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				Land Acknowledgment 

				Sarah Lawrence College and Bronx Community College are located in Lenapehoking, close to Manahatta and east of Muhheakantuck (the river that flows both ways – or, the Hudson). Lenapehoking is the ancestral, present, and future homelands of the Lenni-Lenape, who live here in Lenapehoking as well as among the removed Lenape nations located in the lands currently known as Oklahoma, Wisconsin, and Ontario.

				In a commitment to the continuation of Lenapehoking in the wake of settler colonial occupation, Sarah Lawrence College, in collaboration with Bronx Community College and the Center for the Urban River at Beczak, is involved in a Living Land Acknowledgment process, which works towards concrete and meaningful actions, in collaboration with Lenape peoples, to further Lenape relationships to ancestral lands. The living component of the acknowledgment means that it is relational – reflective of and responsive to an ongoing, open-ended dialogue. As part of the work of acknowledgment, we encourage you to support the Lenape Center, a Lenape-led organization committed to “continuing Lenapehoking through community, culture and the arts” (https://lenape.center).
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				Introduction: Care and Climate Justice

				Sarah Hamill and Izzy Lockhart 

			

		

		
			
				Art is part of the struggle to reclaim a future that is not about the future at all but a present in which Indigenous territories, stories, bodies, and sensualities are unoccupied and uncivilized: I want to live there; that is where I live.1

				— Joanne Barker, “Decolonizing the Mind,” 2018

			

		

		
			
				To care — as labor, as ethic, as the quite unglamorous, every-day reproduction of life — is critically undervalued and un-recognized. On occasion the absolute everywhereness of care slips into mainstream visibility: the start of the Covid-19 pan-demic was one such moment, when a crisis in the racialized and feminized economy of care was thrown into harsh relief. Care needs dramatically outstripped resources, and tradi-tional institutions for providing care — the state, the market, the nuclear family — were found to be lacking, or stretched. Care, as a problem, was suddenly visible on a large scale.

				But we’re talking in generalities. For so many, the start of the Covid-19 pandemic exacerbated an existing care crisis. For so many, care has always been fraught. For so many, care has been something you do for little or no compensation, but not something you reliably receive. It’s in these zones of manufactured scarcity that counter-discourses and practices of Black, Brown, Indigenous, disabled, queer, immigrant, and feminist care exist. On the experimental, improvisational care webs of the disability justice movement, for example, Leah Lakshmi Piepzna-Samarasinha describes the “ways we are attempting to dream ways to access care deeply, in a way where we are in control, joyful, building community, loved, giving, and receiving, that doesn’t burn anyone out or abuse or underpay anyone in the process” as alternatives to the abusive systems of the state or “often, our biological families — the two sources disabled and sick people have most often been forced to rely on for care.”2

				Like the pandemic, climate change can be read in terms of a planetary care crisis, exposing and making visible a system-atic devaluation of care in the past century and the gener-ation of unfathomable care needs in this one (including, as we have good reason to fear, care needs related to more regular pandemics).3 Likewise, the expertise and vision for caring otherwise on a rapidly changing planet can be found among those who have long endured environmental crises on this continent, now centuries deep into settler colonialism 

			

		

		
			
				1. Joanne Barker, “Decolonizing the Mind,” Rethinking Marxism: A Journal of Economics, Culture & Society Vol. 30 No. 2 (2018). Accessed April 11, 2024 https://doi.org/10.1080/08935696.2018.1502308

				2. Leah Lakshmi Piepzna-Samarasinha, Care Work: Dreaming Disability Justice (Arsenal Pulp Press, 2018), 33.

				3. On this process of devaluation, Nancy Fraser claims that “every form of capitalist society harbours a deep-seated social-reproductive ‘crisis tendency’ or contradiction: on the one hand, social reproduction is a condition of possibility for sustained capital accumulation; on the other, capitalism’s orientation to unlimited accumulation tends to destabilize the very processes of social reproduction on which it relies.” Nancy Fraser, “Contradictions of Capital and Care,” New Left Review 100 (July/Aug 2016). In an ecological sense, capitalism’s attack on social reproduction manifests in its externalization of the costs of carbon-based fuel into our common climate, the toxification of lands and waters, and its depletion of human and more-than-human capacities to engage in reciprocal care activities.
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				and racial capitalism. The hijacking of foodways, the toxifica-tion of water and air, attacks on shelter and stability, attacks on social reproduction, the fostering of illness and disease, forced displacement — all such environmental crises were familiar to Black and Indigenous communities centuries before the accepted beginnings of the “climate crisis.” At the time of writing, all of the above are now inflicted on Gazans in a convergence of violences that must be emphasized as environmental if we are to begin to unravel all the many ways that state violence has an environmental aspect, and all the ways that environmental disaster is not “natural” disaster.

				Since care as an idea is politically neutral — for who doesn’t care for care, asks Shannon Mattern — we combine care with climate justice to emphasize the anti-colonial, anti-capitalist heart of the care traditions that inform this exhibition series.4 An injunction to care without critical rigor and historical analysis could mean almost anything. Of course, carbon-cap-turing techno-optimists arguably care about climate too. Let us not forget the harmful ways that “care” has been lever-aged in the service of Indigenous boarding “schools,” family separation, the asylum, paternalistic humanitarianism, the creation of national parks founded on Indigenous disposses-sion, and militarized border regimes — the latter especially pertinent in the era of climate change, as fascist solutions to “care” for national populations, by strengthening borders, are presented as an answer to climate refugees.5 But as María Puig de la Bellacasa reminds us, we should not “give up on care because it is enlisted in purposes we might deplore” but instead “have its meanings debated, unpacked, and reenact-ed in an implicated way that responds to this present.”6

				The Care and Climate Justice exhibition series is interested in modes of care in the present moment that are sensitive to long histories of environmental injustice, since it is impossi-ble to consider the climate of the environment without the climate of racism and settler colonialism, without the lega-cies of enslavement and the dispossession of Indigenous lands and waters. Christina Sharpe writes in In the Wake: On Blackness and Being that “the weather is the totality of our environments; the weather is the total climate; and the climate is antiblack.”7 We must therefore insist on climate and justice as inseparable terms. Climate discourse is dominated by an understandable urgency, a fixation on solutions, but care in this sense is an attention to everything– peoples, lands, ecologies, worlds, ways of being — at risk of getting forgotten or, worse, sacrificed in the rush to address our planetary crisis.8 Of course the mining industry is already talking about energy transition in terms of a critical-mineral gold rush.9 A “zero carbon” or “green” or “renewable” world can be just as extractive and colonial. 

			

		

		
			
				4. Shannon Mattern, “Maintenance and Care,” Places Journal (November 2018). Accessed April 11, 2024 https://doi.org/10.22269/181120

				5. Journalist Christian Parenti describes such climate fascism as “politics of the armed lifeboat.” Parenti, “The Catastrophic Convergence: Militarism, Neoliberalism and Climate Change,” in The Secure and the Dispossessed: How the Military and Corporations Are Shaping a Climate-Changed World, eds. Ben Hayes and Nick Buxton (London: Pluto Press, 2016), 35. 

				6. María Puig de la Bellacasa, Matters of Care: Speculative Ethics in More Than Human Worlds (Minneapolis: The University of Minnesota Press, 2017), 10.

				7. Christina Sharpe, In the Wake: On Blackness and Being (Durham: Duke University Press, 2016), 104. 
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				What would it look like to imagine a future that reckons with and cares for the injustices of the past and present? One such injustice is epistemological, in the settler refusal to recognize Indigenous peoples, cultures, and knowledges as both contemporary and future-bound. In response to this consignment of Indigeneity to an unchanging past, Cannu-pa Hanska Luger’s sculptural installation, Art-I-Fact (2020), insists on the contemporaneity, the nowness, of Indige-nous weapons, technologies, and tools. Art-I-Fact’s vibrantly colored ceramic shapes resist the historical deadening and capture of such objects when displayed in museums as eth-nographic installations. Not artifacts, these aesthetic objects have an active voice. 

				In a similar gesture, Luger’s video, Future Ancestral Technol-ogies: We Live (2019), depicts two figures wearing colorful regalia constructed from found sports equipment, pieces of crocheted blankets, and ceramics. They walk slowly through the land while a voice narrates a future in which Indigenous populations have remained behind on a devastated, extract-ed earth, left to create new cultures, new rituals of belong-ing to the land. A narrator describes this speculative future that exists after the end of colonization. The regalia is said to “blind us and make us deaf and prevent us from talking. They remove all the senses that we invested in as human be-ings and force us to feel once again.”10 The regalia produces a world of attentiveness and healing, a world that does not align with the scenes of post-apocalyptic violence that tend to dominate American cultural imaginaries of climate break-down. Instead, Luger conjures scenes of true Indigenous and planetary liberation now that “the colonizer has left” and “all the notions of land ownership are gone.” Luger’s future is grounded in the past and present, in the recognition that Indigenous peoples “have survived so far,” have already survived and resisted centuries of the apocalyptic genocides of settler colonialism.11 As Grace Dillon, following the work of Anishinaabe scholar Lawrence Gross, explains: “Native apoc-alyptic storytelling [...] shows the ruptures, the scars, and the trauma in its effort ultimately to provide healing and a return to bimaadiziwin [the ‘good life’ and a state of balance, in the language of the Anishinaabe].”12 

				“We were not supposed to be here,” as Emily Johnson put it, describing her Quilt Beings (2022) as “maps to the future” or “endurance into the future.”13 Johnson and her collabora-tors organized numerous gatherings in which community members collectively stitched quilts, inviting people to write on individual square panels their wishes for the future. Writ-ing about one gathering with a group of refugees, Johnson describes listening and learning “about the boats some of them took, about no food for weeks, about not being able to 

			

		

		
			
				8. See Kyle Whyte, “Against Crisis Epistemology,” in Handbook of Critical Indigenous Studies, eds. Brendan Hokowhitu, Aileen Moreton-Robinson, Linda Tuhiwai-Smith, Chris Andersen, Steve Larkin (New York: Routledge, 2021). 

				9. For a report on the “gold rush” of energy transition, see Nick Bowlin, “A Good Prospect: Mining Climate Anxiety for Profit,” The Drift Magazine 10 (July 9, 2023). Accessed April 11, 2024 https://www.thedriftmag.com/a-good-prospect/. 

				10. For the full text, see page 57 in this volume. 

				11. Cannupa Hanska Luger, as quoted in Bella Trigg, “These Native Artists are Decolonizing the Future,” The New School Free Press, March 23 2024. Accessed April 12, 2024: https://www.newschoolfreepress.com/2024/03/23/these-native-artists-are-decoloniz-ing-the-future/.
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				stretch from a curled position unless a choice was made to lie in the water.”14 When worn by dancers, the colorful quilts cloak the performer’s body and tulle covers the face. Moving through everyday spaces, the Quilt Being tells a story of a being that has endured. In her book, A Billion Black Anthropo-cenes or None, Kathryn Yusoff points out that “If the Anthro-pocene proclaims a sudden concern with the exposure of environmental harm to white liberal communities, it does so in the wake of histories in which these harms have been knowingly exported to black and brown communities under the rubric of civilization, progress, modernization and capi-talism. The Anthropocene might seem to offer a dystopic fu-ture that laments the end of the world, but imperialism and ongoing (settler) colonialism have been ending worlds for as long as they have been in existence.”15 Black, Brown, and Indigenous futures emerge out of these histories, continu-ing and building worlds that have always existed alongside and outside of settler colonialism, that have endured any-way, in spite of it. Johnson’s day-long quilting events model forms of gathering and belonging that take place outside of extractivist, proprietary visions of land, home, and being.16 Such gathering is a manifestation of the cultural and political practice of “Native survivance” — what Anishinaabe scholar Gerald Vizenor describes as the “continuance of stories” and an “active sense of presence over absence, deracination, and oblivion.”17 

				Gathering is an ethic at the heart of Laia Cabrera and Isa-belle Duverger’s looped video installation, Perennial Land: The Data Forest (2024), which invites its audiences into a restful, contemplative, and immersive space, surrounded on three sides by lush images of Earth’s forest environments. These images are interspersed with climate data and scenes of human-planetary relations gone awry, the visual grammar of the Anthropocene. Cabrera and Duverger specialize in public, interactive video works that break down the “uni-di-rectionality” of artistic communication, so that audience members are positioned more as creative collaborators than an inert “audience.”18 Even as Perennial Land serves harsh reminders of anthropogenic destruction, it also summons hope for other ways of being. Over-stating human destruc-tion can reinforce an ideological binary of nature/culture and obscure long histories of reciprocal care on this planet; Perennial Land, on the contrary, both hails and builds a com-munity invested in responsible co-existence.

				These works model joy and pleasure as possible — even nec-essary — in the face of climate grief. Gathering her friends together in a ritual that centers Yoruba religious traditions, Courtney Desiree Morris asked them to coat their bodies in large quantities of honey, in and above a bathtub, resulting 

			

		

		
			
				12. Grace Dillon, “Introduction: Imagining Indigenous Futurisms,” in Walking the Clouds: An Anthology of Indigenous Science Fiction, edited by Grace Dillon (Tucson: University of Arizona Press, 2012), 9. 

				13. Emily Johnson, Lecture at Sarah Lawrence College, March 26, 2024. 

				14. Emily Johnson, about Quilt 2, see this volume, p. 43 

				15. Kathryn Yusoff, A Billion Black Anthropocenes or None (Minneapolis: The University of Minnesota Press, 2018), xiii. 

				16. Sarah Jane Cervenak writes of gathering as “imagin[ing] another kind of living, another kind of house and oikos, unmoored from an assertion of ownership or presumptive givenness.” Sarah Jane Cervenak, Black Gathering: Art, Ecology, Ungiven Life (Durham and London: Duke University Press, 2021), 16.

				17. Gerald Vizenor, “Aesthetics of Survivance: Literary Theory and Practice,” in Survivance: Narratives of Native Presence, edited by Gerald Vizenor (Lincoln: University of Nebraska Press, 2008), 1. 

				18. Laia Cabrera and Isabelle Duverger, Lecture at Sarah Lawrence College, March 26, 2024. 
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				in a five-channel video installation, Oñí Ocan (2023), here presented as one channel. Seen against a background of ka-leidoscopic images that transform through the video, bodies touch themselves, embrace, and take pleasure in the sticky sensuousness of the honey. Love, Morris has said, is the flip side of grief: “we can only grieve what we love,” what we care for — in this way, care becomes “a practice of refusal,” a way to resist settler colonialism’s systems of violence.19 Oñí Ocan disrupts Euro-American art histories that exoticize and objectify the body to instead imagine the body’s sensuous materiality and ecology. The work makes palpable concepts of ecosexuality, theorized by Beth Stephens and Annie Sprin-kle, who appears in the video — here the body is seen in its felt joy and tactile mess, questioning where “the body begins and ends.”20

				 There is a slowness to viewing this work, as we are plunged into a world of Black joy, of bodily sensation — a world Shanequa Benitez also constructs in paintings of her com-munity of Yonkers, New York in her series “But It’s Ours”: The Redline Between Poverty and Wealth (2023-24). Her paintings use collage techniques reminiscent of Romare Bearden — in one, newspaper articles about housing segregation and calls for equity form a background to the government’s 1930s neighborhood rating scale. In another, collaged faces shift in scale, bodies that are subject to police surveillance and discriminatory anti-loitering laws. In these works — which explore environmental injustice and “slow violence,” making visible the experience of extreme temperatures, the lack of access to green spaces, and inadequate healthcare that afflict low-income communities, all forms of systemic racism that stem from histories of redlining — Benitez also takes care to shed light on belonging, play, and pleasure.21 A group poses for a picture in a basketball court. Dancers, in pink, traverse the frame. Someone rests in front of a Bodega. These works ask viewers to slow down, notice, and listen to the sounds, textures, and sensations of Black life in Yonkers. Author Tina Campt defines a Black gaze as “not capitulating to only be known” by the forces of white supremacy. She writes of “the creativity, ingenuity, cunning, and courage that allow us to acknowledge the forces that would define us, and yet not succumb to that definition.”22 Benitez’s paintings and photographs visualize a community made invisible by histories of systemic racism and anti-black oppression, but do so through the framework of community, joy, and sensu-al, tactile pleasure. 

				Morris’s 2016-2019 photographic series, Solastalgia, also visualizes unseen histories, here of her familial hometown of Mossville, Louisiana, which was taken over by the petro-chemical industry in the 20th century.23 Morris pictured her-

			

		

		
			
				19. Courtney Desiree Morris, Lecture at Sarah Lawrence College, March 26, 2024.

				20. Annie Sprinkle, Beth Stephens, and Jennie Klein, Assuming the Ecosexual Position: The Earth as Lover (Minneap-olis: University of Minnesota Press, 2021), 189. 

				21. Rob Nixon defines “slow violence” as “a violence that occurs gradually and out of sight, a violence of delayed destruction that is dispersed across time and space, an attritional violence that is typically not viewed as violence at all.” Rob Nixon, Slow Violence and the Environmentalism of the Poor (Cam-bridge, MA: Harvard University Press, 2013), 2. 

