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about film, the ethics of poetry, the genius of
Toni Morrison and what it means to ground their work
in the expanses of African Diasporic histories

‘| want there
to he commas
In how
| approach
my practice.’

108

October2023



Frieze, 2023



Frieze, 2023



Frieze, 2023



Frieze, 2023



Frieze, 2023



Frieze, 2023



Flash Art, 2023



Flash Art, 2023



Flash Art, 2023



Flash Art, 2023



Flash Art, 2023



Flash Art, 2023



Flash Art, 2023



Flash Art, 2023



Flash Art, 2023



Flash Art, 2023



Flash Art, 2023



Flash Art, 2023



Flash Art, 2023



Flash Art, 2023



Flash Art, 2023



Flash Art, 2023



Flash Art, 2023

FHEA DILLOM BY ZAKMA WMCKENZIE &u@ 4z
Timef Offering

| am drawn to another artwork in her Tate exhibition, As Wata to Wine, Wine to Blood,
Blood to Dirt, Dirt to Sand, Sand to Water: Wata (Bft) (2023}, a sculpture made from
iron, plastic, and sand.

*Sand is imbued with so much because it's formed over deep time” explains Dillon. “It
makes me think of who stood here before, and what happened before that remains in
the sand”

We are again in agreenent in cur artistic conception of ground and its relationship to
time. Like sand, my pamphlet, Testimones on the History of Jamaica Volume 1{Rough
Trade Books), shows deap time compressed into a single point to call forward various
Jamaican voices across four centuries of our past. As Wata to Wine, Wine to Blood,
Blood to Dirt, Dirt to Sand, Sand to Water: Wata (Bft) presents a world in chaos; | think
of it as the state of flux that caused the council to be convened for testimonies at the
heginning of my story.

The mouths of the two water bottles in As Wata to Wine, Wine to Blood, Blood to Dirt,
Dhirt to Sand, Sand to Water; Wata (Bit) are held together by an iron rod, evocative of
aniren bit used to gag enslaved people.

Whe n Dilkon visited Elmina and Cape Coast Castle in Ghana in 2021, she was struck
by the number of water bottles left as offerings to the spirits of the captives brought to
the coast to be shoved onto slave ships.

But, “What is a drink of water to the dry mouth of the dead?” she thought.

There s, however, another lbcation and layer of meaning to this artwork. | am
surprised to hear that this piece was further conceptualized from our chance meeating
at a resort inJamaica in 2022, It hadnt occumed to me until | arrived there, but the
site we were onwas of the infamous “stolen beach™ saga where approximately five
hundred truckloads of sand were remaved from astretch of beach in Coral Springs,
Trelawny, in the summer of 2008. The sand has never been found and no one has
ever been held accountable The sand in Dillons artwork was collected in 2022 during
ourstay. She collected it in the plastic “Wata™ bottles, now part of the final work, as she
proceeded to kearn more about the incident.

This work, responding to unmenticnable cormuption in one place and voicelessness
and the lack of breath in ancther, serves as an iInquiry inta the notion of caging the
tongue and being unable to speak.

WO

With her first institutional solo exhibition in Tate Britain's “Art Now™ series on view
until January 1, 2024, and an upcoming catalogue to accompany the display {edited
by herself and featurin%an introduction by geographé Iprofessc:-r Pat Nexaola), Dillen
presents a captivating body of work commenting on Blackwomen, the human body,
psychoanalysis, the envircnment, the Caribbean, and colonial history.

Artist: Bhea Dillan

Photagrapher: Ellictt Jerarme Brawn Jr.

