strategy te-deal with—neither drawn-into-them-empetiehally neramlexeluded from-them,;
the Tate? but | feel that | am|invited to stay around. It's not psychological,

more of a figuration|in space and a thinking of a space for conversa-
Quite different yes, because it came out of something different. | tion, because there is no explanation of what these gures actua ly

| had painted a series of paintings but/| was broke and | needed | do or think.

money badly and she was one of the few pe
erjob. And | said, “lreally need some mone

ple | knew with a prop-
Canlsellyou any one | It would be pointless, otherwise. But also, I suspect that the con-

7

?" And she said !'Yeah, | versation changes because audiences bring different experiences

L< O

of these paintings from this series Reveng

I'll'buy 1t; and I'll give you this many thous

i

D

nd pounds for it.” Very | In the beginning, when the{awe re first exhibited, —you might have
few thousand pounds now, but exactly the right amount of thou- | thought when you saw the paintings, Blimey! Never seen two Black

sand pounds at the time. Bu.vt she said, ‘I don't want to putitin my people in a painting before. Not in Britain. Because you waouldn't

ing, Five, wasn't a pleasure and the reason she was doing it wasn't

o
house." She has a nice'l ouggwth paintings and all, but that paint-  have ever seen that
] s
Y

apleasure, either. So she said she would buy it, but she was testing  That’s really fucked up.
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Sornetrti O See Now mucn POwW She nada, Lo get e

to show it. And | think in the first instance she got them to show it | But there weren't any. There were plenty of paintings by Black peo-
for years and they weren't allowed to take it down, either, but the ple in the galleries and on the walls, Frank Bowling... lots of older
n

LI H H 14 LI £ itk 4 Ada b A £ 1 £ + 14 ¥ 1 [}
|Jl VICTITTIS ot prUIUIII,UI COUUT ST, VUL L ;yll vCI Nnau tuv v y ICTL. ATTCwW, darlyvway. Rcall d ITVW. DUl ) U u ricvel CTC LWwuU L[=193 4N
a piece of work|of mine... people in a painting together and | know|you'd never see it because

) AT T -
haina Himid, Five, Actylic on cancas, 2011, 150x120cm. I'd been going to galleries in Britain since | was a child and | never

lecti £ Griselds Polloch 1 tothe City Art Gall Leed And latar thev never did? saw it | nainted somethinag that 'd never seen So then that's the
ion of Griselda Pollock on loan to the City Art Gallery, Leeds And later, they never did* saw it. | painted something that I'd never seen. So then that's the
conversation. Like, |et's|say|Five was talking about, thinking about,

No! And now it's sort of too late, because it would cost toomuch |what it meant to be Black|in Paris, but also about America and
fora ga llerv like that. Museums can push the price down but still about slavery and all that.

J
they could have got it for paying-a-bill kind of money. They show it

off now, you know. So in any case, she discovered that she did have ' Later, when you do see more pajntings of Black people in a gﬁ:llely,
power and influence, and was able to then bring in all sorts of con- | it’slabout not being.on show. It's about, there's room for you at that

versations. She could teach around it, which is why she wanted itup | table, draw up a chair. So you're in there and you can always enter

all the time, so she could be doing a class and she'd know It would | the conversations that are going on. And I think that’s a more likely

be there when she got there. Really, she was fantastically smart reading of it now. We're all used to seeing ourselves a lot more in
film or on television or in pictures. Itls not such an exotic thing any-
therevengeisus more.

Mentioning your series of five paintings, Revenge|(1992), to stay with | Do you think that your position has changed a lot with the Turner

the title for a moment—usually, the notion of revenge involves a defi- — Prize?
nite direction, an object. Revenge is taken on or|against., but once
again, your Revenge paintings look like a series of conversations.. Well, superficially, people are more interested intalking to me, they
Lleal hadl] +h DL 1] 1 Hy s 1
dairciimuoicin Uly U wildl/l a aerm . Dulti IUIIIeraIIy |91+ VIC LU
The revenge is us, still carrying on. Rape us, kill us, enslaye us—you | tellyou|in ten years! time, to know whether it made any kind of dif-

lo
could doall that, butwj;e still here and welre still in your space be- | ference. More people know about the work but the questions are

e
o

cause Vou wi
5

ore in cur space You were in ournlace and now we're not th different e auestions are still all ahaut [ “\WWhy o vou
cause vere in our space. You were in our place and now we're  not that different. The questions are still all about, “Why are you
in your| place. And the revenge is about still being here. It's like using Jt:ryl cs and why is there so much turquoise and what's the
that cut-out, We Will Be (1983). | see true revenge not as “You are  meaning of orange and you know, the rough edges of the collage
punchina me so Il nunch vou” but “You nun meso lthink of some  or why are vou juxtaposina this pattern onto that pattern”"—those
punching n I punchyou”, but “You punch me so | think of som r why are you juxtaposingthis pattern onto that pattern”—those
way that hurts more than if | were [to punch you back. It doesn’t | conversations are not taking effect. If you ask a painter painting