				22. Tina Campt, A Black Gaze: Artists Changing How We See (Cambridge, MA: MIT Press, 2021), 23.
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				self inhabiting the empty spaces and places that her family used to live in and frequent: an empty lot, a pool, a church, an abandoned house. Wearing a hoop skirt, walking through a cemetery and a wooded area, she conjures an archive of a Black and Indigenous past. Responding to philosopher Glenn Albrecht’s term “solastalgia,” which describes “the dis-tress that is produced by environmental change impacting on people while they are directly connected to their home environment,” Morris’s series invokes a haunting loss of a fa-miliar landscape due to human-induced climate crisis.24 Her photographs invite us to see the living history of the land, a land marked by multiple histories of loss.25 

				In three woven textiles, Above Below (2020), Sarah Rosale-na pries apart the entrenched vantages and histories that shape past, present, and future visions of land, landscape, and place. As Rosalena describes it, these thick, large-scale textiles were “made using computer code to project and reshape satellite images of ice from the Mars Reconnais-sance Orbiter — a spacecraft orbiting Mars — from a neural network based on earth.”26 Woven on a mechanized Jacquard loom and a manual TC2 Digital Weaving Machine, the textiles mix computerized production with human error. In these translated images (in which one pixel becomes one thread), the colors blue and red infuse each other: Earth comingles with AI-generated images of Mars, a narrative of past and future settler colonialism. Installed at angles a short distance from the wall, the textiles are meant to be seen from both sides, with viewers encountering up close their confusing recursions of blue and red — whirling, churning, seeming to recede into a void and protrude as a topographical form. Rosalena used AI technology to disrupt technologies of mapping and satellite surveillance. She writes: “AI-generat-ed hallucinations of land decenter humans structured by hierarchies. They exist beyond the cartographic imagination and white-settler subjectivity.”27 What are the technologies, Rosalena asks, that shape settler colonial visions of the past and its imaginations of the future? The blurry, layered surfac-es of Above Below invite modes of viewing that exist outside of surveillance and cartography, asking us to see anew. 

				In the tactile, multilayered world that Gabriela Salazar con-structed in her Leaves series (2023-24) installation, the artist returns to the familial role of caregiving in the face of climate crisis and a pandemic, linking care to a “radically domestic ecological thought,” as Camille Dungy writes in her book Soil: “This planet is home to us all. All who live in this house are family. What folly to separate the urgent life will of the hollyhock outside my door from the other lives, the family, I hold dear.”28 Made by casting sheets of water-soluble paper with things tied to her intimate world — leaves and branch-

			

		

		
			
				23. Courtney Desiree Morris, “Seeing Stories Beneath the Surface,” NACLA: Report on the Americas (Fall 2021), 283.

				24. Glenn Albrecht, Gina-Maree Sar-tore, Georgia Pollard et. al, “Solastal-gia: The Distress Caused by Environ-mental Change,” Australasian Psychiatry Vol. 15 No. 1 (2007). Accessed April 11, 2024 https://journals.sagepub.com/doi/10.1080/10398560701701288

				25. As Morris writes, “my goal with this work is to incite the viewer to cultivate a visual reading practice that allows you, as Heather Davis suggests, to ‘[see] a disappearance.’ I want the viewer to become practiced in seeing the unseeable.” Courtney Desiree Morris, “Seeing Stories Beneath the Surface,” NACLA: Report on the Americas (Fall 2021), 287.

				26. Sarah Rosalena, in “Collapsing Por-tals: A Conversation about Geographic Imaginaries: Sarah Rosalena and Kathryn Yusoff,” Sarah Rosalena: In All Directions, ed. Kris Paulsen (Columbus: Columbus Museum of Art, 2023), 17. 

				27. Ibid., 19. 
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				es, food scraps, her architect parents’ drawing stencils, rusty nails, screws, hinges, and brackets, and her daughter’s build-ing toys — these paper sculptural reliefs appeal to a haptic knowledge of the world and call attention to the values of small things. The surfaces of the Leaves series also hold the colorful stains of objects like nails and purple onions, and bear the imprints of objects, as Salazar made rubbings of leaves and stencils on top of the cast paper. Molded, rubbed, and made to bleed into the page, the things of her domes-tic and familial space are doubly or triply indexed. Hung on four walls to mimic the windows in the artist’s apartment, the Leaves evoke an enclosed room. With Brio bricks and wood-en train tracks, the works cite the acts of care that go into maintaining a home with a small child — the slow observa-tion of time passing that can be one experience of caregiv-ing. Fragile and fleeting, Leaves also echoes the impossibility of holding onto the ephemeral material world. Care here is an attentiveness to the present moment: it is to observe the world from the inside out. 

				To care for another being, thing, or place is to unlearn the individualism, profitism, and colonization that is central to racial capitalism. It is, as Achille Mbembe says, to “open one-self up to the possibility always already there of becoming (an)other.”29 These artworks suggest a decolonial, planetary aesthetic of “radical openness of and to the world, a deep breathing for the world as opposed to insulation,” as Mbem-be describes it.30 They imagine modes of kinship and collab-oration, envision alternate futures that are informed by, and seek to undo, histories of violence, and activate slowness and attentive looking and listening as movements towards repair. 

			

		

		
			
				Sarah Hamill is Professor of Modern and Contemporary Art and Noble Foundation Chair in Art and Cultural History at Sarah Lawrence College. She is one of the co-coordinators of the Mellon Foundation “Humanities for All Times” grant for the Sarah Lawrence Interdisciplinary Collaborative on the Environment, in collaboration with Bronx Community College. She teaches and writes about modern and contemporary sculpture and photography. 

				Izzy Lockhart is a 2022-24 Mellon Postdoctoral Fellow in the Sarah Law-rence Interdisciplinary Collaborative on the Environment. In Fall 2024, Izzy will take up a position as Assistant Professor of English at New York Uni-versity. Izzy researches and teaches twentieth-century and contemporary literature across the fields of the environmental humanities, energy studies, and Native American and Indigenous studies. 

			

		

		
			
				28. Camille Dungy, Soil: The Story of a Black Mother’s Garden (New York: Simon and Schuster, 2023), 130. 

				29. Achille Mbembe, “Thoughts on the Planetary: An Interview with Achille Mbembe,” New Frame, 6 September 2019. Cited in Judith Butler,: “Creating an Inhabitable World for Humans Means Dismantling Rigid Forms of Individuality,” Time Magazine, April 21, 2021. 

				30. Ibid.
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				Detail from, Courtney Desiree Morris, Guardian, Solastalgia series, 2019, Courtney Desiree Morris 

				photograph printed on canvas. 
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				Shanequa Benitez personifies the resil-ience inherent in adversity. Through her art, Benitez not only reflects the essence of contemporary times but also embraces it as a medium for personal storytelling, en-abling her to reclaim her narrative on her own terms. Raised in the housing projects of Yonkers, NY, she confronted the harsh realities of drugs from a tender age. At the age of 18, she became entangled in the drug trade, an unfortunate turn of events that resulted in a broken jaw stemming from a botched transaction. Witnessing the loss of friends to violence or incarceration served as a profound awakening for her. In 2010, Benitez’s transformative journey found a pivotal moment when she was fea-tured in the documentary The House I Live 

			

		

		
			
				In. This influential film shed light on Amer-ica’s ineffective and costly War on Drugs, as well as its dysfunctional prison system. Benitez attributes her involvement in this documentary as a catalyst that forever altered the trajectory of her life. Today, she channels her focus into artistic endeavors encompassing painting, photography, and writing. Additionally, she has ventured into the realm of clothing design. In 2021, she was the inaugural artist-in-residence for the nonprofit Yonkers Arts and the Munic-ipal Housing Authority for the City of Yon-kers (MHACY), and in 2023, she had a solo exhibition at Yonkers Arts. She is a member of Groundwork Hudson Valley’s Climate Safe Yonkers Task Force.
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				Shanequa Benitez, interviewed by 

				Nina Serrano ‘25

			

		

		
			
				SB:

				My name is Shanequa Benitez. I’m from Yonkers, New York, and I am getting ready to showcase “But it’s Ours”: The Red Line Between Poverty and Wealth here at Sarah Lawrence College. 

				NS:

				A lot of your work deals with issues of envi-ronmental injustice and redlining. It might be the case that some people don’t know what redlining is. Could you please outline what redlining is, in your own words? 

				SB:

				Basically the federal government created a plan to go around to neighborhoods and “zone” them. The best neighborhoods were, I think, green or blue, and then the worst neighborhoods were yellow or red. The areas that were literally circled red on the maps were areas where Black and Brown people lived. 

				So basically, redlining was that. They used these maps to refuse people loans for homes and businesses from an equitable standpoint. It started as just that, and over time, it grew into environmental injustice: food deserts, zoning. All of these entities have worked together with these maps to create a huge gap that is so far beyond equity now. 

				NS:

				Do you think you could share some of your first experiences with redlining? 

				SB: 

				My first experience with redlining is being from Yonkers, New York, a place that is famously known for the desegregation case that started in 1980 and did not finish until 2007. I didn’t know about redlining until I re-

			

		

		
			
				ally started doing the research for the show, but it made me think back to times, growing up, seeing how things were in Yonkers. Black and Brown people occupy one side of Yon-kers and Caucasian people live and occupy a different side, the nicer side. 

				For me it’s just everyday life. When you grow up in those types of environments, you start to see different things. From a healthcare perspective, most Black and Brown commu-nities have higher rates of asthma and aller-gies. Whether it’s here, whether it’s Oakland, whether it’s Baltimore, wherever you see a high population of Black people, more than likely the majority of them have asthma and allergies. 

				NS: 

				How has redlining affected who you are today?

				SB: 

				Redlining has affected who I am today from a health perspective. Growing up in the area that is industrialized, the environment plays a huge role. So I have asthma, I have aller-gies, and I’ve developed other autoimmune diseases. 

				Also, I’ve realized that this is a purposeful work for me. I love history. I love knowing where I come from. I’m a strong believer in, if you don’t know where you come from, then you can’t possibly understand where you’re going. So I think that it’s imperative to understand things that have come before me and being from the community I’m from. Redlining is the main thing. When you think about having access to quality foods, having major highways running through your com-munities, extreme heat, extreme flooding, all of these are things that go hand in hand with redlining. So, yeah, this affected me just living and being.
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				Ghetto Pools

				Done in residency at Yonkers Arts, 2021-2023 Molding and cracking paste, spray paint, oil paint sticks, and acrylic paint on canvas

				Photo: Conner Crosby
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				Grading System

				Done in residency at Yonkers Arts, 

				2021-2023

				Collage and acrylic paint on canvas

				Photo: Conner Crosby
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				NS: 

				What impacts have redlining and climate injustice had on your work?

				SB: 

				Two years ago, I went to the Greater Green conference in Philadelphia and I realized there was a void of Black and Brown people in these spaces. I realized at that moment that I’m being brought into this work from an environmental standpoint for a reason. It’s my duty. Just like Nina Simone said, the artist’s job is to tell the times, show the times, reflect the times. 

				The more I dove into redlining, the more I realized that it’s alive right now. The health-care system and extreme heat go hand in hand. From an environmental standpoint, you look at the maps, all of those redlined maps, and you’re looking at the communi-ties experiencing the most extreme heat. These redlined areas are not by coinci-dence. People are zoned into these areas, purposely. The more research I did on both topics, the more I felt like it was just starting to call me, the work.

				NS:

				I think your work is very meaningful and has a big impact on young people. I was wondering if you agree with that? What is your intended impact on your community through your work?

				SB:

				I definitely think that my work is impacting the community already. I think that being from a predominantly Black and Brown community and being an artist, that already has given so many people inspiration. A lot of kids … we grow up in these commu-nities and we feel like we could either play sports or, on the artistic side, we could make music, and we don’t realize there’s so much more to art than just making music. I think that I have opened that door for a lot of people, for the next generation, and the generation after that. 

			

		

		
			
				I want people to learn and think. My work is like a call to action. I want people to feel in-spired by the work that I’m doing and want to get involved.

				NS:

				How would you describe or define your style? What’s your trademark? 

				SB: 

				The way I would define my artistic style is no ceiling, no box. Free. As artists, we go through that imposter syndrome, when we feel like we don’t belong, when we see somebody’s work and we try to mimic it. But like the great Picasso said, good art-ists borrow, great artists steal. Everybody is gonna do the same thing, so it’s about how you do it. That’s what I take from that quote. Over the years, through the different inspirations of some of great artists, I have found my own style. And I define it as me, just Shanequa. I think that when people see my work, from my handwriting, to the way I use proportions, and the way I use color, I think people just feel my work is different. I take inspiration from all the greats and I’ve made my own creative conceptual content. It’s layered. It’s unique.

				NS:

				What impact do you think exhibiting your work at Sarah Lawrence could have?

				SB:

				I think that exhibiting my work at Sarah Lawrence is an opportunity for the student body to learn, an opportunity to gain more clarity on what redlining is. That way it’s not somebody in the classroom telling you, but a visual exploration of redlining. There’s no greater teacher than experience. When you hear from somebody who still lives in it, that’s priceless. 

				Sarah Lawrence is in Yonkers, and it’s funny how they say it’s only in Bronxville. For me, Sarah Lawrence is a very prestigious school, one of the most prestigious schools in the country, in the world. It’s world-renowned. 
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				It’s like the Harvard of Westchester. So, on a personal level, since an institution like this has given me an opportunity, that’s just going to open the door for other institutions and museums and so on and so forth. 

				NS:

				What does this exhibition mean to you? 

				SB: 

				With this exhibition I want to continue to push the narrative here and other places, continue to educate people, continue to push forward that there’s something hap-pening here, and that we all need to take heed of it. We all need to know that redlining is beyond equity. It’s beyond equity, and it’s not just about being denied loans for homes and businesses. It is deeper than that. It’s in the air we breathe in, the food that we have access to. Just continuing to educate people is the most powerful thing we could do with this show.
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				Installation view, “But It’s Ours”: The Redline Between Poverty and Wealth (March 5-April 10, 2024)

				The Barbara Walters Gallery, Sarah Lawrence College

				Photo: Conner Crosby
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				Under Surveillance

				Done in residency at Yonkers Arts, 2021-2023

				Collage, oil paint sticks 

				and acrylic paint on canvas

				Photo: Conner Crosby
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				Shanequa Benitez: 

				“But It’s Ours”

				Karintha Lowe
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				Shanequa Benitez works across multiple media forms–most often, acrylic paint, oil sticks, textiles, and newspaper–in order to convey the multilay-ered experience of moving through an oftentimes hostile and hazardous world. Primarily concerned with the impacts of environmental racism on urban spaces including her hometown of Yonkers, New York, Benitez turns to the canvas to interrogate the intertwined themes of climate change and social injustice. At the same time, her richly textured works reflect the vibrancy of lives built within the constraints of the ongoing climate crisis. Rendered in monumental scales, Black and Brown figures stand in front of bodegas, recreation centers, and churches–the shared spaces where Benitez and her community have long gathered and made distinctly their own.

				 

				Benitez was born in Yonkers in 1988 and grew up during the heyday of early hip hop. Her father was a graffiti writer, and Benitez recalls a childhood home filled with his doodles and sketches. As soon as she could, Benitez began creating art of her own: she painted on her cloth-ing and alwways carried a camera to document the world around her. As a student at Saunders Trade and Technical School, Benitez focused on graphic design, an emphasis that still informs her desire to play with proportion and to balance negative and positive space throughout her compositions. And when, at age 18, Benitez became involved in the drug trade, she found that painting provided a way to make sense of the loss of her friends to violence and incarceration. Benitez’s current practice reflects these distinct elements of her life, as she views the canvas as a space to bridge her personal history with larger social and environmen-tal movements.

				“But It’s Ours”: the Redline Between Poverty and Wealth, models her activ-ism-as-art praxis. Inspired by research Benitez conducted as a member of Groundwork Hudson Valley’s Climate Safe Yonkers Task Force, “But It’s Ours” approaches Yonkers as a landscape profoundly marked by climate injustice. Beginning in the 1930s, Yonkers was divided by racist housing policies that effectively segregated the city by denying mortgages and insurance loans to Black buyers attempting to purchase in historically white residential areas. As a direct result of these practices, many current Yonkers residents experience food insecurity, poor access to health care, and a lack of public green spaces. In this way, redlining has also quite literally impacted the ecology of its landscapes, as redlined communities encounter higher temperatures and an increased risk of flooding when compared to “green-lined” white neighborhoods.

				 

				Benitez engages the history of redlining in both content and form. Here, her continued use of the color red functions as both a reference to the discriminatory policy as well as a way to infuse scenes with a sense of a heavy and oppressive atmosphere deeply tied to the embodied ex-
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				perience of breathing polluted air. In “We Can’t Breathe,” for example, Benitez recontextualizes the chant most often associated with the Black Lives Matter movement. Asthma inhalers and buildings free float across a textured red landscape, reminding us that clean air is a precious resource– one that redlining has made impossible to access within its boundaries. Other works, including “Under Surveillance” and “Grass-fed Scraps (Pork),” likewise revolve around questions of access and equitabil-ity, as Benitez collages text and figurative drawings in order to query the impacts of environmental racism on her community.