Editar-in-Chisf: Gea Paliti
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Rhea Dillon (1995, Landan) lives and warks in Landaon. Dillan is an artist, writer, and poet wha works acrass a range of mediums
including sculpture, painting, video and olfaction. Recent solo exhibitions include: Sweetwater, Berlin; Soft Opening, Londaon; VO
Curations, Londan; and Peak Gallery, Londaon, The artist's waork has been exhibited in group exhibitions at Gladstone Gallery, New
fark; Park Mights, Serpentine Pavilion, London; and Almine Reoh, Londaon. Dillon's sclo exhibition "Fhea Dillan: An Alterable Terrain®
is currently on view at Tate Britain, Londan, thraugh January 1, 2024,

ZakiyaMcKenzie is a writer anc PhD candidate in English based in Bristal. In 2019, she was writer-in-residen cefor Forestry England.
In 2021, she was artist-in-residence at Studic Valtaire, Londaon, ending her tirme with an audio/visual exhibition based on herwriting.
MoKenzie's essays have appearedin anumber of anthalogies including Haunting Ashton Court: A Creative Handb ook for Collective
History-Maling (2023), Radical Landscapes Art, [dentity and Activisrm (Tate, 2022), Reading the Forest: A Forest of Dean Anthology
(Dauglas MeLean Publishing, 2022), Wamen on Nature: An Anthology of Wornen's Writing about the Natural Worldin the East Atlantic
Archipelago (Unbound, 2021), Gifts of Grawty and Light: A Nature Alrmanac for the 2ist Century (Hodder & Stoughton, 2024, and The
Wild Isles: AnAnthology of the Best of British & Insh Nature Writing Head of Zeus, 2021). Her 2021 Rough Trade Books histarical
fiction pamphlet Testimonies on the History of Jamaica Vol 1 exploresthenatural and social history of Jamaica in 1685 — the year
Britain taak the colany from Spain,
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ART NOW AT TATE BERITAIN

Rhea Diflon talks 1o fellow artist Anthea Hamilton
ahbout the resonances and meanings of matenals,
colonial histories, and her desire 1o be at play with
an audience

An Alterable
Terrain

RHEA DILLON IN CONVERSATION
WITH ANTHEA HAMILTCGN

ART NOW AT TATE BRITAIN

ANTHEA HAMILTON I short, what would you like to do
with thisexhibition?

RHEA piLlon  The exhibition is my most direct
engagement with black women’s geographies and
my viewpoint within the Black British diaspora.
There is this play within the title, An Alterable Terrain,
where Tam trying to give location’s reins to a black
woman, from her body, and with her own hold on her
visibility/invisibility.

AR We're in your studio, on the 18th of April, sur-
rounded by some of the works that will be induded in the
show. How will these constituent elements come together?

ko Twanted tothink about the framework of the/a
black woman's body. I asked a friend, a lover, my
mather and a ‘brother’ two questions: “What would
you say the key parts of a black woman’s body are?’
and, secondly, “What would you say the key parts of a
woman's body are?’ These questions had to be asked
in that order. Confronting the subconscious is an
important part of my research.

So Tm thinking about perception, and how
curation could be described as ‘architecture meets
artworks’. These plates, for example, will be sus-
pended from the wall, allowing light to shine through
them, to convey the textural quality of the works.
They almost look bodily in a way. They're made
from molasses mixed with resin, in differing quan-
tities, The second part of this work is a series of cut-
crystal plates made from soap, which is scented from
an ongoing sweat project I'm working on. These
are positioned in four stacks on a low plinth. Four,
because each of the soap stacks represents a number
from the year of Jamaica’s independence: 1, 9, 6, 2.