I

matter |if it takes me ten years, I'll think of it.” Not very nice. But |  questions, they'll give you answers that are related to painting,
never pretended to be nice. There's that phrase, in English anyway,  but if you ask painters questions about politics, you get inarticu-

about revenge... late answers because they don't speak|like| politicians or political

W
W
J




|
activists. They're not referencing that history and dipping in and Who has been an important source and inhuence for the way you think, work and live?

out of that theory so it's not so effective. But that's the way it is. So,

e +alkinag m
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t wmmmwmmwe orkiis the work Fu fa'Nsué Angu
h ng & ons—for all the

You said in your talk that times change. What does art mean to you

today? What sort of agen ra do you see for Black artists?

When | started. | called m))self a Black Wwomanlartist and there'd no = Which work of her art / literature / music / photography keeps resonating with you?

way that I'm ever going to change that. I'm not going to say, now

I've won the Turner Prize, that | don't want to be known as a Black “Freedom” in Sister Outsider, Ess 2y'S & E‘pemr\h S by Audre Lorde and Ekomo by Maria Nsué

woman artist, however much that tends to box you into a corner. It's

also adangerous place to be. You define an identity for yourselt and

Two or three
estions

then for forever we're not talking about collage, we're not talking

Which of her books did you always want to read, but never found a copy, the time, the entry point?

about the blue Zﬁﬁer or the acrylic paint. We're talking about Black
politics, and that's a dangerous thing to do, but | started doing it

s were only

and so I'm going to carry on doing it. When | think about the young-

©

Some of Audre Lorde's most essential writin blished in Spanish recently. N
)

q
J
nglish wasn't proficient enough to understand specific nuances until the mid-1990s.

<

er artists that are working now artd the artistﬁ in the 1950s that
W:leJﬁUlking hen, some of whom still ali y—if they don't

want to define themselves as Black artists, if they want to be known

1)

\
recall vividly the first time | ever read Audre Lorde. Her words have always struc .
Viy childhood was full of stories about Miriam Makeba, Gloria Fuertes and Maria Nsué Angt
owe to my mother and auntie Berta my passion for storytelling and oral traditions t
narrative and performativity surrounding the word.
%

because they are sculptors, because they are filmmakers, | think
\ 7 t

s there a work you would have wanted, but never managed to see properly?/in a well-equippe
a move in the right direction. cinema, or in @ museum? At the original performance instead of listening to the record?

But every now and again someone has to keep saying “And how is L J .. .
i ﬂl od.in the ATy T D Ry et oy p\., Z ng+ A e cven though | came across Maria Nsué Anglie—one of|the few modern female writers
this reflected in the wider discussions of things? Are those people = ; : .
still being left out of the conversations?” | would hope that there -quatorial Guinea— on several occasions, | would have loved to have had more conversations
would be a day when you wouldn't have to have that discussion, but with her about Bantu Existentialism and postcolonial literature. Her work never brought her th
vou can onlv not have that discussion when it doesn't matter anv- 1 A J Dark A

J J dlLUIdUCo Sl UcsSCiveu. Feiliaps, UIic u:ly..

J
more. Not everyone has to do it—artists are artists and all artists
m n

ostly want to make art. And | don't think artists should be boxed . . . . . . Loy
: Did you ever have a favourite heroine in fiction..., in reality..., in history?

into categories. You might talk abaut Polish artists if you're talking

to British people but within that history and within those series of

practices you wouldn't lump... I have many... some quite mundane.
There was a label for a very long time: Eastern European Art. A
yong p And who would that be?
But somebody else gave you that title. You didn't n yourselves
“artists from the east” because it's ridiculous, i 't make any Impossible to pick just one. Recently | read again, The Passion According to G.H. by Clarice Lispector. | have a
sense. So yes, of course it's important to mov > atime and ways felt both deeply disturbed by and attracted to G.H., the protagonist of the novel. Or, is it perhaps Lispector’
a place where the work is the work, and it moves you because it's P S N R AT R T T T N P S | A )
. . . CIH v 1 LU VIILIIU idLralladadoeio 11ic uic 11ivoLu.:
metimes some of us are there as a kind of reminder

«

r...notso much biggci'll:'u't ver) da_‘y’iaa' es. The
ot being recognised for thg contribution that's

the work. tut S0
— e ui&
everydayness of
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been made, whe

1
- ortant tha

D

ner by enslaved people or poorly-paid workers.

~+

that's arknowledaed everv dav Vou can't think
that's aCknowieagea, every Gay. You cantinink

of Britain without understanding that it is what it is and was what it

was because it needed the free and the poorly-paid work of every-

one to make it

1 The public iecture given by Lubaina Himid, ‘Pandora’'s Box: Coliage, Cut-outs
and Caricature” took place in the context of the exhibition NIEPODLEGLE. Women,

Independence and National Discourse, Museum of Modern Art in Warsaw, curated
by Magda Lipska.