				 

				Benitez’s photographic works– newly created for this exhibition– provide a thematic and aesthetic counterbalance to her canvases. Taken with her grandfather’s Vivator 35 millimeter camera, the images document friends and family members in everyday scenes of leisure and laughter. Through light-filled compositions and muted, sepia-toned color schemes, the images relay a sense of easy community, as subjects lean back against a doorway or stroll across a street. Other images of city blocks and building facades speak to Benitez’s own personal history: the spaces 
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				The Neighborhood 

				Done in residency at Yonkers Arts, 2021-2023

				Photo: Conner Crosby
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				Yonkers

				Done in residency at Yonkers Arts, 

				2021-2023 Collage, acrylic paint and spray paint on canvas

				Photo: Conner Crosby
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				that shaped her childhood and now inform her desire to preserve her community through her art. In one photograph, a man stands at a literal crossroads. Adorned in a red cap and shorts, he looks to the left and prepares, perhaps, to cross the street. Placed beside her canvases, these photographs depict the everyday moments of rest and play that unfold continually and powerfully against the currents of the ongoing climate crisis. As Benitez writes in her artist’s statement, “Even when faced with adversity, denial, and the lack of resources, POC have learned to be resil-ient. One thing most POC share is pride for their community and neigh-borhood, because IT’S OURS!”

			

		

		
			
				Karintha Lowe is a Mellon Postdoctoral Fellow in the Public Humanities, jointly appointed at Sarah Lawrence College and the Hudson River Museum. She earned her PhD in American Studies at Harvard University. An interdisciplinary scholar and curator, she has also held fellowships at the New York Historical Society and the Museum of Chinese in America, where she developed public programming and exhibitions on Asian American Multimedia Art.

			

		

		
			
				Bodega

				Done in residency at Yonkers Arts, 

				2021-2023 

				Acrylic paint and oil paint sticks on canvas

				Photo: Conner Crosby
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				Emily Johnson is an artist who makes body-based work. She is a land and water protec-tor and an organizer for justice, sovereignty and well-being. Emily is a Bessie Award-win-ning choreographer, Guggenheim, Native Arts and Cultures Foundation, and United States Artists Fellow, and recipient of the Doris Duke Artist Award. She is based in Lenapehoking / New York City. Emily is of the Yup’ik Nation, and since 1998 has created work that considers the experience of sensing and seeing performance. Her dances function as portals and care proces-sions, they engage audienceship within and through space, time, and environment— in-teracting with a place’s architecture, peo-ples, history and role in building futures. Emily is trying to make a world where per-formance is part of life; where performance is an integral part of our connection to each other, our environment, our stories, our past, present and future. 

				Her choreography and gatherings have-been presented across what is currently called the United States and Australia. Her large-scale project, Then a Cunning Voice and A Night We Spend Gazing at Stars is an all-night outdoor performance gathering taking place amongst 84 com-munity-hand-made quilts. It premiered in 

			

		

		
			
				Lenapehoking (NYC) in 2017, and was pre-sented in Zhigaagoong (Chicago) in 2019. She choreographed the Santa Fe Opera production of Doctor Atomic, directed by Peter Sellars in 2018. Her new work Being Future Being, premiered on Tongva Land in Los Angeles in 2022. Emily’s writing has been published and commissioned by The Open Society University Network’s Center for Human Rights and the Arts, ArtsLink Aus-tralia, unMagazine, Dance Research Journal (University of Cambridge Press); SFMOMA; Transmotion Journal, University of Kent; Movement Research Journal; Pew Center for Arts and Heritage; and the compilation Imagined Theaters (Routledge), edited by Daniel Sack. Emily hosts monthly ceremoni-al fires on Mannahatta in partnership with Abrons Arts Center and Karyn Recollet. She was the Pueblo Opera Cultural Council Dip-lomat at Santa Fe Opera 2018-2020, and a lead organizer of First Nations Dialogues. She was a co-compiler of the documents, Creating New Futures: Guidelines for Ethics and Equity in the Performing Arts and Notes for Equitable Funding, was a member of Creative Time’s inaugural Think Tank, and serves as a working consortium member for First Nations Performing Arts.
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				Emily Johnson, interviewed by 

				Soah Blake ‘26

			

		

		
			
				SB: 

				Can you share more about your experience of dance as a form of artistic expression?

				EJ: 

				Dance, to me, is a vital force. It is much more than the actions that happen during per-formance, much more than the movement bodies make. It is every kind of way that we communicate, it is intentional and purpose-ful action. Because of that, it can and does make impactful and important shifts in the world’s consciousness. And it does that – makes those shifts. It does that in a cellular way. 

				I am also clear about what dance is not. It is not, to me, something solely “performed,” and it is not something that, as an audience member, one “takes.” Dance is not some-thing done without care or without clear intention, without a process of relating to where and with whom – humxn, more than humxn, ancestor, or thought – one is danc-ing with.

				SB: 

				One of the things I really loved, looking at the span of your work, was this cross-sec-tion of different arts forms. How does your practice intersect with other art forms, such as the quilts and Being Future Being? 

				EJ: 

				In a similar way that I think of dance as everything, I think, too, that it can encom-pass everything, it can be anything. So, years ago, when I started to think about sharing story and text during performances, I thought about my mouth and the way this part of my body might share information. It was a thought of technique – I might craft or share particular movement through my stomach, torso, arms, and that didn’t seem 

			

		

		
			
				so different to how I might attempt to craft sound and words coming through my throat and mouth. So then this thinking extends to other movement we might craft, like making quilts, or catching fish and tanning the skin, planting a tree, making a fire, or making a feast and sharing it with community. There is a story in one of my works that speaks about how amazing it is that from the tips of fin-gertips – these tiny parts of our bodies – we can start to do incredible things, like move dirt. So these actions that extend from our bodies, out into space, they have effect, they continue and reverberate and sometimes breathe, and again, to me, this is dance. 

				The quilts themselves are part of an ongoing project that started in 2012 or 2013. They have been stitched and sewn in multiple geographies on multiple continents by hundreds of people. There are 84 quilts in this series, designed by Maggie Thompson. When laid together, they form one compre-hensive design that is particularly stunning. We created them over many, many sewing gatherings, some informal, some durational, some during feasts, discussions, conversa-tions. They’ve housed multiple performanc-es – from Then a Cunning Voice and A Night We Spend Gazing at Stars, the all-night, outdoor performance gathering they were made for, to the monthly Kinstillatory Fires held at Abrons Arts Center on the Lower East Side of Mannahatta. Recently, Korina Emmerich worked with the quilts to design the Quilt Beings – three larger-than-life gestures that emanate sound, futurity and alter the landscape of a stage when activat-ed by Stacy Lynn Smith, Ashley Pierre-Louis and Sugar Vendil during Being Future Being. The quilts are also activated by the visions people have transcribed onto them – decid-ed desires for the well-being of self, chosen family, community, world. A student once 
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				Quilts and Quilt Beings, by Emily Johnson / Catalyst with quilt designs by Maggie Thompson and Quilt Being design by Korina Emmerich. Installation view, Groundings: Care and Climate Justice (March 26-May 12, 2024), The Gallery at Heimbold, 

				Sarah Lawrence College 

				Photo: McKinzie Trotta
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				Quilts and Quilt Beings, by Emily Johnson / Catalyst with quilt designs by Maggie Thompson and Quilt Being design by Korina Emmerich. Installation view, Groundings: Care and Climate Justice (March 26-May 12, 2024), The Gallery at Heimbold, 

				Sarah Lawrence College 

				Photo: McKinzie Trotta
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				Emily Johnson / Catalyst, 24-Hour Community Visioning Session and Sewing Bee, with quilt designs by Maggie Thompson. Presented as part of Northern Spark, Minneapolis / 

				Mni Sota Makoce, 2016.

				Photo: Erin Westover
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				Emily Johnson / Catalyst, Being Future Being: Inside / Outwards.

				Performance view with Quilt Being Land, worn by Ashley Pierre-Louis, and audience. Presented by BroadStage at Santa Monica College/ Yaanga, 2022.

				Photo: Sky Schmidt
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				looked at the quilts after some time sewing and said, “Oh, I see. These quilts are like maps to the future.” And I see that too. I see all the possibility wrapped up in those stated visions, held by those quilts, ready.

				SB: 

				I would love to hear more about how com-munity plays into your practice, specifically in the making of Being Future Being.

				EJ: 

				I want to make performance gatherings that are part of the world, not tucked away inside a theater, separate from it. Gathering with people in the process of making and shar-ing performance is essential to me, it’s what makes the dance make sense in a visceral way, in a way that moves through our cells. My dear colleague, Karyn Recollet, and I think a lot about the invitation, a particular form of care. I want my works to incite a way of being in relation – a considered rela-tion – between and amongst the folx who have chosen to gather, and equally with the land we are gathered on. From here there is so much possibility. We have daylighted streams, planted trees, built bicycles, moved across cities, under rivers and over moun-tains; created new knowledges, oriented our cells to justice, conjured joy…there is cele-bration here in the possibility. Challenge too. I specifically challenge settler audiences, sometimes with a provocation, but some-times I think it is just the work doing what it intends – disrupting set or colonial notions of “world.”

				SB: 

				I’ve noticed futurity is a theme running through your work. In what ways do futurity and dreaming coalesce during your practice of making dance?

				EJ: 

				Oh, that is such a beautiful question! Making Being Future Being, and making these quilts, taught me dreaming/visioning/planning/conjuring are not acts done for a distant future that may/hopefully be better. They 

			

		

		
			
				are acts done in the present to create that future, now. Futurity and dreaming coalesce in our actions, in what we perceive and how we live. In so, we become students of, agents of, transformation. That’s why I make performance work. There’s so much that needs to transform – moment by moment. Our bodies and the ways our bodies are part of understanding, ushering, and creating that transformation cell by cell is powerful. In that, we are always fighting for a better future – now.

				SB: 

				What is the effect of focusing on futurity in such uncertain times?

				EJ: 

				There is a score we do, I’ve mentioned it a few times here…It’s a score wherein we orient our cells to justice. Our millions of cells. All of them. We’ve spent years in this practice. Learning how. And isn’t that an extraordinary part of what transformation could be? Imagine if everyone, everyone could orient all of their cells to justice. What moment, what future, what present would that generate?
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				In Search of the Overflow

				Camille Georgeson-Usher
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				What is the shape of a future that overflows with the expanses of our joy? Overflowing beyond the threshold of stagnant boundaries of what it means to be a being, but instead as a future being.

				There is a word for the distinct smell that occurs as the ground begins to soak up rain. I will not reiterate that word here as its qualities and rhythm remove the poetics of this moment. The scent of rain seeping into the ground, sliding down the edges of rocks, filling the woven threads of moss, dusting my eyelashes then down into my brown skin, shows us how rain is a gathering of bodies. Bodies beyond mine. But instead presents shifting ethereal connections for worlds to collide—sometimes through the trail of one drop of rain—building a futurity beyond language, but perhaps through the intersection of bodies that flow past notions of self as a singularity.

				As part of the process of assembling Being Future Being, Yup’ik dancer and choreographer Emily Johnson facilitated moments of collective thinking, movement, listening, gath-ering, breathing that raveled and unraveled the “speculative architecture of the overflow.”1

			

		

		
			
				1. Emily Johnson, “Being Future Being,” Catalyst Dance, n.d., https://www.catalystdance.com/being-future-being. Here, it is described that the “Specu-lative Architecture of the Overflow” is a community process for gathering in what is referred to as an effort of resisting a singular moment but that of an ongoing otherwise. The process for considering this concept as a framework was a collaborative effort of thinking, working, and gathering.

			

		

		
			
				To Speculate: To work to understand the nature of something / to create theory.

				Architecture: To create shape, to find structure – the structure of any thing.

				Overflow: Refusal of containment, an insistence of our beyondness.

			

		

		
			
				I remember when we were thinking together around some of the ideas that folded into 

				Being Future Being, Emily was attempting to embody a tree reaching towards the cosmos. 

				The shape of a tree, we discussed, is more than its physical matter. 

				The shape of a tree is an atmosphere that echoes the call from celestial bodies. 

				The shape of a tree is more than our perception of what it is or what it should be. All beings are more than their physical matter as we are taught by the rain.

				Bodies become method—bodies flowing beyond structure, bodies that become the shapes of the universe. What happens when our bodies find the essence of trees? Will we too be removed and used?

				we breathe collectively	

				towards

				a futurity.

				and in that futurity, we breathe deeply, the scent of rain as it weaves its way into the porous terrain, it flows over and beyond.

				we must not forget that we, like the rain, cannot be contained.

				we must not forget.
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				Being Future Being unfolds in layers. It is a peeling away, not to be forgotten but to make space for new layers to grow. Being future being is the new growth—it is the possibility for that which may grow next. I recall going to see Being Future Being in New York City at Live Arts in 2022 and I will recall moments here:

				We all waited in the lobby.

				Voices reverberated upwards, swimming through the ether.

				I remembered thinking how it can often feel so quiet even when there is sound every-where.

				Yet sound builds upon itself.

				There was a singular moment of recognition.

				A moment of recognizing a change of presence. An addition to an already full space.

				A singular moment where the crowd starts creating a new shape.

				Where we huddle closer for a path to open elsewhere—and through this path, Emily emerged.

				She came through the crowd with calm graceful movements towards the street in front of the theater.
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				Kinstillatory Mappings in Light and Dark Matter, held by Emily Johnson and Karyn Recollet. Presented by Abrons Arts Center,

				NYC/ Lenapehoking, 2021. Photo by Ash Gilbertson.
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				The moment was that of anticipation and through it we found a shape of anticipation without meaning to.

				We looked on. Waiting. Watching.

				Her at the edge of the street pacing with a megaphone, us attentive. 

				Until finally, she jumped on top of a car and began stomping.

				I am remembering this imperfectly, which feels now like it was an act of witnessing without the invitation to do so. Yet the persistent stomping still feels now like a cosmic shift.

				In Being Future Being, Emily speaks to a sense of moving in-between and of mov-ing towards a futurity. The quilt beings become and remain in a state of becoming otherwise. They are liminality as they are layers towards a future. As an accumu-lation of layers, a quilt becomes the representation of its composition, of the materials that builds its substance. The dancers moved these quilt beings, shift-ing the rhythm of the space. As they traveled across the floor the beings’ fabric shifted. The fabric pulled and gathered materials from the ground. Folds of the quilts allowed the beings to change shape and in doing so we were able to sense how the layering, the stomping, the vibration was the echo for becoming a future being. That in the folds of the fabric we might find what we are looking for as we collectively search for our senses of the future.

				I wonder if it is possible to ravel while unraveling? Through Being Future Being, we might sense how stewards of land are the overflow for the future and that if we ravel while unraveling, we might be actively building that future. My own unravel-ing felt like a relief. Like letting go in order to rebuild anew. 

				. . . . . . . . .

				When imagining our future, I heard a humming, I saw plants eat our buildings, I saw the rusted skeleton of a car overgrown by moss and ferns, there was the all-encompassing scent of a world built from the molecules of rain.

				In this futurity we remember to be slow with one another. We remember how breath absorbs tensions in the body. How breath moves stagnancies and how our collective breathing might disperse the overwhelming tensions of our lands. Sitting on a soft bed of moss, I breathe in the smell of rain. I know there is a word for this but choose to find another. I choose to find the way of expressing this from within the body so that my body remembers how this smell—beyond any other—is a reminder that we are future beings, our vibrational expanse moving into perpetuity as the overflow. 
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				Emily Johnson / Catalyst, Being Future Being: Land / Celestial. Performance view with Stacy Lynn Smith and Quilt Being Tree, worn by Jasmine Shorty. Presented by BroadStage at Santa Monica College / Yaanga, 2022. 

				Photo by Sky Schmidt

			

		

		
			
				Camille Georgeson-Usher is a Coast Salish / Sahtu Dene / Scottish scholar, curator, and writer from Galiano Island, BC and is Assistant Professor of Modern and Contemporary Indigenous Art at the University of British Columbia in Vancouver, BC. Through her research, she is interested in how peoples move together through space, how public art becomes a site for gathering, and intimacies with the everyday. She uses her practice as a long-distance runner as a methodology for embodied theory and alternative forms of sensing place.
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				Verunt, occulla quatur si quae qui ommolec 

				temporiam, simos
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				This quilt traveled back and forth from Turtle Island to what is called Australia many times in its making across the course of 2016 and 2017. It records this travel and the ideas gener-ated over this time by community members and residents—lifelong, generations long and newly arrived— of North Melbourne.

				At one Community Visioning workshop held at Arts House, we brainstormed hundreds of ideas onto sticky notes, put them up on the wall, took some down, expanded them into worlds of possibility of their own. Noting the beginning of this action, Hannah Morphy Walsh of the Kulin Nations, the Traditional Owners of the land now called Victoria, Australia, writes, “I skip across the room with a single word: fire.”

				Students at St. Joseph’s Flexible Learning Center are newly arrived refugees to so-called Australia seeking asylum for themselves and for their families. We sat together, talking and sewing. I learnt about the boats some of them took, about no food for weeks, about not being able to stretch from a curled position unless a choice was made to lie in the water. We talked about a lot of things. “Close every refugee camp.” That is a square you can find on this quilt. 

				Each moment of this quilt carries a dif-ferent kind of attention—listening and brainstorming, teaching to stitch and learning new knots. I believe the quilt remembers each of these moments and each person part of them. I believe it holds possibility and a current tense simultaneously. Hannah continues: “The notes do not stay up. I could find the mundane explanation between the glue and the rough, dusty walls, but I prefer to believe that they pressed themselves against the floor, through it, back to the ground that bore them and us, that 

			

		

		
			
				Emily Johnson 

				about Quilt 2, 2022
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				Emily Johnson / Catalyst, Being Future Being: 

				Land / Celestial. Presented by Center for Indigenous Studies at Bard College in a series surrounding the exhibition Indian Theater: Native Performance, Art, and Self-Determination Since 1969, 2023. 