The plates on the wall will be in conversation
with the plate stacks below them. I see the neat meet-
ing of the low plinth that the plates will sit on with
the wall as a representation of Deleuze’s fold theory.
During the act of folding, Deleuze articulated that
the marginalised individual has the ability to encoun-
ter an alternate self that is ‘different ... from the iden-
tity imposed by external, marginalising forces’. The
fold could be like looking into a black hole. What
is the future and what could it look like? Could the
fold be a petceptive analysis of the question: when
is a point of folding - or even leaning - able to be self-
governed by the blackwoman?

aH  There’s an exhausted lean, there’s a posturinglean...
What type of leaning are you thinkingabout?

ko Ifeelthatinall acts of leaning there are points of
test, and that’s my main desire. Thete is a lean that is
also a rest with non-desirous consequences; like the
biblical leaning on the cross, or a leaning on stocks as
public punishment. The stocks and cross both make a
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ALEX BENNETT

| was looking across both of your practices and thought
it might be nice to begin thinking about place, your
sense of place—more specifically in terms of the per-
sonal, the biographical, and the familial, but also in
terms of the historical, and how those are intertwined
given a specific resonance is your keen engagement
with Black British life and history.

Ufuoma, I was watching From Where We Land [2021],
which was commissioned and exhibited at the South
London Gallery last year, and one of the questions it
posesis “Where is the place we will land on?"—an open
and generative question that cannot be easily resolved
in an answer, lending instead, a sense of potential.
Similarly, Rhea, | was thinking about how you've rumi-
nated onthe difference between “landing” and “arrival,
how this speaks to your conception of place inrelation
to diaspora generations and experiences—especially
since your current show at Soft Opening [The Sombre
Majesty (or, on being the pronounced dead)] reflects
more explicitly on your Jamaican heritage.

Tell me about the places that are important to you both:
To what extentand in what ways do these places man-
ifestin your work?

UFUOMA ESSI

Place is very important to me—South East London is
my home—that's where | was born and raised, butin the
pastcouple of years I've been thinking about “home” in
a larger sense as I'm Nigerian-first-generation British
born. My mom came to London when she was twenty
—and the first place she ever lived was Brixton. | re-
member thinking, when | was making From Where We
Land, about South East London as such an important
place for me in terms of my work, in terms of my iden-
tity, in terms of my family's history. From Where We
Land tried to connect them all in a way. The women
lworked with helped me groundthe work; in the work-
shops | lead with them we were constantly thinking
about our own personal and collective identity and his-
tories, asking questions like "“What does home look like
to you? What does home feel to you? Is it London? Is
it England, or is it elsewhere?” These women—Nambi,
Vanessa, Francyne—are all first- and second-genera-
tion Black British women.

During these workshops we were using The Heart of the
Race: Black Women's Lives in Britain [1985] by Beverley
Bryan, Stella Dadzie, and Suzanne Scafe, as our course
book to guide us, to explore and expand ideas of what
it means to be Black, British, and a woman living or
existing in England, in London. One of the questions
laskedwas “Where do you seeyour final resting place?
Doyou seeitas being London, ordoyou see itas being
Uganda, Ghana, Nigeria, or Jamaica? Where doyou see
that place being?” One woman said she saw herself as
almost stateless, although she was born and raised in
the United Kingdom. She was like, “The only real con-
nection | have is to London, growing up here, my friends
and family, butl don'tfeel a real connection to England)
and "Scatter my ashes across the Thames. That's it for
me. I'm done.!" With the River Thames being so synony-
mous with London, there's clear understanding of how
London has shaped our lives but thenthere's also rejec-
tion of awider British identity. | thought in some ways it
could be seen as quite somber, but | found thatthere is
quite a lot of power in such a decision toreject oraccept
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nationhood oridentity in that way. That's whatreally helped
spur parts of the film. There wasn't one question | was
wanting to write at or get to; it was open-ended, and so
| wanted the film to be, in that sense, collaborative. There
isn't an answer to this question of the unease in ourre-
lationship to Britain. Whether we claim it or we don't,
or we aspire to be British, there's a rejection of that, al-
most, but there's an elsewhere thatwe're all still search-
ing for, and that could be London. That could be within
the wider diaspora. That could be our parents. Butthere
could also be another place that we're searching for.
Philadelphia is another important place—that's where
| started making films. The new film I'm working on
Is My Living in Vain, which has been commissioned
by Gasworks and will open at the gallery in October
2022, it is based there and in someway is also looking
at place, specifically the connections between South
East London and West Philadelphia, and those-diasporic
and sonic connections that exist between those spe-
cific places.

RHEA DILLON

| like how you think about The Heart of the Race as a
course book—Ifeelthe same in what | describe as “Bible
books," which are books that provide the frameworks
of my practice and thinking about my upbringing. The
Heart of the Race is definitely a newfound “Bible book!
alongside Stuart Hall's The Fateful Triangle [2017], which
was what | was returning to whilst | was in Ghana for
the first time in December.

Obviously Stuart Hall, if you read even just one line of
his texts, will make you blow out the words identity,
race, nation, ethnicity, and all these other terms for a
home, for a land, and for an arriving. | think that's re-
ally important to do, especially now, with what I'd call
a desire for there to be a post-race mentality, which
doesn't existas we are still in our races, quite literally!
We haven't got to this 2025, or 3035, versioning of us
all being brown, where this book called The Tanning
of America [2011] comes into play. | extend both that
idea and syntax to the tanning of the Western world,
which is referenced through my video (Working Title)
Browning 2025 [2021] that's currently exhibited onthe
Kitchen New York's online Video Viewing Room. A few
people have mistakenly thought the “working title" at
the beginning is to be dropped, but it's there with pur-
pose because (1) | can, with that stated in the title, keep
inviting other dark-skinned Black women's voices to
be part of the work, and (2) society itselfis setto be a
continuous working on this browning of the Western
world with so many people creating mixed-raced chil-
dren and those children being a present-day aesthetic,
see the Kardashian Klan.

Whatyou're thinking about, Ufuoma, in terms of open-
ended questions, but still starting with questions, is
really important for me. And for all these questions
that will come up for us quite pertinently in the skin
and the bodies that we're wearing: How does it align?
How can it not be misalighed with societal desire/
placement/reality as equals of those things? Is asking
these questions as to why you get placed in these dif-
ferent spaces brought up, or even sought after, like in
the context of this interview right now? That's just al-
ways an innate thing. Like when people ask that ques-
tion “Who do you make your work for?” or “Do you
make work for Black women?" | make work for myself

One’s Place Within
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predominantly, because it's coming from my mind.I'm
exploring what it is to be someone like me. That's what
lam most excited about when | see other people'’s work
also. I'mlike, “Thank you for that offering and that shar-
ing of you," because it's really quite an incredible, really
vulnerable thing to share work in that way and to ask
yourself these didactic questions: Why am | here? Who
am | here for? What am | doing? That comes into this
landing-to-arrival thinking, thinking about the transat-
lantic slave trade and being stateless in a way, and
I really speak to the diaspora here, especially as a
second-generation Black British person of Jamaican
ancestry. We're in the age of coming to terms with the
diaspora and the reality of being nationless and post-
state, even though we have these passports thatwe're
most grateful for. I think, in terms of whatyou're asking,
Ufuoma, or whatyou mentioned in the question initially,
Alex, regarding the language that I'm breeding with
“from landing to arrival” as a framework phrase using
poetry to formmy poethic practice, is that “landing” to
me is just very thud-like, onomatopoeically. | believe
“to land" is to be dropped somewhere, and | think that
is the displacement of Africans to the Caribbean and
the Americas, and therefore the first part of the triadic
movement. Then you get to the migrant and first gener-
ation's stage—that’s the “to" in the phrase—in that there
was this invitation by the queen to come over and ac-
tively support the UK post-World War Il. So it's on the
way to, and now is, the second generation, as | men-
tioned regarding passport holding; | really can arrive
anywhere. | feel the phrase really does that lineage of
“home” for me in the best way, along with three in the
triad that we talk about.