				Photo by Brandi Norton

			

		

		
			
				each aspiration wanted to be known deeply and completely.”
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				This quilt was created during an event where community members gathered along the American Indian Cultural Corridor in Mni Sota Makoce to raise money for the Water Protectors at Standing Rock.

				Two Rivers Gallery located at the Minneapolis American Indian Center opened its doors to have a community visioning session where people could write on a quilt square in response to what was happening with the Pipeline. 

				This quilt in turn becomes a record of this historical event, and how our local community responded and took action.
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				Maggie Thompson 

				about Quilt 28, 2022
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				Detail of Quilt #28. Photo by Maggie Thompson
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				Cannupa Hanska Luger is a New Mexico based multidisciplinary artist creating monumental installations, sculpture and performance to communicate urgent stories of 21st Century Indigeneity. Incor-porating ceramics, steel, fiber, video and repurposed materials, Luger activates speculative fiction, engages in land-based actions of repair and practices empathet-ic response through social collaboration. Born on the Standing Rock Reservation in North Dakota, Luger is an enrolled mem-ber of the Three Affiliated Tribes of Fort Berthold and is Mandan, Hidatsa, Arikara and Lakota. Luger combines critical cul-tural analysis with dedication and respect for the diverse materials, environments, and communities he engages. His bold visual storytelling presents new ways of seeing our collective humanity while foregrounding an Indigenous worldview. Luger is a 2023 SOROS Arts Fellow, a 2022 Guggenheim Fellow, a recipient of a 2021 United States Artists Fellowship Award for Craft and was named a 2021 GRIST Fixer. He is a 2020 Creative Cap-ital Fellow, a 2020 Smithsonian Artist Research Fellow, and the recipient of the Museum of Arts and Design’s 2018 inau-gural Burke Prize, among others. Luger has exhibited nationally and internation-ally including at The National Gallery of 

			

		

		
			
				Art, DC, The Metropolitan Museum of Art, New York, Gardiner Museum, Toronto, Kunsthal KAdE, Netherlands, Art Gallery of Alberta, Canada, Crystal Bridges Museum of American Art, Arkansas, and the Nation-al Center for Civil and Human Rights, Geor-gia, among others. Luger holds a BFA in studio arts from the Institute of American Indian Arts and is represented by Garth Greenan Gallery in New York. Notable works by Luger include Sweet Land (2020), an award-winning multi-perspectival and site-specific opera produced through The Industry and staged at the State Historical Park in downtown Los Angeles, for which he was co-director and costume design-er; The MMIWQT Bead Project (2018), a social collaboration resulting in the mon-umental sculptural installation Every One, composed of over 4000 individual hand-made clay beads created by hundreds of communities across the U.S. and Canada to re-humanize the data of missing and murdered Indigenous women, girls, queer and trans community members; and The Mirror Shield Project (2016), a social engagement work which invited the public to create mirrored shields for water protectors at Standing Rock and which has since been formatted and used in various resistance movements across the nation.

			

		

		
			
				Cannupa Hanska Luger
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				Cannupa Hanska Luger, interviewed by Dylan Sandow ‘25

			

		

		
			
				DS: 

				How would you describe your journey with digital art, when did that start? How do you feel like it fits in with the goals of your work?

				CHL: 

				My journey towards digital media and film comes out of necessity. I went to school at the Institute of American Indian Arts here in New Mexico; I came in as a painter and then I got into working with clay. I quickly realized that as a sculptor or somebody working in three dimensions, your work is primar-ily seen two-dimensionally. At that point in time, the social media platforms were starting to really grow exponentially. Those points of access shifted the entire sphere of where work is presented. The fact that there is a certain level of accessibility through these platforms opened up the possibility of being like, okay, if my three-dimensional work is being viewed two-dimensionally 90, 95% of the time, I should be able to control the means of production. This intersection of engaging with digital media actually encouraged me to create work that can be worn and activated in that sense, knowing that the platform in which I was going to engage with it would be film. Now, I still navi-gate a world that is reliant on objects being presented in spaces. But what I found was outside of presenting this work through so-cial media platforms or in this digital sense, I could actually activate the objects, this rega-lia, these worn pieces. I could activate them on the landscape, and bring the land into the museum, and allow people to recognize that what you’re looking at is a static ver-sion of something being activated in space. This idea of time signatures being blurred, exploring space-time as a medium, I started to put in motion these ideas of futurism, for lack of a better word. I started doing entire projects that were called Future Ancestral 

			

		

		
			
				Technologies. Digital art also allowed me to explore a few questions that I had even prior to any of this: How is Indigenous art presented in the public sphere? How are Indigenous people presented in the public sphere? We’re not static entities. We’re not embedded in a time signature like “pre-con-tact,” “post-contact.” How do we exist in the future and how do we present that? And I think our history, you know, navigating atrocity, navigating something that’s like in the biblical sense an apocalypse, things that have happened to our communities prior to words even being able to describe it, terms like genocide. These were relevant in look-ing at a timescale that’s much broader than American history in total. What does it look like to have a deep time relationship to a place, and then how does that time not just go deep into the past, but far into the fu-ture? Well, I was like, I’m not seeing a whole lot of work presented in that future context. Being a science fiction and anime fan, and being alive through the 80s, there was a lot of material and content to address and dive into, which opened up for me as an artist a huge space to draw inspiration from and create work in relationship to.

				DS: 

				It’s so interesting to see that balance be-tween technology, that’s so deeply tied to its station in linear time and progress, being used for things that are so almost pre-ver-bal. 

				CHL: 

				One thing that I want to speak on, address-ing that pre-verbal moment, is the realm of symbol. Symbol is an incredible language to communicate in because it’s open to inter-pretation and yet there are cultural signifiers that make it highly specific. I think when you’re trying to address the span of time 
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				Cannupa Hanska Luger, Future Ancestral Technol-ogies: We Live, film still, 2019. 
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				Cannupa Hanska Luger, Art-I-Fact, (detail) 2020, mixed media and ceramic, dimensions variable. Courtesy of the artist and 

				Garth Greenan Gallery, New York. 

				Photo: McKinzie Trotta
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				and this gap in between our present and our future, navigating and communicating in the form of symbol is the way to actually communicate to future ancestors. There’s a capacity to go through the written word of the human experience, but it only takes you back a certain amount of time. Once you start diving into the historical record through art, you get the experience of hu-man existence because there is a record in the catalog of those stories and it’s written in symbol. Even when I use language and communicate in those sorts of forms, there’s a recognition that sometimes the language disappears. I primarily try to communicate in the forms of poetics; you know, here’s a couple of shapes that are written word shapes, you get to untangle that, you get to rearrange it, and you get to bring your history, your knowledge, your experience to interpret the transmissions.

				DS: 

				On that note, where does the linguistic aspect of your work come in? Whether it be recorded or written word in your work, and how do you find or feel that balance?

				CHL: 

				In “Transmission Fluid,” that is actually my grandfather speaking back in the 70s. He was an orator and a public figure for our community, a spiritual leader. He had many hats that he wore in his lifetime. My mother had a box full of cassette tapes that my wife, Ginger, was going through to digitize them. Through that process, we came across this recording. It’s fascinating that I could have the same conversation now presented in a future context, and it’s actually a recording of my grandfather from ~45 years ago.

				DS:

				How you use past influence when creating work that discusses futurity and present survivance, it’s a beautiful relationship in your art. 

				CHL: 

				I fall under this “Indigenous Futurism” um-

			

		

		
			
				brella, but for me, it’s really just a hashtag, it’s a search queue. It’s like, I can use this word because there are other things an-chored into it. But Future Ancestral Tech-nologies is really the description that I’m interested in because of exactly what you’ve said. There is an acknowledgment that we are time machines. WE are the greatest archive there is. 

				DS: 

				It’s such a buzzword, futurity. Survivance. All of these things that we’re trying to describe, this pre-verbal archive that you’re talking about. These are little categories for them. As a student at the very least, they’re helpful because it gives me something to latch onto as I navigate such immense concepts. But also, they don’t even begin to encompass what we’re really talking about or wanting to feel.

				CHL:

				No, and it’s interesting getting that through the education system. A lot of times how we educate and how we’ve developed a system for education is what has re-bolstered this idea of history, knowledge, and all of that being located in a place, you know? So, we perpetuate that by participation. But where culture and everything actually survives isn’t in the building, but rather in the knowledge that’s moved through the generations that pass through them. The real archive and the real power of it is actually the generations that are flowing through this thing, around it, in between it, all the different paths that find their way through these systems is actu-ally where the knowledge is truly stored.

				DS: 

				What is your experience as an Indigenous artist with major museum spaces?

				CHL: 

				Everything that I’ve learned about where I want to value my work and how it exists is in relationship to these structures. I know when I first started making art and entering into institutional spaces, museums, schools, 
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				Cannupa Hanska Luger, Art-I-Fact, (detail) 2020, mixed media and ceramic, dimensions variable. Courtesy of the artist and Garth Greenan Gallery, New York. 

				Photo: McKinzie Trotta

			

		

		
			
				all of that sort of stuff, there was something highly abrasive and they never felt safe. Growing up, as I would go to museums, there were things I could feel I wasn’t even supposed to be looking at. Where I was like, okay, how, why is this here? And it seems a lot more powerful than the space it’s being presented in and … what is it doing here, you know? That makes me question, what am I doing here? Why have I agreed to par-ticipate in this when I can feel its violence, you know? But I think that there’s so much work being done in so many different ways that … I try to relax my focus and see the bigger picture of how there are folks on the outsides of these machines, these systems, declaring their lack of usefulness. These folks are creating culture work and they’re presenting it to their communities. That’s all really important work, and I’m not doing that directly. It’s interesting because it feels like there is a gap between what I recognize as my audience and what I recognize as my 

			

		

		
			
				community. Who am I making work for? Is it for my audience or is it for my community? These are challenging questions and it’s an uncomfortable space. I think some of the best work ever created is created in uncom-fortable spaces. The museum, the institu-tion, those systems are good in the sense they make me feel uncomfortable. It seems like the best place to have these conversa-tions, and to recognize that my audience may also be having those same feelings. So there are Easter eggs in my work for people who have cultural knowledge, things that are either Mandan, Hidatsa, Arikara, Lakota. There are symbols that are embedded in the presentation of the work, so if the people who have cultural knowledge enter into these uncomfortable spaces of a museum or a gallery or an exhibition space, they be-come the most informed in those spaces.
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				Future Relics

				Dr. Emily Roehl
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				Entry Log

				The earth is the scene of a crime. In Cannupa Hanska Luger’s “entry log” video We Live (2019), the artist narrates a future where half the human population has abandoned the mined and maimed planet to colonize the stars. Those left behind, nomadic Indigenous survivors of untold catastrophe, wear sense-obscuring regalia and perform ceremonies of apology for the human species.

				An entry log serves as a list of everyone who passes through a crime scene after it has been “secured.” Since 2018, Luger has crafted, storied, performed, and documented the comings and goings of brightly costumed figures traversing landscapes of extraction, including the oil fields of the Man-dan Hidatsa Arikara Nation, his ancestral homeland. The two videos in this exhibition, created by Luger in collaboration with videographer Dylan Mclaughlin, are two of many pieces in this ongoing project, “Future Ancestral Technologies,” which uses futuristic regalia, sculpture, video, and large-scale public artworks to predict a vibrant and resilient Indigenous future grounded in Indigenous narratives and practices. 

				Taking the Fiction out of Science Fiction

				In his entry log videos, Luger “takes the fiction out of science fiction,” a concept developed by Tsilhqot’in filmmaker Helen Haig-Brown. While making the science fiction short film The Cave (2010), Haig-Brown discussed the way she grounded her sci-fi story in reality by incorporating a recording of a Tsilhqot’in story that her tribe allowed her to adapt.1 The film also features members of her community as performers. When the time-traveling main character of The Cave returns from his strange journey, he finds the bones of his horse, who has long since died. The film’s narrative defies the laws of linear spacetime while depicting the very real people who carry this story into the future.2

				Luger’s work for this exhibition incorporates voices and images of the present, past, and future to occupy the future with resilient Indigenous lifeways, what Luger calls “future ancestral technologies.” 

				The Present 

				We Live was filmed near the community where Luger was born and spent his summers growing up. By locating the work in his ancestral homeland, Luger places his own fam-ily’s history into the science fiction scenario invoked by his regalia and voiceover narrative. Furthermore, the film was shot close to the Marathon Mandan Refinery, the largest oil 

			

		

		
			
				1. Helen Haig-Brown, “Taking the Fiction Out of Science Fiction: A Conversation About Indigenous Futurisms,” with Grace Dillon, eFlux Journal no. 120. (Sep 2021): https://www.e-flux.com/journal/120/417043/taking-the-fiction-out-of-science-fiction-a-conversation-about-indigenous-futurisms/.

				2. Similarly, in the words of the artist, “in the traditions of Mandan Hidatsa Arikara and Lakota Tribes in the United States, time is not linear. Not only are present generations accountable to those in the future, but ancestral knowledge and understanding is essential to survival now.” Cannupa Hanska Luger (@cannupahanska), Instagram post, October 31, 2023, https://www.instagram.com/p/CzEQ9x1Mukw/. 
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				refinery in what is now called North Dakota. The planetary destruction described in the voiceover of We Live is not an abstract concept but a present reality that has left visible marks on the land and invisible wastes in the atmosphere in a region that has been repeatedly exploited for resources: gold, coal, water, oil.3

				The Past 

				Luger’s voiceover in We Live tells a tale of a future planet that is mined for the materials necessary to leave it be-hind. But this planet is not abandoned; Indigenous people persevere in its severe landscapes and attempt to atone for the humans who have damaged it. The voiceover referenc-es two waves of colonization: first the earth, then the stars. It imagines settler colonial violence along an unbroken trajectory that results in large-scale destruction that travers-es past, present, and future. In his other video work in this exhibition, Future Ancestral Technologies: Transmission Fluid 2042, Luger incorporates a recording of his grandfather, Carl Whitman, from 1984. This voice from the past speaks to the future, embodied in the figure of a child, who is guided across the landscape by a parental figure arrayed in dynamic ribbons of felt. Together, they perform an emphat-ic, head-waving dance to the soundtrack of an ancestor’s words. Generations overlap on their familial land amidst aural warnings for the future. 

				The Past is the Future4 

				Luger’s regalia are made from “the detritus of capitalism,” thrifted and discarded materials like felt, yarn, and athletic pads and guards that resemble futuristic armor.5 Luger’s skill as a craftsperson is evident in the construction of these costumes, which brings to mind the soundsuits of Nick Cave or Jeffrey Gibson’s People Like Us (2018). This regalia is vibrant, energetic, dancerly. It wants to move. At the same time, it is a protective, sound and light blocking shield. 

				As found object sculpture, Luger’s regalia also references Lakota stories of coyote, the scavenger, and bison, which is most fully developed in his 2023 work for the public art triennial Counterpublic in St. Louis. For Counterpublic, in addition to displaying large-scale photographs of the regalia he wears in the video components of Future Ances-tral Technologies, Luger created an Instagram filter that allows users to superimpose a dancing, costumed figure in whatever landscape their camera lens captures. The filter is imagined as a way to “call bison back to the land” in the aftermath of their near total destruction by settlers and the U.S. government. 

			

		

		
			
				3. The hills west of Mandan are stamped by extraction. Mandan sits along the Missouri River forty-three miles north of Cannonball, North Dakota, the epicenter of the struggle against the Dakota Access Pipeline. Tracing extractive histories in this region even further back would include telling stories of gold, coal, and water -- a history that is told in Nick Estes’ Our History Is the Future (2019) and a history that is represented in other work Luger created while at Standing Rock in collaboration with the artists of Winter Count.

				4. This phrase references the title of Nick Estes’ 2019 book, Our History Is the Future.

				5. Cannupa Hanska Luger, “Future Ancestral Technologies Ethos,” Artist’s Website, accessed November 1, 2023, https://www.cannupahanska.com/fat/ethos. 
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				Future Ancestral Technologies : Transmission Fluid- 2042

				Cannupa Hanska Luger, 2019. 

				Single Channel video with audio. Documentation from filming on the Mandan, Hidatsa, Arikara Nation (Three Affiliated Tribes of Fort Berthold), ND. Image courtesy of the artist and Garth Greenan Gallery, New York. 
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				Occupying the Future

				An “entry log” suggests a terrestrial crime, but it also connotes some-thing celestial: the “captain’s log” of Star Trek fame, the framing device of each episode that locates the narrative in time and reflects on the goings-on of a starship and its crew. In the two entry log videos in this exhibition, We Live and Future Ancestral Technologies: Transmission Fluid 2042, Luger uses the language and visual tropes of science fiction to offer a forward- and backward-looking narrative of land and resource reclamation that “conjures innovative life-based solutions that promote a thriving Indigeneity.” The videos depict scenes of mourning and scenes of care amidst exhausted but nonetheless vital landscapes. 

				These entry logs occupy settler landscapes both literally (during the performance and documentation process) and virtually (in exhibition and through digital distribution) and, in the artist’s words, “articulate future spaces in which Indigenous people harness technology to live nomad-ically, reclaiming hyper-attunement to land and water.” Luger’s project imaginatively occupies future landscapes where scavenging and survival provide alternatives to our past and present extractive economies.

				We Live and Future Ancestral Technologies: Transmission Fluid 2042 not only suggest that Indigenous peoples are still alive and well on a dam-aged planet, but that they will continue to be, that the structures of settler colonialism have not eliminated their lives and will not erase their presence. This work asserts that Indigenous survival is past, present, and future. Luger expresses this sentiment in word and image, text and cos-tume, body and landscape. His entry logs are “relics of the future.” They are time-traveling documents of Indigenous presence on the land, future objects made possible by ancestral stories and practices. Not all technol-ogies are metal and electric; some are flesh and blood, land and water.

			

		

		
			
				Dr. Emily Roehl (they/she) is a settler scholar and artist in the unceded territory of the Oceti Sakowin in what is now called South Dakota, where they are an Assistant Professor of English and Journalism at Augustana University. Roehl writes and teaches about energy justice, place-based research-creation, and comic books.
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				ar·ti·fact

				ˈärdəfakt

				noun

			

		

		
			
				1.

				an object made by a human being, typically an item of cultural or his-torical interest.

				synonyms: relic, article;

				handiwork

				"Indigenous ceremonial entities have been held captive in institu-tional collections as

				artifacts."

				2.

				something observed in a scientific investigation or experi-ment that is not naturally

				present but occurs as a result of the preparative or investi-gative procedure.

				"Institutional control of narrative has produced several technical artifacts in relation

				to Indigenous people."

				These are not ancient artifacts.

				These are not culturally specific artifacts.

				These will not be found in the historical record.

				These do not shine light on a lost civilization.

				These were not dug from pits by devoted scholars.

				These were not stolen from burial grounds.

				These were not gifts from a fascinated collector.

				These are not donations from friends of the museum.

				These are trapped tools for our current battle.

				These are made of earth to slay our earth eating monsters.

				These fit in our hands. These rest on our shoulders.

				The instructions for use are embedded in our genet-ic memory.

				These are needed now and so are we.

				In this time we must remember our belonging to the earth.

				We must re-establish reverence for our land, rather than resource.

				We must recall the fact that we are this place.

				We must fight. We must survive.

				Cannupa Hanska Luger 
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				Art-I-Fact (detail), 2020, mixed media with virtual reality headset and video, dimensions variable.

				Courtesy of the artist and Garth Greenan Gallery, New York 
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				We interrupt this program in order to bring you an urgent message that affects your future:

				The countdown has already started to a cri-sis that will occur in the very near future that can affect your very survival.

				We know it is coming and feel you should also know about it.

				By knowing about it you can do something to eliminate its shock and consequences.

				Countdown time allows you enough time for planning and action.

				In the past our carelessness has given birth to and is perpetuating our problems.

				We cannot and should not wait until it happens and then try and do something because no one can think straight under a crisis situation.

				It is far better to think and act now under calmer situations.

				Since we are a minority group we will be hit first which will mean a loss of many things we are enjoying today.

				We can decide a better future.

				It can be done.

				However it will require effort from everyone.

				After all this involves your future and this includes everyone on the reservation; men and women, young and old, half-breeds and full-bloods, employed and un-employed, yes and no bunches, religious and non-denom-inationals, traditionally and non-traditionals, Hidatsa, Arikara and Mandan, everybody is included. Two heads are better than one and in this case more is better yet.

				This will be geared to actualize what every-one wants and that is:

				We should all work together.

			

		

		
			
				Audio Transcript of Carl Whitman (artist’s grandfather), 1984, in Future Ancestral Technologies: Transmission Fluid 2042 

				(single channel video with audio), 

				Cannupa Hanska Luger, 2019

			

		

		
			
				This means putting aside hatred, jealousy and pettiness which have prevented all from working together.

				Currently we don’t know where we are going and nobody seems to care.

				In the meantime our problems are increas-ing and worsening.

				For too long we have waited for a vague someone to do something.

				The time has come when we must admit that this is not going to happen.

				After all these are our problems and if we don’t do something about them then we cannot expect someone else to be con-cerned enough to solve them for us.
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				Cannupa Hanska Luger, 

				Future Ancestral Technologies: Transmission Fluid 2042, Nágshabi film still, single channel video with audio, 2019. Courtesy of the artist. 
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				Eighty cycles ago, half the population left this planet. They created huge ships and in the pro-cess, mined massive chunks of our planet to develop the raw materials into these arcs. They left a lot of devastation behind but what they took with them was this notion of colonization. The colonizer has left. What remains here are the Indigenous populations and those too poor to afford a seat on that ship, those who work the earth, those who remember still the songs that ring out and tell us that we belong to it rather than it belonging to us. We are develop-ing new cultures from that space. There are new ceremonies that are being created. These ceremonies, they start off as rituals, individuals going to locations of heavy extraction. Going to places that have been corrupted and injured by the efforts of the colonizer to leave this planet. And we go there in our human form and apologize. We say we are sorry. We are sorry for the human species. And with these ceremonies, new regalias are developed. Regalias that blind us and make us deaf and prevent us from talking. They remove all the senses that we in-vested in as human beings and force us to feel once again. Where the land itself becomes the choreographer of elaborate songs and dances, dances in these places that need our apolo-gies; that before they heal, need to feel as though we recognize our folly. These are offerings. Offerings we leave stretched out across this planet in many different forms. All of the notions of land ownership are gone. We Live nomadic. We Live simple. We Live.

			

		

		
			
				Audio Transcript of We Live, 

				Ancestral Technologies Entry Log 

				(single channel video with audio), 

				Cannupa Hanska Luger, 2019 
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				Cannupa Hanska Luger, We Live, Future Ancestral Technologies Entry Log, image still, 2019. 
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				Courtney Desiree Morris is a visual/con-ceptual artist and associate professor of Gender and Women’s Studies at the University of California, Berkeley. She is a social anthropologist and author of To Defend this Sunrise: Black Women’s Activ-ism and the Authoritarian Turn in Nica-ragua (Rutgers University Press, 2023), which examines how black women activists have resisted historical and contemporary patterns of racialized state violence, eco-nomic exclusion, territorial dispossession, and political repression from the 19th century to the present. Her work has been published in American Anthropologist, the Bulletin of Latin American Research, the Journal of Women, Gender, and Families of Color, make/shift: feminisms in motion, and Asterix. She is a regular contributing writer and editor-at-large for Stranger’s Guide, an ASME-award winning magazine about place. As an artist, her work examines the complexities of place, ecology, memory, and the constant search for “home.” Her work is concerned with understanding the ways that we inhabit place – through migra-tion, ancestry, and shared social memory — and how places inhabit us. This interplay between landscapes and human subjectiv-

			

		

		
			
				ity is evident in the ways that she uses her own body as a staging ground for re-mem-bering her families’ experiences of loss, dispossession and the persistent struggle to make a place for oneself in the world. She examines these questions through the experiences of female ancestors and elders whose stories are often disappeared in family histories and official historical narra-tives. Morris works primarily in the fields of photography, experimental video, installa-tion, and performance art. She is drawn to these mediums because of the ways that they allow her to engage and play with her family’s history by performatively inhabiting the stories of her childhood and imagina-tively filling in the gaps where “facts” are either unknown or in dispute. Photography and video are critical tools for providing viewers with a deep sense of place and his-tory. Alternatively, performance functions as a kind of time-traveling technology where she can revisit and restage sites of ances-tral memory, interrogate the present, and imagine new kinds of social and environ-mental futures. She is a national member of the AIR Gallery and alumna of The Austin Project created by Omi Jones and facilitated by Sharon Bridgforth.
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				Courney Desiree Morris, interviewed by Eddie Yoffee ‘23

			

		

		
			
				EY: 

				What does care mean to you?

				CDM: 

				We’re living in such a difficult moment and I think some people attribute that to the beginnings of the pandemic, but I feel like it began earlier than that. Those of us who come from Black, Brown, Indigenous, immigrant communities, we have always been in crisis–queer folks–but now the crisis feels more pronounced and acute and more palpable to more people, and the need for a care practice is more necessary than ever before.

				I think about care as a practice of showing up, a practice of being aware of the suffering of others, a practice of being accountable and thinking about the ways that we are all connected, and how we are all enmeshed and embedded in these larger systems of power and domination and inequality that make life hard for lots of people. And it’s also a way of thinking about the amount of space that you take up. How many resources do you consume? Do you think about the ways that the comforts you take for granted in your everyday life are enabled by the suffering of others? No one person can solve all the problems, but we can be committed to calling out the sources of human suffering and thinking about how we could work collectively to eradicate that. 

				 

				EY: 

				Is art a way for you to process the things that are happening and connect with people?

				CDM: 

				A friend of mine-a Black, queer, femme artist from Portland, Hanifah Abioto–uses this 

			

		

		
			
				term, “critical feeling,” which is as important as critical thinking, but we, in a very typical Western sense, tend to overemphasize the importance of critical thinking. Art, for me, is a mode of critical feeling. There’s something about art that invites people to lay down their weapons and really become vulnerable to the story, and to let the story in. That’s harder to do in an empirical academic or journalistic sense.

				I’ve been thinking about that a lot right now, with everything that’s happening in Gaza and in Palestine. I’ve made work about Palestine, I’ve been to Palestine, I feel overwhelmed by the scale of death in Gaza right now. When I make art about Palestine, when I talk about what I’m seeing happening in Gaza, when I talk about the violence of occupation and settler colonial violence there, when I talk about that through my art, somehow it just registers in a way that intellect itself doesn’t.

				It’s not the only reason I make art. I make art because I have to. I would do it if nobody saw it. But one of the things that makes art really essential is the way that it allows us to tell these stories that could touch people. When people learn something through their body, like the way that art hits you when you see something and the hair on the back of your neck stands up, or your heart starts racing or you gasp and you’re just frozen and arrested by an image–that kind of physical experience with a work–people might forget all the facts and figures and numbers and all of that, but they never forget how something felt in their body, and the moment when they knew something to be true in their body. 

				EY:

				I love that term, critical feeling. A lot of what you do is bringing experience into your own 
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				body and putting yourself at the center of those emotions and those memories. Is there anything that you do in your process to try to take care of yourself and make sure that you’re not getting swallowed up by those feelings?

				CDM:

				I think I have a very active care practice, I think I have a very active creative practice, but I am completely unstudied in the practice of rest. As a Black woman, as the daughter of an immigrant, as just a hustling person my whole life–growing up working class–the concept of doing nothing feels really foreign to me. But I think what I’m learning is that if I want to continue to do this creative work, which I do, I have to pause. There is a whole process–when you look at African spiritual traditions for example–where people can be inhabited by spirits, and after that happens there’s a whole process of attending to the person who has been the channel for the divine to show up in the world. So I’m like “oh, that’s kind of what I’m doing.” These energies move through me so that they can tell the 

			

		

		
			
				stories that they want to tell and then when it’s done, I can’t just jump up and go “okay great, now let’s go cook dinner.” I have to stop and really take care of myself, let other people take care of me, and move a lot slower so that I can be well enough to do the work. 

				EY:

				A lot of your work focuses on your ancestral past and relating to the loss of your maternal home. What does the term home mean to you and how do you think about bringing your awareness of the past into the present and potentially into the future? Also now, having a child, has that concept of home changed for you? 

				CDM:

				I think that my sense of what it means to be an ancestor really shifted after having a child. In some African spiritual traditions, children are understood to be reincarnated ancestors–literally returned ancestors. My child, her name is Sequoia. After having Sequoia, there were these times where my whole sense of time just felt completely 
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				Courtney Desiree Morris, 

				Construction Site, Solastalgia series, 2019, photograph printed on canvas.
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				scrambled. By having a child I have become an ancestor in a particular kind of way, because now I actually have a lineage. There’s a person that I am responsible for who is part of my physical lineage, my spiritual lineage, my familial lineage. Parenting is not just an experience of taking care of a child, but also teaching yourself how to become an elder, and then teaching yourself how to become an ancestor. Thinking about my child as a returned ancestor means, in a way, my child’s actually older than me. So there’s this very strange way that one’s sense of time collapses. All time exists in a single space, and we’re just moving through these different experiences of time through our relationships with other people. Thinking about time in a more complex and layered way rather than in a linear sense feels really generative for me. 

				My friend, Wura Ogunji, who’s a visual and performance artist based in Lagos, Nigeria, did this performance piece at the Menil Museum in 2013 that talked about the idea of returned ancestors. She asked, “what does it mean to live in a place where being a queer person–my very being, my body–is kind of vilified in the culture, but I know that according to my family’s ancestral traditions, all children are returned ancestors, so what that actually means is that I have queer ancestors. There must be a queer ancestor, at least one, in the lineage, because I’m here.” How does that change the way that we think about our own families? What are the kinds of things that we might not even know about our own families? It’s almost like these children show up to tell the family business. I found that really useful for thinking about ancestorhood, thinking about memory, what memories do we tell, what memories don’t get told.

				For me, the goal with the work is to complicate our ideas of home. Home is not this discrete, transparent, self-evident 

			

		

		
			
				space. Home is complicated. Sometimes you feel safe at home, sometimes you don’t. Sometimes home is a place where you feel like you belong and sometimes you don’t. In the case of Mossville, what does it mean to live in a place and to love that place and at the same time know that that place is trying to kill you? In so many ways, that’s the experience of particularly Black and Indigenous people on this continent. We have a very vexed relationship to this place, even though we belong here. We belong here, but it’s not always safe to be here. I think that is really the work that I’m trying to do.

				EY: 

				What do you hope that climate justice will look like in the future, and do you think it’s possible to heal ourselves and the land in some way?

				CDM:

				I think that healing the self and healing the earth are reciprocal, mutually-constituted processes. I’ve been really inspired by the work of a lot of Indigenous feminist scholars. Kim TallBear writes about the idea of body lands: our bodies are coterminous with the earth. You’re not a discrete entity separate from the earth, you’re literally made from the same stuff. We are all carbon-based matter living on this little blue and green rock in the middle of the cosmos, and as far as we know, we’re alone. We literally are all we got. The idea that you can somehow imagine yourself as separate from the earth is in itself a settler colonial way of understanding the world that is inherently violent.

				Living in the Bay Area, conversations around Indigenous sovereignty and earth healing are very active and alive. The climate crisis is very real out here. Last year, my family and I were displaced from our home for seven months because our home was flooded and we had serious water damage. That was a moment where I thought, “oh this is what the climate crisis feels like for lots of people all over the world who are on the front lines.” 
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				Courtney Desiree Morris, Breath, Solastalgia series, 2019, photograph printed on canvas. 
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				I have been learning a lot from people who are engaged in practices of land stewardship and really thinking, “Okay, how do we make life on an increasingly unpredictable planet?”

				I teach this class called Feminist Environmental Ethics and there’s a way in which students, when they’re reading about the climate crisis, they become sort of misanthropic. That’s one way of thinking about it. But I had a student who raised her hand in class one day and said, “you know, we talk so much about the Earth being angry with us and hating us, but I don’t think the Earth is angry with us. I think the earth misses us.”

				It just broke me. I thought, what if the Earth misses us? What if it misses being in deep relationship with us, and we have walked away? And what if we came back and said, “I’m sorry,” and asked for forgiveness, and said “I want to treat you better. I want to be in a better relationship with you and I want to take care of you.” That would change everything, you know? 

				EY:

				I love that. “What if the earth misses us?” I think it really emphasizes the grief of the current moment, but also challenges us to not let that grief overtake us. I feel like some of your work, like Solastalgia, is focused on this mourning of a past that may not even really be concrete or nameable. What do you do with that sort of mourning practice? 

				CDM: 

				There’s this amazing book called Assuming the Ecosexual Position: The Earth as Lover (2021) by Beth Stephens and Annie Sprinkle, which appealed to me in part because it’s about an environmental politics rooted in a pleasure politics. And that was a piece that was missing in my practice. What I bring to the world is my capacity to kind of alchemize and to hold grief. I’m studied in that. I think I’m less studied in pleasure and joy, and so encountering Beth and Annie’s work felt really like a revelation because I was like “oh, the work can also feel good.” And the 

			

		

		
			
				fact that it feels good doesn’t make it less rigorous, doesn’t make it less critical. It’s just a different register of being. I don’t want to overdevelop my capacities for holding grief and sitting with grief at the expense of underdeveloping these other creative capacities. The capacity for joy and pleasure and humor and play.

				So I have this work that’s all about home, and grief, and violent ecological terror, and racial terror, and then on the other side, I have this video work with Oshun where I’m covering sex workers and queers and Black women in gallons of honey, because this is another way to make a similar critique about the sanctity of the earth, about the kind of inherent and fundamental beauty of Black people, of Indigenous people, of queer people, of femmes, of understanding that when you do violence against those bodies, that’s also a mode of violence against the earth. Grief work is important. And there’s more to life than just being sad. Life can also, like the world, be profoundly beautiful. Whether as an artist or as an educator, I feel like I don’t have to beat people over the head with my viewpoints, because I think that I’m offering a much more seductive, interesting way of thinking about the world. Because it’s a world where there’s room for everybody.

				EY: 

				On a technical side, I know that Oñí Ocan was originally a five channel installation, and in the Care and Climate Justice exhibition it’s only going to be displayed as one channel. I was curious about how you think something like that can transform the work? Do you ever find that the way that your work is presented changes how you thought about it, or how others experience it?