ALEX

I think of both of you as researchers, and with this
Idon't meanthatyour practices are necessarily archival
inthe same way. You are hoth readers actively engaged
in Black feminist epistemologies, and these references
often remain legible and accessible across yourwork.
In this approach to research one negotiates the con-
ditioning of legibility and invisibility, the psychical be-
haviour of the archive, the racist imagination.

I was thinking about how the archive suppresses as
much as it reveals; it's very dependent on what param-
eters are in place to validate specific narratives and
to have those preserved. There is a parallel spectral-
ity between the archive and the raced and gendered
body—I'm thinking of the visible invisibility of the Black
woman analyzed in Frangoise Vergés'writing on labour
and care. Embodiment is something you both consider
—how does embodiment influence this process of
making visible?

UFUOMA

Iwant to go back to whatyou mentioned about accessi-
bility. | didn't study fine art, I studied history, butitwas
really bell hooks and my mum who made me want to
study history. When | was younger and reading hooks,
I was like, | get it, this is very to the point and direct.
When | was studying for my degree, | was very much
determined | was going to just focus on specific his-
torians, theorists who were not on my syllabus in the
UK, people like hooks, Robert D. Kelly, Black histori-
ans that | really admired and who helped me under-
stand the world but also understand how structures
operate. It was during my degree, when | thought of
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historical records a bit more, and so that's why the ar-
chive is the most natural place for me to really sit and
exist within my work, because it's a place that | know
really well. | spent four years researching in archives,
seeing what | wanted, what I didn't want, and this in-
formed my work as a filmmaker.

My first films were found footage and archive footage
films with things that were spliced together. Then study-
ing in Philadelphia, lwas accessing lots of different ar-
chives, and there was a Philadelphia TV archive that
| became obsessed with. | was watching a lot of dif-
ferent archival material—l want to bring it into my own
orbit, my own language, and make things make sense
forme. lwasn't sure if this was video art, if Iwas going
to make traditional narrative films inthat sense—| was
just experimenting, thinking this is the mode inwhich
| can express myself the easiest way.

My process originally starts from either a place or within
an archive. In my previous films, the answer to the
question that | was wanting to know, or wanting to an-
swer, or even just wanting to explore, it's not always a
definite one that | want to get—it's more about making
work that I'm thinking through the ideas | want to ex-
plore. That's where my process initially starts. A lot of
my practice is intuitive as well, depending on the re-
search, who | want to work with, or where the film is
taking place—it's more about letting everything else
guide me through that process. Also because when
lwork I'm always editing: | edit all of my films. Anything
can happen on the set on the day when you're shoot-
ing, but it's the edit where | take the most control, and
that's where things start making sense to me.

A previous work, Bodies In Dissent [2021], started with
the homonymous book by Daphne A. Brooks [2006],
which was a big influence, and then researching Black
performance archives, watching footage of Loretta
Abbott, Judith Jamison and Alvin Ailey; from looking
at all these performances that's how the work devel-
oped, through thinking about how we carry history in
the body and how we express that.

ALEX

Rhea, thinking of Janus at Soft Opening, London[2021],
I wondered if you could speak to how you negotiate
your research, as | feel embodiment is also a dimen-
sion of your practice.

RHEA

It's interesting to think about the etymology of “em-
bodiment” versus “body” | also find it interesting
when people speak about the body being present in
my work. Naturally, invisibility and visibility comes to
mind. These incredible people—writers, theorists, po-
ets, thinkers, et cetera—that we get to be led by and
lean on, who have such a great capacity for language
in this poethic (a term | learnt from Joan Retallack’s
writing) but also a didactic way to the reality that we're
living. Reading bell hooks is such an insane experience
as ayoung black woman,whenyou're like, “Damn, she
really is just spitting the clearest facts I've ever and
may ever hear" | am grateful for the people who aren't
afraid to write viscerally. It's about vulnerability, and
it's about an honesty.