				CDM:

				Originally when it’s in the five channel format, the experience for the viewer is one of being completely immersed visually and sonically by the piece so you get a sense of Oshun’s multiplicity. In the Orisha 
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				Courtney Desiree Morris, Oñí Ocan, image still, 2023, five-channel experimental film and performance, displayed as one-channel video. 

			

		

		
			
				Courtney Desiree Morris, Oñí Ocan, image still, 2023, five-channel experimental film and performance, displayed as one-channel video. 
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				Courtney Desiree Morris, Oñí Ocan, image still, 2023, five-channel experimental film and performance, displayed as one-channel video. 

			

		

		
			
				Courtney Desiree Morris, 

				Colored Swimming Pool, Solastalgia series, 2019, photograph printed on canvas. 
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				you do by yourself. But then, the practice of showing it is a fundamentally social undertaking. I have been lucky to have really good experiences with lots of curators who I think really understand the value of the work, who get it and who really want to present it in the strongest way possible. So it was a process of negotiation, figuring out, “okay, well, which images from Solastalgia are we gonna put up? How big can the pieces get?” There’s just only so much space on the walls, right? At a certain point, I remember they asked, “well, could we make them smaller?” and I just said “no, they just can’t be.” It’s not because I’m a diva about it or anything, but because I’ve tried the images at different sizes, and I know that they have their greatest visual impact at a certain scale. So that meant that we had fewer photographs, which was fine with me. 

				EY: 

				Are there specific conversations that you hope will emerge from this exhibition and the way that your work is being put in communication with the other artists involved?

				CDM: 

				It’s been great just seeing the other artists who are participating. When I was looking up Shanequa Benitez, I was like, “why does this name look so familiar? Oh my gosh, I’ve seen you in documentary films, and now you’re making art.” I just thought, “oh, this is great to be in conversation with someone who is using art to really radically transform their lives and trying to think about how to use art to transform the communities that they’re a part of.” The politics of Indigeneity are also something that I think a lot about, and the modes of Black and Indigenous solidarity that I would like to cultivate in my work and in my politics. I’m always really excited about these encounters of spaces for potential collaborative possibilities, and seeing what we can imagine together when we put our work in conversation.

			

		

		
			
				tradition, or in the Yoruba religion as it’s practiced in Cuba, many of the Orisha are said to have different paths–different caminos–which is really a way of saying that they’re different expressions or avatars of that Orisha. So there’s Oshun, and then there’s Oshun who is known as Ibu Kole. She’s represented by the vulture, and this is the expression of Oshun that’s really witchy and dark, and has a violent streak. And then some of the versions of Oshun are more flirty, and are represented in the figure of a beautiful young woman. There’s one that’s represented in the figure of a very old woman who does everything really slowly and is kind of cranky, and you gotta be careful how you talk to her. So you get to see the fullness of Oshun and literally be surrounded by it in the five channel installation. In a single channel installation, it doesn’t feel like that. Instead what you’re doing is having a one-on-one encounter with each expression of Oshun in sequence. It almost creates a different kind of narrative for the piece, just watching them in succession one after the other on a single channel. So I’m very interested to see what people will take away from that. I also think sometimes in the five channel installation–even though that’s my preferred format for it–you can miss a lot. You can’t actually take in what’s happening on all the screens, because everything is happening simultaneously, whereas on a single channel it’ll be different because people just can watch each piece from start to finish, and start to see the repetition across the videos, really getting a sense of my editing style and my aesthetic choices. 

				EY:

				It must take a certain amount of trust to put your work in the hands of others and say “here, you can display this how you want to.” How do you handle giving your work over to other people and to an audience?

				CDM: 

				It is a profound act of trust and faith. When you’re a visual artist, so much of your work 
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				Water Women in a Maternal Place 
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				of Home

				K. Melchor Quick Hall ‘00

				Dedicated to Mrs. Beulah Quick 

				(1921 – 2023)
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				Viewers of these images from the Solastalgia series witness snap-shots of Black (town) death. There is a cruel irony in the fact that it was a post-apartheid South African company that drove “the final nail in the coffin” of a Black town that had survived so much. For so many people of the Black diaspora, post- apartheid South Africa represents Black survival and triumph in the face of all the things that aim to destroy us. It is a testament to the corrosive power of capitalism that a town of Black homes could be ground down into a dedicated extraction processing zone. In the space and time between Black erasure and chemical processing, much is rendered invisible. Howev-er, Morris (2021) urges us, through her images, to see these invisible truths:

				Some things, some truths make their presence known not by visibil-ity—a dubious and often insufficient mode of political demand—but rather by the powerful influence they exert on everything and every-one around them. So we might ask: What forms of knowledge and truth- telling are marginalized in prioritizing the visual? (281)

					

				Black feminist theoretical astrophysicist Chanda Prescod-Weinstein, in her 2022 TED talk about “How We Could Solve the Dark Matter Mystery,” explained that “most of the stuff which fills our universe is completely invisible to us.” Given this reality, our ability to understand those realities that are not visible is absolutely critical to a basic un-derstanding of the world in which we live. And Morris (2021) pushes us to see beyond the visual and visible: “Nothing is unseeable. We simply lack the capacity or the inclination or the tools to see” (287). In fact, Prescod-Weinstein (2022) is trained to see those parts of our universe that are not visible: “I’m a theoretical physicist with expertise in particle cosmology. ... I’m a griot of the universe. I develop creative mathematical narratives that may just be our cosmic origin story.” We could cultivate more of this kind of seeing and storytelling (about things not visible) in our society. It is an art and science that I honed in these final years of my grandmother’s life, as I listened to her talk about histories, realities, and futures that I could not see. Our close-ness created another world of relational reality, where pasts, pres-ents, and futures—real and imagined—became acquainted.

					

				What conclusions might we make about climate change if we take seriously these invitations from Morris and Prescod-Weinstein to see what is not (yet) visible? Climate change both rushes us into a future for which we have not prepared and represents the slow stubborn-ness of energy traditions of the past. It will bring the water to us in ways that will make us face our mortality. Linear stories about modernity and human evolution become incoherent in this apoc-alyptic reality where we drown ourselves in fuels named for fossils that remind us of everything ancient. We are here and soon (enough) we will not be, just as those ancestors who came before us. Maybe we can make a ritual as we (re)frame our praying and standing and kneeling and bathing, making movements in the stillness of captured 
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				K. Melchor Quick Hall is a popular education and community-based researcher, currently working as a postdoctoral fellow for Wellesley College’s Anti-Carceral Co-Laboratory and the Education Director at Global Village Farms. In these current professional roles, she advances abolitionist and food sovereignty futures. As a New America Us@250 Lumina Foundation Fellow, Hall is organizing the “Aiming for Freedom: Race, Reparations & Right Paths” traveling art exhibition, which features Black feminist artistic visions of our shared liberation. She is the author of Naming a Transnational Black Feminist Framework: Writing in Darkness and the co-editor, with Gwyn Kirk, of Mapping Gendered Ecologies: Engaging with and Beyond Ecowomanism and Ecofeminism. Hall is also a 2000 Sarah Lawrence College alumna who had the pleasure of studying mathematics with Professor Emeritus Joseph Woolfson (1965 - 2013).

			

		

		
			
				images. We might (re)join our ancestors in a future past, completing a circle, where we can rejoice and mourn in deep and storied waters reminiscent of home. Maybe we can wade into waters alongside our grandmothers—those living, (re)made into earth, or transformed into ashes—as we (day and night) dream of the sprouting of new and ancient sustainable futures.
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				Courtney Desiree Morris, She Who Sits With The Dead #2, Solastalgia series, 2019, photo-graph printed on canvas. 

			

		

		
			
				Courtney Desiree Morris, 

				Mrs. Freeman #2, Solastalgia series, 2019, photograph printed on canvas. 
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				Sarah Rosalena is a Los Angeles-based conceptual artist who weaves boundless forms between traditional handicraft tradi-tions and emerging technologies in textile, beadwork, and clay. Throughout her career, Rosalena has built a reputation for break-ing boundaries through her hybrid forms rooted in indigenous cosmologies, re-inter-preted through digital tools and her hand. Born from multi-generations of women weavers, she works from her digital Jacquard loom to her mother’s bead loom. She mixes hand-dyed natural colors including cochi-neal and indigo with a synthetic, pixelated palette to produce her unbordered textiles, surrounded by her featured deconstructed fringe. Programming her 3D ceramic printer to imitate indigenous coil pot techniques, she fabricates “anti-vessels” that mimic the patterns of weaving and basketry. Working with image software, she creates bead-work–pixel per bead–whose surface mim-ics the computer screen. Throughout her work, Rosalena renders world-building on a cosmological scale that transforms power structures held by conquest and discovery. Her experimental art practice suggests new possibilities as we define ourselves 

			

		

		
			
				to technology while looking at the past. For her series “Transposing of Form,” she consulted with researchers at NASA-JPL to print 3D ceramic sculptures with sim-ulated clay from Mars. She replicated her mother’s bead loom in “CMB,” a wall-hung textile whose computer-generated bead-work depicts the origins of the cosmic microwave background–unseen radiation of the Big Bang. Her mid-career survey, “In All Directions,” is on view at the Columbus Museum of Art and examines the geo-po-litical effects of climate change, disposses-sion, artificial intelligence, and extractive industries to imagine futures outside these logics. She is Assistant Professor of Art at UC Santa Barbara in Computational Craft and Haptic Media. She was recently given the Creative Capital Award, the LACMA Art + Tech Lab Grant, the Artadia Award, the Steve Wilson Award from Leonardo, the International Society for Art, Sciences, and Technology, and the Carolyn Glasoe Bailey Art Prize. She has had solo exhibitions with LACMA, the Museum of Contemporary Art Santa Barbara, Clockshop, and Blum & Poe Gallery. Her work is in the permanent collection at LACMA.
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				Sarah Rosalena, interviewed by 

				Kate Romanik ‘26

			

		

		
			
				KR: 

				How do you feel your work fits into the ethos of care?

				SR: 

				For me, it all consistently fits into the ethos of care. In technology, science, you know, there’s so much of an othering that happens when you talk about image making, or ways of viewing/seeing/knowing through imperial science or technology in general, which is a result of colonization and western thought. So here it’s really about providing a recon-nection to land and thinking, sure, you’re looking at satellite images or an AI generat-ed image compiled of many satellite imag-es, but how much of that is a result of the military industrial complex and surveillance technologies? But it’s based on land, and under land, there’s ancestors. So the care is already there. It’s just, how do you look at it? And that’s something that I think is really important in the conversation about care, because everyone’s using this word decolo-nizing, and it isn’t a metaphor, it is land back. It is giving it back. So here you can look at a textile and think about land differently from how we see and understand land through technology, which we don’t necessarily think critically about or how it happens. It’s a way to shift someone’s perspective, but a lot of that is about care. It’s about being inclusive. It’s about different ways of seeing. 

				KR: 

				Yeah, it really seems like this notion of care just comes through in your process. As part of that, I’m interested in these ideas of rever-sal and dissolution that you present in Above Below through the lens of space mapping. Could you speak more about how you find it useful or important to reconfigure these settler colonial tools as part of your work? 

			

		

		
			
				SR: 

				Yes. And a lot of that is how machines, or how we, understand land. Because it’s from above, it’s a certain perspective we’re not used to actually seeing. Even the image of the “blue marble” as a symbol of settlement really changed how we see and view the world. The same thing with Google Earth. But the double bind of these kinds of tech-nologies is that it is anchoring the land in coordinates, which then requires retraining it on bias, borders, displacement, and now warfare. Gaza is something that I can’t help but think about. 

				I wrote an article many years ago on this exact kind of reversal while reflecting on having to be remote during the pandemic. It was also a time where California was on fire. So there was an orange sky, grey smoke everywhere, and we were all on lockdown and I was consistently having to teach a lot of classes online, and kept thinking about how interesting it was to just live in a time of remote sensing. But remote sensing has been around for a very long time; it’s how we understand our planet from above, but how much of that is now being projected onto other planets? So I’m thinking about future settler colonialism, which is really a larger conversation on extraction and what makes settler colonialism possible… over and over and over. And how could you break that down or how could you revise it? It’s really going to the micro level, akin to the pixel. And I spend a lot of time talking to people at NASA about how their satellites operate and how they judge a very, very large piece of land into a color, into a pixel. It’s about understanding the resolution of land, understanding how that is being decided upon. But then I get the power to reimagine with that. Either through non-hu-man capability, such as AI, which almost reflects on itself by having to reimagine or 
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				Installation view, Groundings: Care and Climate Justice (March 26-May 12, 2024), 

				The Gallery at Heimbold, Sarah Lawrence College

				Photo: McKinzie Trotta

			

		

		
			
				Detail from Above Below, 2020, AI-generated textile, cotton, training: Mars Reconnaissance Orbiter satellite images taken from High Resolu-tion Imaging Science Experiment (HiRISE). 
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				hallucinate land within the cartographic imaginary, or just completely undoing it and materializing it and putting it in 3D space. It’s like this unraveling of complex origa-mi or another way of viewing something, because it’s not this homogenous 2D space where it’s defined within the grid. If we were to zoom in from above or imagine what this land would be, it would be this color. So it’s just reverse engineering. 

				KR: 

				I’m really glad that you brought up Gaza–there’s so much historical fabrication of memory in that land through the renaming of places–it’s exactly the kind of colonial cartography that you’re working with. It’s also really interesting that you brought up AI biases, and I’m wondering if there were any manifestations of those kinds of settler colonial roots during your work with AI in the form of biases or hallucinations?

				SR: 

				So the biases are always there. There’s always going to be machine-learning biases. We’ll never get to a place where they’re un-biased because they’re basically like history engines; they just pick the median of the samples and do that, which I find interest-ing. The landscapes from Above Below were generated before these mega algorithms, so I actually selected a large data set of Mars photos to compile that image. Again, it’s not specific land on Mars. It is a reimag-ined landscape; the imaginary is based on Earth. It’s definitely a critique of AI, exposing AI, but the idea of Above Below is a much longer, larger conversation. Because sure, it’s about colonization. But if you look a lot deeper, it’s about climate. It’s about two planets. One lost its atmosphere and became a red desert planet. One was a blue planet that is now losing its atmosphere due to climate collapse, and we now are planning to terraform the red planet to be-come blue. So there is this interesting jux-taposition between the two within time and how each pixel is materialized as a thread. But that thread color is also a result of bil-

			

		

		
			
				lions of years of climate and water. There are some parts of the textile where you can see ice, and there’s a lot of the Martian photos where you can actually see ice, but ice on Mars only happens for moments of time and then it evaporates because there’s no atmo-sphere. It never actually turns into water. So when you look at the textiles, you can see hallucinating bits of ice through it. It brings in a lot of different perspectives on thinking about land, how machines are viewing land, and what happens when you materialize something in these kinds of conversations. But it’s really trying to break up the coordi-nates. It’s trying to create this feedback loop where it’s being turned into so many differ-ent things and then materializing it. But at the same time, you look at it, and it’s so oth-erworldly. And then you can walk around it, you can view it from the front and the back. So it’s the materials, but also the history. For example, the computer is based off the Jacquard loom. All computing, all computers, come from the Jacquard loom because it was able to weave intricate patterns such as landscapes, tapestries, all that kind of stuff. That’s why it’s creating these feedback loops between the computer and its origins as well as Earth and its origins, which connect to Mars’s climate. That’s something people say when they see the work, “Well, why weave it?” And well, this is an extension of the comput-er, the hidden part of the computer.

				KR: 

				I mean, that’s really incredible. It’s really interesting how the nebulousness of the idea as it exists in the computer changes as it becomes part of our tangible world. I was thinking about this “3D assembly of weaving,” as you’ve called it before, and I’m wondering how, while you’re crafting this ma-
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				Detail from Above Below, 2020, 

				AI-generated textile, cotton, training: Mars Reconnaissance Orbiter satellite images taken from High Resolution Imaging Science Experiment (HiRISE). 
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				Installation view, Groundings: Care and Climate Justice 

				(March 26-May 12, 2024), 

				The Gallery at Heimbold, Sarah Lawrence College

				Photo: McKinzie Trotta

			

		

		
			
				terial language of the cosmos, how sensorial experience influences your work, and wheth-er tangibility plays an important role in your weavings.

				SR: 

				Yes, and I feel like other works really do that. This work was more about creating a feedback loop, so those are machine-gener-ated, so there’s more play with just feeding into itself. A lot of my other work is hybrid, like I actually do weave it. For this work it was more about getting the backside of the images, and I really wanted a very high res-olution, because each pixel is representing the red planet and the blue planet. And then the back is like a reversal, because it is that 3D thing, so you’re seeing what’s above and then what’s underneath AI on the backside. When you talk about cosmos or directions and 3D fabrication, when you put it outside of Earth, it dissolves all directions, and that was something that I really liked– you put something in space, and all direction is ob-solete. 

			

		

		
			
				KR: 

				This kind of dissolution of borders or di-rections, or even a point of origin, is really effective when looking at these pieces. I noticed how, in one of your earlier series, The desert, The Animist and The Virus (2018), even though it’s a different medium that you’re using, that same theme of desertifi-cation and colonization of Earth and Mars is reflected. But it’s played out through animal and plant “characters,” as you call them. How does this representation of animals and plants reflect different aspects of your narrative?

				SR:

				Well, animals and plants are in the reso-lution; they’re somewhere. And that’s the thing with thinking about imaging, image making– it’s all based on resolution. If you watch something in 4k versus you watch something in low, low SD quality, it’s still there, you just can’t see it. That’s my whole thing: they’re already there. It’s more of a summoning, a calling.
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				KR: 

				I love how you’re always thinking about this idea of the pixel, and how that exists as a transition point, between technology and the physical world. In the same vein, you have expressed before that your works create these “new narratives for objects that function between human and non-human.” And when I read that, I was really thinking about how you also use so many natural materials like wool yarns and plant dyes that are dyed by hand, and I’m curious about your idea of non-human. What does it en-compass for you?

				SR: 

				That’s how it really pushes against settler colonialism and western ways of seeing and knowing, because you’re always connected with the non-human, always, whether it’s a rock, whether it’s a plant – you’re consis-tently convening. And some of it was based on spirituality, but it was also just like, you are not separate. There’s a lot of respect for reciprocity. If you were to make ceramics, you would thank the earth for the clay, and if it were broken, you would also bury it. You have this deeper relationship. And so there was that kind of reciprocal way of working with people, collaborating. But for me, I’ve really been reasserting that it’s already in there; it doesn’t have to be separate. You know, sure, it’s gone through many differ-ent transformations and iterations, and the machine doesn’t know anything about what it’s doing, it’s just numbers. But it’s refram-ing how you see things, reframing and fully breaking the divisions, the binaries that have been enforced by the settler mindset. But AI is interesting because it knows the divisions, but you could train it to collapse the divi-sions, unknowingly or knowingly. 

				KR: 

				AI especially seems to walk this line between human and non-human; it is just numbers, but you can make it act like a person in a lot of ways. And the place it will have in the future of Earth and civilization is so com-plicated, especially outside of the view of 

			

		

		
			
				western colonialism. I wanted to bring up your most recent project, Exit Grid (2023), and your blended use of synthetic pixelated colors with hand-dyed materials. What do you see as the future of natural and syn-thetic or human and non-human in this kind of coexistence? What would you like to see change?

				SR: 

				And that’s the thing, I think it’s just aware-ness and hybrid-making, or challenging what we think of as real and unreal. That’s why we’re in this interesting binary. It’s this uncanny feeling of the blurring between the two. But for me, it’s more about consistent ways of tricking, or using exit strategies to think beyond these boundaries, these definitions. Because I love playing in that space. And some works are completely natural. Some are completely synthetic. Some are working together, but it’s part of the story. It’s part of the storytelling, be-cause my textiles, I always see them as like a story. It’s just throwing everything and the kitchen sink to break the boundary. And a lot of that is maybe tricking the pattern, tricking the machine or even tricking myself while weaving it. Like what is natural, what’s synthetic, you know? And a lot of that is re-flecting on digital color, because I’m weaving or in discussion with transforming digital color, so that encompasses all numbers of our red, green, and blue values, which is any number from zero to 255. Also the hex code. It’s just crazy to think how fast it hides time, with the computer having to composite all this information. But then, when you take a snapshot of it and try to recreate it, there’s different ways that you could do it. And I feel like Exit Grid is really the transformation of color. I used more synthetic dyes, but they’re blurring into each other and they’re crossing beyond the border. They’re just completely in motion. They’re not really defined by one part of the pattern. 

				KR:

				It also makes me think about how there’s a hundred different shades of any color that a computer can create, but in real life, we 
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				can only create about 80 of those hundred colors. I just think that it’s so interesting how there’s this give and take. As you continue to grow your practice, where do you see your work going in the future? How do you hope it might change or evolve?

				SR: 

				I’ve been weaving in a very low resolution, and now I’m interested in doing very high resolution at a small scale. My new work is like really tiny threads at a very high res count, but smaller so it won’t take me years to make. So I’m really experimenting with scale, with perception. And I’ve been mak-ing pine needle textiles and creating these 3D printed ceramics that have these basket elements in them. I do a lot of weaving in 3D printing, but this new work was only with ceramics. Now I’m doing it with baskets. 

				KR: 

				Wow, I’m so excited to see when that comes out. I’m just, I’m really amazed by your work. I’m so glad that I got to interview you.

				SR:

				Oh, I’m super happy. And I’m super glad you’re interested in chemistry and conser-vation. I think conservation is so interesting coming from an art historical lens. It inspired me quite a bit and is a big part of my work, too.

				KR: 

				Thank you so much. I really appreciate it.

			

		

		
			
				Installation view, Groundings: Care and Climate Justice (March 26-May 12, 2024), 

				The Gallery at Heimbold, Sarah Lawrence College

				Photo: McKinzie Trotta
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				Entanglement 

				Revisited

				Sumita Chakraborty
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				Entanglement is tricky business. In recent years, the con-cept rapidly gained traction as a way to conceptualize the inseparability of human beings from one another and from other species and things, as well as, more broadly, to depict the relationships between the animate and the inanimate, between the material and the semiotic, and between sub-jects and objects. In contrast to philosophies that rely upon the idea that subjects are autonomous, individuated, and self-contained, theories of entanglement insist on the mu-tual co-creation of creatures, organisms, knowledge, cogni-tion, matter, time, and space. As Karen Barad puts it: “To be entangled is not simply to be intertwined with another, as in the joining of separate entities, but to lack an independent, self-contained existence.”1 Within the heuristic of entangle-ment, the work of care—and the work of ethics more broad-ly—has been imagined as, to borrow Rosi Braidotti’s phrase, that of “acknowledging the ties that bind us to the multiple ‘Others’ in a vital web of complex interrelations.”2

				But entanglement is tricky business. I confess that I am not particularly comfortable with the figure, not because I value white supremacist delusions of autonomy or of neatly delineated epistemologies and ontologies, but because to my ear, it sounds strangely nonchalant—and even, at times, speciously optimistic or pleasant—considering the traumatic realities it describes. Those who favor the term might say that I am projecting too much onto it, and indeed, many ecocritical, new materialist, and posthumanist theorists who write about entanglement do emphasize that it is often quite dangerous. But still, I worry. I worry about the tone of mat-ter-of-fact neutrality with which its definitions so often begin; I worry about the inevitability it presupposes; I worry about the way it allows us to so readily imagine relationality as lively or vibrant instead of enervating, pained, or deathly.3 I worry about the aggressively paratactic imagination it can imply, which sometimes seems to foreclose consideration of the often-hypotactic logics of domination and oppression, which, in turn, at times enables us to silo considerations of relation-ality from those of power.4 

				Perhaps the analogy of textile art is appropriate here. Given the millennia of violence on a variety of scales—of colossal and ongoing harm—experienced by minoritarian persons on our planet, theories that describe existence as entangle-ment often feel to me as though they are asking me to look at our epoch with a gaze that has been forcibly limited, as if I were positioned in front of a tightly-woven tapestry and not permitted to move around it or turn it over, asked not to engage with the knots on the back, the warps and the tears, the loose strands and the raw edges.

			

		

		
			
				1. Karen Barad, Meeting the Universe Halfway: Quantum Physics and the Entanglement of Matter and Meaning (Durham, NC: Duke University Press, 2007), ix. 

				2. Rosi Braidotti, “Four Theses on Posthuman Feminism,” Anthropocene Feminism ed. Richard Grusin (Minneapolis, MN: University of Minnesota Press, 2017), 38.

				3. With “lively” and “vibrant” here, I allude to Barad and to Jane Bennett respectively.

				4. Regarding relationality and power, I am referring to Fred Moten’s essay “Blackness and Nothingness (Mysticism in the Flesh),” The South Atlantic Quarterly 112.4 (Fall 2013), 737-780. For further reading, see Axelle Karera’s “Blackness and the Pitfalls of Anthropocene Ethics” (Critical Philosophy of Race 7.1 (2009), 32-59), which is in conversation with Moten (among others) and offers an incisive critique of the limits of relationality itself as an ethical principle when it comes to Blackness.
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				5. Sarah Rosalena and Kathryn Yusoff, “Collapsing Portals: A Conversation about Geographic Imaginaries,” Sarah Rosalena: In All Directions, exh. cat., ed. Kris Paulsen and Sarah Rosalena (Columbus, OH: Columbus Museum of Art, 2023), 17. Yusoff’s A Billion Black Anthropocenes or None, which argues that “The Anthropocene might seem to offer a dystopic future that laments the end of the world, but imperialism and ongoing (settler) colonialisms have been ending worlds for as long as they have been in existence,” is one of Rosalena’s influences (Minneapolis, MN: University of Minnesota Press, 2018), xii. 

				6. In Rosalena’s words, her aim is to “invert geographic imaginaries that make Mars possible, such as those trained on histories of extraction, warfare, and surveillance.” Rosalena and Yusoff, “Collapsing Portals: A Conversation about Geographic Imag-inaries,” xii. 

			

		

		
			
				Sarah Rosalena offers another approach to entanglement. Rosalena has said that her Above Below series of textile art pieces emphasizes a “poetics of inversion” as it is “meant to be viewed from their reversal, on both sides, up and down.”5 In other words: although the pieces are quite literally com-prised of entanglements, the gaze they require is not limited to one side or one orientation. It strikes me as no accident that it is also impossible to look at them and imagine entan-glement as a neutral descriptor. From either side and in any direction, the pieces look like they ache. 

				When I first saw Above Below, I thought that the textiles—with their mottled greys, blues, pinks, crimsons, browns, and blacks; with their ridges like scar tissue; with their gashes and their grooves—were representations of contused and wounded human flesh as seen from a very close proximi-ty. I soon learned that my initial impression was not quite accurate; the textiles don’t depict organic bodies, but rather are translations and transformations of images from NASA’s Mars Reconnaissance Orbiter.6 That said, this correction did not counteract my initial impression so much as it expand-ed and complicated it. For one, it invited me to remember that our planet and of other planets are also bodies that are wounded by settler colonialism and white supremacy. Even more importantly, though, I read it as a declaration regard-ing the astronomical mass of the violence inherent in entan-glement, as well as a provocation regarding what “care” must mean in the context of that violence. The viewer of Above Be-low is asked to attend to the piece’s entanglements by refus-ing a single or steady vantage point; we are asked to linger on the frayed edge, to study the cracks and the seams from all sides, to see the processes by which it was made and the systems of oppression that created the conditions for its creation. We are called upon, in short, to see the wound.

			

		

		
			
				Sumita Chakraborty is a poet and a scholar. She is the author of the poetry collection Arrow (Alice James Books (U.S.)/Carcanet Press (U.K), 2020), and is currently working on a scholarly monograph titled Grave Dangers: Poetics and the Ethics of Death in the Anthropocene, which is under advance contract with the University of Minnesota Press. She has received fellowships and honors from the Poetry Foundation, the Forward Arts Foundation (U.K.), Kundiman, and elsewhere, and she is Assistant Professor of English and Creative Writing at North Carolina State University.
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				Sarah Rosalena, Above Below, 2020, 

				AI-generated textile, cotton, training: Mars Reconnaissance Orbiter satellite images taken from High Resolution Imag-ing Science Experiment (HiRISE).

				52 x 37 in. 
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				Isabelle Duverger and

				Laia Cabrera 

			

		

		
			
				Laia Cabrera is an award-winning filmmaker and video artist based in New York, working in the fields of art Installa-tions-new cinema. Her wide range of art-works, from traditional and experimental filmmaking, visual poetry, interactive art and immersive projection mapping instal-lations, has been commissioned by major institutions and presented worldwide in leading venues, art galleries and festivals. Identity and consciousness have been constant themes in her work, exploring concepts of otherness, symbolism, and hope, the art of seeing and the nature of belonging

			

		

		
			
				Isabelle Duverger is an award-winning French painter and installation artist based in New York. Her work includes paintings, public art, immersive inter-active video installations, video-art and animation. Her work is focused on the relationship between emotions and body language, the observation of patterns, imaginary landscapes and how the human presence interacts in it, and the pursuit of new languages through tech-nology.
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				Their innovative work explores new ways of using space and the visual imaginary as a tool for narrative storytelling and audience connection, driven by both scenographic and dramaturgical aspects and crafting immersive content experiences. Recent installations include World’s largest video interactive public art installation “The Now” (Times Square, New York), the interactive “Dream-e-scape” (Flutter Gallery, Los Angeles; Microwave Festival Honk Kong; Film Criticism Conference, Riyadh), and immersive visual poem “Qualia – You Matter to Me” (Prelude Festival NYC). Their work was presented in Spring/Break Art Show, Times Square Plaza, St John the Divine Cathedral, NJPAC, Teatros del Canal, Madrid, Fabra i Coats Contemporary Art Center, Barcelona, Tempietto Di Bramante, Roma and Hong Kong City Hall.

			

		

		
			
				Perennial Land: The Data Forest is conceived and directed by Laia Cabrera and Isabelle Duverger

				Original music composition by Nana Simopoulos

				Cinematography, Editing and Visual Effects by Laia Cabrera and Isabelle Duverger

				Additional Visual Effects by Caryn Heilman 

				Spacial Sound Design by Ander Agudo

				Curated by Patricia Cazorla
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				Conversation with Laia Cabrera and Isabelle Duverger, Interviewed by Meena Mangroo ‘25

				Edited by Prof. Patricia Cazorla

				(Lecturer at the Art & Music Department of Bronx Community College) 

			

		

		
			
				About the interviewer: 

				My name is Meena Mangroo, Digital Design AAS candidate at the Bronx Community College. I moved from Guyana to the Bronx, New York, about two years ago. Because of the abundance of natural resources and wildlife in my home country, adjusting to the different environments here took me a long time. New York is a big city. The Bronx is the greenest of the five boroughs; as such, I’ve learned about and explored Wave Hill, the New York Botanical Garden, the immense Van Cortlandt Park and the breathtaking Pelham Bay Park coastline. These are all captivating places to visit, but unfortunately my commute is filled with pollution, which brings terrible air quality to our treeless residential streets. 

				So, I was beyond excited that Prof. Cazorla was presenting Perennial Land: The Data Forest, by Laia Cabrera and Isabelle Duverg-er, at the Bronx Community College Hall of Fame Art Gallery. As a self-proclaimed tech nerd, I am intrigued by how creativity can transform the data of human impact on Earth into an art form. 

				What does care for the environment/nature mean to you?

				Nature is our surroundings, but occasion-ally we overlook our integral connection to it. This delicate equilibrium of existence is unpredictable yet adorned with intricate patterns. It encompasses the weather, the enigmatic depths of the ocean, the small tree by our home, the air we breathe, and the macro- and micro-cosms. In essence, the environment and nature are indispens-able for human survival, well-being, culture, and the planet’s health. Safeguarding and preserving these invaluable resources are a shared responsibility that demands collec-

			

		

		
			
				tive action and stewardship to benefit both present and future generations.

				The experiential installation you are pre-senting at the Hall of Fame Art Gallery focuses on the importance of data-driven insights into human’s impact on nature. Tell me a little about the process of obtaining these data and what you have gained from the research?

				About ten years ago, we worked with The Center for Urban Science + Progress (NYU-CUSP), the first of its kind, and realized how much data was being generated. The program was training students to analyze data, make them actionable, turn them into solutions and policies. Data had ceased to be abstract. 

				And about a year ago, the seed for an in-stallation about the data forest was planted in our mind. While talking to NGOs about an installation on information collection about climate change, we were given pointers to all kinds of data streams. All of it is acces-sible, by the way. We came to realize that, while the governments had all the means necessary to take action, the policies were absent, even if the information had previ-ously been processed and was ready to use. Our goal was to produce an installation that clearly demonstrates the overabundance of data and available solutions.

				How did you decide to incorporate these finding into your artwork?

				The first question we asked ourselves was how to make an artistic video installation about these themes. We are looking at how climate change has influenced species and wildlife, exploring fire, floods, and ecosys-tem changes, and the connection between nature and human health, where law, science, and biodiversity interact. How do 
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				(Top and bottom): Laia Cabrera and Isabelle Duverger, 

				Perennial Land: The Data Forest, immersive installation, the Hall of Fame Art Gallery, Bronx Community College, 2024.

				Photo: Isabella Duverger 
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				(Top and bottom): Laia Cabrera and Isabelle Duverger, 

				Perennial Land: The Data Forest, immersive installation, the Hall of Fame Art Gallery, Bronx Community College, 2024. 

				Photo: Isabella Duverger
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				filming in the direction of the project. The collection of footage is like the collection of data; we organize them, correlate them, find connections and a plot around them. We then work one after the other, prepar-ing and setting a timeline with the material we feel will build the piece. This is mostly Isabelle’s work. Then Laia jumps in with her vision and works on the flow of the ideas and the narrative. This process of editing and layering is a back-and-forth between us, which also goes into building the storyline.

				As we begin to shape a structure that resonates with us, we engage in a deep dialogue with our long-time collaborator Nana Simopoulos, a composer and multi-in-strumentalist, about the emotional journey we aim to convey. This process, honed over many years of collaboration, never fails to enrich us. 

				Finally, one element that develops in par-allel is the site-specific installation design, the layering, and the conceptual display of the piece. We love the challenge of attrac-tive architectural spaces and the poetics of change. We can invent with our imagination. It is a vision of the world where everything lives not in space but immersed in a network of relationships. These relationships define space. 

				How do you think this exhibition differs from other awareness efforts for cli-mate justice?

				The justification of decision-makers for the lack of action is always the need for more data and the lack of actionable data re-garding nature. We generate so much data nowadays, and so much of this data, such as temperature records, CO2 levels, and sea level measurements, have already been processed and analyzed. These data provide clear evidence of climate change and a path for climate action. This piece, which is a po-etic view of the overflowing data generated, is an attempt to show how data is right there at our fingertips, for us to take action. 