I'm always reading. I've always been a reader. | also
didn't study art at university, | studied fashion com-
munication. Originally, lwas going to study Englishand
then fashion as | thought | was going to be a fashion

U. Essi, R. Dillon, and A. Bennett
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writer—especially because there weren't enough Black
fashion writers when | was younger. It was very on my
teen-with-duty shit. That aside, I've always been areader,
a lover of language, and possessed a capacity to be
both didactic and abstract with language, which inter-
twines well with the physicality of my practice, for ex-
ample, sculpture, olfactive elements, et cetera.
Janus *pause® leaking fortified enclaves is a wooden
cross, this pharmacy cross—it's one of the most uni-
versally recognised signs: an understanding of care
and aid. I thinkabout care and aid in terms of Blackness
andspecifically Black women. Highlighting the capacity
that Black and brown women have to consistently hold
up the capitalocene and have done from its creation.
This links back to bell hooks, where she talks about the
womb of black women being—thinking about object-
hood and subjection of Blackness, which | do so much
in my work—the most vital component of the slave trade,
which we know was the most important formation for
Western capitalism as we know it today.

As someone who is from London, what | call up in the
capital's capital, these are all direct relations to how
| come to be here right now—my ontic. Janus specifi-
cally is bringing that togetherin that we're doing a kind
of phantom clap for health workers in 2020. Frangoise
Vergés actually talks about Black women as these
phantom bodies that support the neoliberal white
male CEOs of companies. | love the use of the word
phantom: it goes back to this visible and invisible that
both she and | talk about too. Having this huge cross
that engages with the pharmaceutical, yet made out of
sapele mahogany (which lused again in the solo show
at Soft Opening) is in reference to the West African na-
tive woods that would have been used for those slave
ships moving black bodies.

The cross itself is what | describe as a “performing
object) It sits on a metal arm that allows it to be filled
with fluids. There are three holes underneath to create
a slow drip: this drip is important because it connotes
healthcare—an IV drip—and the fluids fall to pool on
the ground. This performance of the object becomes
heightened by the question of who is exhibiting. The
first time it was shown was by a white male curator,
a friend of mine, so it was a question of “Are you going
to have to clean up this puddle underneath this? Am |,
as the artist, going to have to clean up the puddle, oris
the cleaner—who most likely has a body similar to mine
and a racial identity similar to mine—going to have to
clean this puddle?” Who cleans the world? Black and
brown women. Through the work, we go through a ques-
tion and it comes out as a question as well. Having this
performing object and performing work calls for think-
ing aboutthe duty of a person inthe worldversus capi-
talism, and about how they interconnect. Also, I guess
this versioning that Black women have this duty to up-
hold the capitalocene as well. So, how do | evade that?
How do | dodge that? How do | play with that?
Thenthat comes togetherinto this trickster methodol-
ogy that | speak through in terms of descendants of the
slave trade market—that's the diaspora kids, who really
are these incredible tricksters within present-day soci-
ety because doors aren't directly open forus, sowe of-
ten have to find another route oranotherkey. Diaspora
kids: thinking identity-wise, thinking race-wise, think-
ing of non-homeness as well. We have to evolve, and

Mousse Magazine 80

we embark and move through different means of (you
could think of it like a kind of Super Mario Kart game
for Black folk) getting all these other things to add, to
bode to, and to support the nonlinear existence posed
by white supremacist societies. ltweighs onus as well,
of course. We've got to be doubly strong to be getting
onto this next level. So it's kind of bringing all of those
things together and more.

ALEX

Duty, as well as responsibility, made me think about
representation. Ufuoma, can you expand on how you
sequence your material, where intermixing develops
its own choreography of source material, between
your own footage and various other sources—includ-
ing oral histories, home videos, and YouTube clips?
lam curious as to how you are thinking through repre-
sentation—as yourvideos collage rather than coalesce
narrative. Could you speak to some of the sequencing
and sourcing in your work?