				We interweave the urgency of climate change with the hopeful vision of decolo-nized technology and show how one can inform and empower the other. We use met-

			

		

		
			
				we manage our wilderness as the planet’s climate continues to warm? The conditions that create that ecosystem may not be there in the future.

				We were also asking how we can envision a future of decolonized technology with tools for justice and rights? How can we promote ethical data practices, foster digital inclu-sion and accessibility, and cultivate critical consciousness? We aim to foster a sense of affection for nature and acknowledge its deep-rooted and intricate connection to human cultures. All those findings and questions are poetically addressed with a powerful visual scenery. 

				What was the conceptual and technical workflow like between you two?

				We’ve been collaborating for the past 15 years to create visual narratives and poetry, working in video installations with the idea of going beyond the frame to create a scen-ery from moving images, to create immer-sive cinema, light, and storytelling, in which the audience can submerge themselves in a multidimensional way. We have evolved to interactivity and augmented reality to create agency and explore new narratives. Ultimately, a sense of you-have-to-have-been-there immersion is the most important draw of interactive storytelling, an eye-open-ing experience. Where are the limits of our understanding of emotions? How do we connect to others? How can this new form of storytelling be used for more inclusive stories? We no longer live in a world of the single tale.

				Identity and consciousness have been our long research projects, aimed to revitalize and strengthen the intercommunication of different artistic languages. Our projects have been exploring new ways of using space and visual imagery as tools for sto-rytelling and audience connection. We are driven by a deep fascination in the potential of new technology to bring a soulful and or-ganic world to life, to reach the point where it becomes (and fuses with) art.

				As filmmakers and video artists, we con-stantly film what we see and gather footage for future projects everywhere we go. From there, when a project arises, we continue 
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				aphors, allegories, and evocative imagery to create a narrative that resonates emotion-ally and intellectually and to represent the complex challenges, potential solutions, and collaborations.

				The installation aims to achieve a deep emo-tional connection with visitors through inter-active displays, immersive experiences, and thought-provoking visuals. These elements allow visitors to appreciate the significance of using data to make informed decisions for a sustainable future, sparking a sense of urgency and responsibility.

				And finally, what do you hope the BCC com-munity and the public will take away from this exhibition and your artworks?

				Our work embodies visual poetry, aiming to connect with the public on an emotional lev-el. Through installations like Perennial Land, we aspire to foster a vision of harmony be-tween nature and humanity. By intertwining artistic expression with powerful themes, we seek to create a video installation that triggers dialogue, inspires action, and offers a glimpse into a more sustainable and just future, supporting initiatives that include 

			

		

		
			
				monitoring localized air pollution in the Bronx, tree planting, and engaging young people in environmental action.

				We envision Perennial Land sparking conver-sations among artists, students, scientists, community leaders, and more voices to reflect on the experience and enrich our collective expression. 

				About the Hall of Fame Art Gallery: The Hall of Fame Art Gallery at Bronx Community College is committed to showcasing diverse and innova-tive works of art while providing a platform for engaging with contemporary social and cultural dialogues. Through exhibitions and events, the gallery aims to inspire and foster creativity in the Bronx community and beyond. The gallery is funded in part by the Art & Music Department of Bronx Community College, the BCC Art & Music Consortium and BCC, Inc.
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				Laia Cabrera and Isabelle Duverger, 

				Perennial Land: The Data Forest, immersive installation, the Hall of Fame Art Gallery, Bronx Community College, 2024. 

				Photograph: Isabella Duverger

			

		

		
			
				Detail of Laia Cabrera and Isabelle Duverger, 

				Perennial Land: The Data Forest, immersive installation, the Hall of Fame Art Gallery, Bronx Community College, 2024. 

				Photo: Isabella Duverger

			

		

	
		
			
				95

			

		

		
			[image: ]
		

		
			[image: ]
		

	
		
		

	
		
			
				97

			

		

		
			[image: ]
		

		
			[image: ]
		

		
			
				Gabriela Salazar, born in New York City to architects from Puerto Rico, creates mate-rial-curious work about the ways in which humans gather meaning through their relationship with the structured and natural environments that surround them. Salazar has had solo exhibitions at NURTUREart, The Lighthouse Works, Efrain Lopez Gallery (Chicago), The River Valley Arts Collective, SLAG Gallery, and the Climate Museum (Washington Square Park, NYC). Her work has been included in group shows at the Whitney Museum, Socrates Sculpture Park, the Queens Museum, El Museo del Barrio, The Drawing Center, David Nolan Gallery, 

			

		

		
			
				Someday Gallery, and at Storm King Art Center. Salazar’s work has also appeared in The New York Times, The New Yorker, Hyper-allergic, and The Brooklyn Rail. Residencies and grants include Workspace (LMCC), Yaddo, The MacDowell Colony, Skowhegan School of Painting & Sculpture, Abrons Arts Center, “Open Sessions” at The Draw-ing Center, the Socrates Fellowship, a City Artist Corps Grant, and a 2023 NYFA/NYSCA Fellowship in Craft/Sculpture. She holds an MFA from RISD, a BA from Yale University, and lives, works, and teaches in NYC.
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				Gabriela Salazar, interviewed by 

				Alejandra Pasquel ‘24

			

		

		
			
				AP:

				Last time I saw you, you were still ponder-ing what to name the exhibition. Could you tell me then how the title Observed came about?

				GS:

				So last year, starting on January 1, I began a daily drawing process. From the beginning of that project, I wanted to call it Observed because all the drawings had to be from observation and made in ink, so I could just be in the moment, not overthink, and work with whatever happened. I wanted to give myself, in some ways, less to have to conceptualize. I wanted to remove some of that pressure to be creative and just be more present with what I was doing. So I’ve had that title in my head for a little while, and when I was trying to think about what to do for this show, and how to make the work coherent to an exhibition, it started coming back to me that this casting pro-cess with the Leaves was also a kind of way to look closely at something and a way to mark a moment or arrest something that was fleeting, kind of like a day. And so there was a correlation between those processes. Similar to the ink, with the Leaves process, I was doing something that I couldn’t neces-sarily correct. Once it’s done, I had to move on to the next. There’s a beauty in focusing on one day. So, finding that kind of parallel between the two processes made me think about that as a title for the show.

				AP:

				Thinking about the process, I wanted to talk about your residency work at Sarah Lawrence. When I visited you in the gal-lery, you shared that for these pieces you sometimes pick up certain items as you go on with your day-to-day life. This seems very meticulous but also personal, even ritualis-tic. I’m curious as to how that daily practice 

			

		

		
			
				has influenced both your routine and your awareness of climate change? How has this process made you more cognizant of the environmental issues we face?

				GS:

				I think some of it comes back to noticing. I’ve been working on this project for almost a year. And there were ways that I wanted to start really kind of getting into it. Just even in the making of it, I thought there were certain things that I could count on, like, “if I put oak leaves in, some brown pigments will come out.” And as the sea-sons have changed, some materials have changed; they don’t behave the same way. I have less access to certain things. So it has made me, I don’t know, think about art making as a seasonal endeavor. It actually, maybe, has seasons where you can’t just create. It’s not like a factory line. So, there are ups and downs, moments when you make a lot, moments when you harvest, and fallow moments when you need reflection and rest. So I think it has brought me back to the present and the personal on climate change and out of the big, terrifying picture that I have no control over. That is just so hard to stay in, you know? That place of powerlessness replaced with some agency and focus on what is here and now.

				AP:

				You have said that the climate crisis “im-pacts your day-to-day life, affecting your body, your family, and your environment.” How does a sense of impotence in the face of climate change influence your artistic practice and your approach to navigating everyday life?

				GS:

				I think there’s something really dispiriting about the impotence of feeling that there’s 
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				Gabriela Salazar, Leaves (Bathroom Looking East, Courtyard (January)), 2024, Water soluble paper, leached pigments, graphite

				42” x 24.25” x 1.5

				Photo: McKinzie Trotta
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				Gabriela Salazar, Leaves (Kitchen Looking East, Courtyard (January)) 2024, Water soluble paper, leeched pigments

				53” x 40.5” x 2”

				Photo: Nicole Salazar
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				Installation view, Gabriela Salazar, Observed 

				(January 24-February 27, 2024)

				The Gallery at Heimbold, Sarah Lawrence College

				Photo: McKinzie Trotta

			

		

		
			
				not anything you can do, or the things that you can do are really insignificant. In my personal life, I still want to do the little things that make me feel like I’m doing something, with a hope that it will eventual-ly create bigger changes. And I think it does, I think change comes from both registers.

				AP:

				Like micro to macro.

				GS:

				I mean, this is still happening to us. It will continue to happen to us, even if we make all these changes. There are things we cannot yet foresee about how it’s going to impact us. And that’s scary. I think still, we take comfort in what we can while then getting comfortable with the fact that we can’t necessarily rely on it, because we need to plan for it possibly not being there. This really does feel like a manifestation of where I am, trying to balance the imbalance, and there’s no level. It’s actually more about getting comfortable with there being no 

			

		

		
			
				answer. That’s hard.

				AP:

				Very hard. It’s like a limbo zone. It’s also what happens, at least to me, when I’m working on creating material objects. I begin to think about the ways I’m contrib-uting because of my material waste. So, I think this project Leaves is a very interesting take on this predicament. Especially given that the materials you’ve chosen feel very environmentally friendly and natural. Could you expand on this decision?

				GS:

				I mean, it’s interesting, because I chose the material in part because it’s so vulnerable. Its vulnerability is its asset in that the ma-terial is not, in some ways, as heavy on the environment. It’s about slowing down—but ultimately not being in control of—change. But it’s not exactly true to the way we live. We are all contributing to climate change, just living is contributing. I have a version of this conversation with my students a lot. I’ll 
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				start bringing up a point on sustainability, and then it’s like, “oh, we can’t make art,” “we can’t do anything without there being waste.” So, I question: an art that in some way makes people more aware of climate issues, can that be a trade off for its envi-ronmental impact? And does that trade off change the value of the work, maybe make it more resonant because of the sacrifice of resources and that tension that you now become a part of as a viewer, a participant? I think it’s an important conversation, right? What does knowing about the climate im-pact of the work do to the way you under-stand it? What is the artist’s responsibility in this equation? Maybe why artists are an easy target for climate shaming is because art doesn’t have a “value” in the same way as other kinds of industry might. We pur-port to have higher aims. But I think we should question it all, and let the questions become a part of figuring out how to move in this double-edged reality.

				AP:

				I wanted to ask you about your teaching. Specifically, your classes at Sarah Lawrence, where you taught “Art and the Climate Cri-sis” back in 2022. How do you navigate the balance between presenting your personal work and engaging with students who are exploring their own approaches to address-ing the climate crisis, both artistically and personally?

				GS:

				I’ve found that teaching helps me work out that limbo we were talking about, because art fundamentally is about asking questions rather than providing definitive answers. Teaching the class and developing the curriculum helped me realize that these are just the kind of questions that each artist needs to find their own footing. How much waste is acceptable? What kinds of ways are there to get people to engage with these issues through art? So, I guess the last thing I would add to this is that I feel like one of the most important powers of the arts is in building community, and I think for that 

			

		

		
			
				purpose it’s one of the best tools to use nowadays.

				AP:

				What I appreciate about this series is how it prompts conversations and a community feeling about the issue. Your presence for the residency, alongside the other exhibi-tions, makes each aspect of the series more impactful. For me, it highlights that this problem affects everyone, not just those presenting it. And working on it can lead to those feelings of hopelessness, wondering who will act on it, but I think it also empha-sizes the importance of taking those small steps forward together.

				GS:

				It is like a mindset shift, slowly getting every-body on board all the time.
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				Gabriela Salazar, detail from Leaves (Living Room Looking Northward, Uptown (January)), 2024, Water soluble paper, leached pigments, graphite 

				84” x 88” x 1.5”

				Photo: McKinzie Trotta
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				Installation view, Gabriela Salazar,Observed 

				(January 24-February 27, 2024)

				The Gallery at Heimbold, 

				Sarah Lawrence College

				Photo: McKinzie Trotta
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				Windows

				Kate Zambreno
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				More than a decade now, your fixation with making work to represent the windows of your apartment, including the grid at the top of the living room window, facing a busy street. A memory of being a child at slum-ber parties there, looking up at the ceiling, the flash of light as cars went by. Living Room looking northward, uptown. A later outdoor installation, reliefs of the same windows using water-soluble paper. A brightness, that grid. Minimal and clean. Yet the material is by its nature fragile, durational. It is built to fall apart, to decay. As do all aspects of our built environment. In an interview, you once said, that minimalism, the stark clean grid, “removes too much of the lived experience, the mess, the problem, the cracks.” I think of that when I enter the gallery space, where you have nested the relationship of the windows of your lifelong home. The lie, of the clean white painted wall. No cracks. This is the melancholy of apartment living. The walls become shabby, and only after the tenants disappear, so there’s no trace, do the walls get painted over, as if no one ever existed before. But this is my narrative, not yours. Or the collec-tive narrative of our city. My friend points out to me—the condition of apartment living—the sense of apartness. What, you wonder to me in an email, have these windows witnessed. What have you witnessed togeth-er. Not only over the forty years of living there, but the century in which the building has stood. Children have been born, including you, including your own. 

				How bright it is when I walk into the gallery. The translucence of the hanging pieces you call Leaves. The shadow of one of the swaying grids of water- soluble paper, stained and pressed with materials kept in the center of the room, the blurry colors of late fall and early winter cal-endars. The shadow perhaps marking another memory. It is a muddy January late afternoon outside, and the light is, as Annie Dillard would write, like “the light on paper inside a pewter bowl.” Light on paper. The room becomes a study of light. What the paper holds. It’s so quiet in the gallery. I am alone. But I am taken by the smell when I walk in, the feel of apartment living, the mess of the domestic transformed. In the center of the room, amidst these beautiful pieces with “leeched pigments,” a chaotic banquet of compost materials and found objects used for the dye and the rubbings, swept into the rectangular footprint of two dining-room tables, made during your residency over the autumn and winter months.

				I walk around these rectangles, their neatness, like they have been swept up to that shape. I make a list. It is like I am at an opaque window of your imagined life, a life where one also takes care of others and the home. There is a wildness to these gatherings, an ugliness to the banquet of waste. Material that feels autobiographical—cooking re-fuse, stencils from your architect parents, your daughter’s bright plastic building materials and wooden train tracks, perhaps even from your youth (three generations, including you in the middle, architect, artist, child). The brown leaves and sticks that children often bring inside from city walks sit in large silver bowls. What children find beautiful in the late autumnal rot: pine cones, pine needles, evergreen boughs. Another 
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				bowl of bark. A plastic container of seashells. Dried flowers in a bowl, perhaps salvaged from a bouquet. 

				The list becomes illegible, like on a muddy January day, where every-thing melts together, all the heaps of trash outside, perhaps viewed from one of your courtyard windows, the plastic mixed with the organic. 

				The waste of countless meals, kitchen scraps to be swept up, the ephemerality of interior time:

				Plastic container of hardened orange peels 

				Peanut shells

				Popsicle sticks

				Red onion skins

				Corn husk wrappers in a plastic bag

				Sweet potato skins

				Container of dried beans

				A junk drawer aesthetic:

				Rusty tools

				Plastic lid

				Blue Duplo block

				Little container of safety pins

				Small plastic cutting board and knife

			

		

		
			
				Gabriela Salazar, For Our Work, 2024, 

				Arranged materials and containers

				143” x 117” x 38”

				Photo: McKenzie Trotta
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				Gabriela Salazar, Leaves (Studio Looking West, 

				Courtyard (January)), 2024

				Water soluble paper, leached pigments, graphite, 85.25” x 40.5” x 2”

				Photo: McKinzie Trotta
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				Gabriela Salazar, Leaves (Lucia’s Room Looking East, Courtyard (January)), 2024

				Water soluble paper, leached pigments

				64.25” x 40” x 2”

				Photo: McKinzie Trotta
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				Kate Zambreno is the author of ten books, most recently The Light Room, a meditation on art and care, which was the recipient of the 2021 Guggenheim in Nonfiction. She teaches writing at Sarah Lawrence College and Columbia University.

			

		

		
			
				An observation is a specific sort of watching, within a domestic space. I spend time crouching in the center. I see differently as I then walk around to the strange and subtle pieces. As I walk around the grid of Leaves, I see miniature worlds and decaying landscapes. They are textured impressions of the city, with their grids of buildings and fields and tracks and pathways. Graphite and rust markings. I notice the change of colors that feels seasonal—the deep blue deteriorating to purple to the surprising orange and yellow. I am disoriented as to the quadrants of a home, the windows don’t look out but somehow are stained and marked and pressed against everything. The porosity of memory, of the city. Standing in front of the massive calendar-like wall piece, I think of how much paper a child goes through. And what happens to all of those maps of the world. They do not last. But your work is not concerned with living forever. All this will disappear. 

			

		

		
			
				Gabriela Salazar detail from Leaves (Lucia’s Room Looking East, Courtyard (January)), 2024 Water soluble paper, leached pigments, graphite

				85.25” x 40.5” x 2”

				Photo: McKinzie Trotta
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				Cannupa Hanska Luger, 

				The One Who Checks & The One Who Balances, 2019. 

				Courtesy of the artist. 
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