UFUOMA

Anything, really, could be the archive. It's such avast
space to kind of explore. | could never fully represent
everything that's in there or even try and pull every-
thing to the forefront. On a personal level, when | go
into the archive, I'm going with my own narrative of
what | want to find there, knowing that a lot of the his-
tories that I'm interested in haven't been documented
in the same way that other histories have, and that is
frustrating. When | talk about unlearning, it's about the
idea that you're going through an archive and every-
thing there is fact when that's not true at all—you're
going through an archive and you're going to be pre-
sented with curated bits of history. You have to go in
and decide what is what you want and what you don't
want. I'mvery intentional; sometimes you're operating
from a place where there is not a lot that you can really
pull from. That's where | see my artistic practice form:
“Okay, this isn't here, buthow can | piece these together
so it feels like it was here, feels like they are speaking
to each other?” For Bodies In Dissent, | used three dif-
ferent sources, because what you hear is a mixture of
audio from Max Roach and Abbey Lincoln performing
live. Iwas listening to lots of different recordings from
their live performances when I was editing, and I really
wanted to pull them into the film.

And then I was watching lots of videos of past perfor-
mances, and | wanted to have this specific performance
of Lorretta Abbott—she is one of the most amazing
dancers. So | knew that was in the archive, so playing
that outand then using footage from Black Ballet. And
piecing it all together with the footage we shot on loca-
tion. Forl see the archive as a place where ideas start,
but | don’t always fully rely on it—if there's something
that doesn't work, when it comes to the edit, I'll leave
it out. Butit's knowing that those exist or they don't ex-
ist that informs how | put the work together; that’s the
process that I've always had.

In terms of responsibility, because my work very much
deals with image production, most times | don't nec-
essarily feel responsible to represent anyone partic-
ularly. When I'm working with found footage or archi-
val material, 'mworking with images that already exist.
If I'm paying homage to someone | respect, putting them
in the work feels just right. | feel responsible to hon-
our their images and their lives. But ultimately, | make
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work for myself as well. | never think about the audi-
ence when | make a piece of work. It's always about
what | want to see, what | want to create. Now that I'm
working with actors or with people, members of the
community, there's more responsibility for me as the
creatorand director in making sure that they are com-
fortable with the film being in a show or wherever it will
go afterwards. Alongside that, there's a big responsi-
bility in also making sure they feel they are adequately
represented, and that is really important.

ALEX

Rhea, abstraction is something that permeates your
practice as a means to permit a certain opacity or il-
legibility. Your abstraction creates a tension against the
various violences of appropriation and this enforce-
ment of being readable in some way and on designated
terms. | was thinking about your reflections on this word
amorphicity as something that creates a sort of fric-
tion with the overdetermined body. | wonder how you
negotiate abstraction, and how it relates to represen-
tation and resistance.

RHEA

Amorphous is such a greatword if only to pronounce—I'd
probably come across it in 2020, in a poem, which is
where | always find my favourite words. It boded so
well with the reality of the state of the world we were
in—the global uprising that was happening and the
call to arms from everyone, yet still to be led by Black
folks universally. And so, what does it mean to show
up when you are also desired to not exist? That's why
the word amorphous struck me so potently, because
we should be able to rest and we should be able to
just exist. How does that happen alongside an upris-
ing that's about you? How does that happen alongside
being inside and not being able to be seen as well in
terms of the pandemic lockdown? So I'm always try-
ing to expand language and, here, the understanding
of this word responsibility. lwould like to push beyond
“responsibility” and go into two other words: respect
and ethics. Ethics is a broad term and had really spun
me outin 2020—ayear of versions of beauty, versions
of need, and on versions of, | guess, truths too.

And I think that so muchin every capacity comes down
to a respect. If we're talking about amorphous and
Black amorphicity, is that you're trying to retire the
idea of responsibility, having to hold it. Which goes into
this Atlas recurring sculpture that | always come to,
where | envisage that Atlas the Greek god is actually a
Black woman through my own myth and my own theory
(because theory is also myth!) Iwas talking about with
Verges's language, this upholder of the capitalocene,
which is the Western world.

It's pushing past this idea that we have to be respon-
sible or we have to hold up a flag or we have to hold
up a hation that doesn't care to even hold us, letalone
hold the door for us. When I wake up, my desire of the
day is to respect both the work but also the people
I'm speaking through and speaking to. Everyday objects
are deemed to be amorphous too, but they're actual-
ly not; they are greatly affected by how we use them
and how we treat them, so therefore they carry stories
and bodies even, sometimes only fragments of bodies.
A Caribbean Ossuary [2022], which is the new sculp-
ture in the show that just opened, is talking about
these fragments and the releasing of souls through
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fragmentation. So that's how | feel about not wanting
to speak about responsibility.

ALEX

| also wanted to touch on perfume and olfaction, ele-
ments thatyou've been usinginyourwork. Scent, mu-
sic, language—they're transporting, sensorial things but
also gendering and racializing. Can you expand on in-
stances where scent is used in your work?

RHEA

I'm glad you mentioned music. Thinking about the first
part of the transatlantic trade, this extraction of bodies
to the Americas and the Caribbean, is thinking about
what, by all those singular bodies, could be carried,
which was nothing except for music yet the bodily
scentas well. There's this incredible book that another
artist working with olfaction, Anicka Yi, had sent me
called The Smeli of Slavery: Olfactory Racism and the
Atlantic World [2020]. Olfaction has this underlying ex-
istence in society that people deem to be secondary,
oreven just not important—in fact, itis one of our most
important senses, connected to our mouths and to how
we process information, how we build memory. If we're
going backto the archive, there is so much ignited with
memory. It's a desire to hold on to memory, to respect
memories and existences and generations. Scent, to
me, is just a really exciting space that has all of this re-
ally geeky scientific specificity on how didactically con-
nected to memoryitis. When | initially started working
with it in 2019, I'd been desiring to be a sort of evil sci-
entist where | had a Byredo scent and my dual screen
video work that explored looking at queer Black British
experiences, and | tried to imbue the minds of the au-
dience that when they come across the notesin the
scent in life again, they'll only think about good things
in regard to Black British queerness as opposed to this
version that we are something to be erased.

With the olfactive artwork | compounded from scratch
that's in the show at Soft Opening, NEGR-OID [2020-
22], it really is following that -oid as a suffix means
“aresemblance of”

I remember when Fashion Police was still on the airand
this barely celebrity, Giuliana Rancic, had made a com-
ment about Zendaya, who was wearing faux dreadlocks
to the Oscars, that she looked like she “smell(s) like
patchoulioil orweed. | had gone to the Institute of Art
and Olfaction in Los Angeles and had just been play-
ing around in the lab. | was, again, with this desire to
play into how a trickster would meet this racist reality,
so | asked myself, “What if | made a scent in a resem-
blance ofwhata Blackwoman orperson would smelllike
today in accordance with the ontology of Blackness?"
NEGR-OID, therefore, has five accords: Accord 1 is for
skin, Accord 2 is an oils accord, Accord 5 is a hair ac-
cord, thinking about the hair products and the Black
girls on the back of the bus growing up. Accord 4 is
land. I'm thinking about land in two definitions. Firstly,
where I'm from are two islands, thinking about (Stuart)
Hall again with Jamaica and the UK, so adding notes
of sea breeze with Calone. Secondly, how the land is
supported by Black and brown bodies in a Frangoise
Vergés sense. Accord 3 is food: | made a mini accord
resembling allspice, also called Jamaica pepper or
pimento, then brought in a ricey note through adding
acetylpyrazine. It's one of my favourites with a crackly
rice, almost popcorn-y, note, used in the work to think
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about how rice was braided into the hair of Blackwomen
during slavery as a means of survival for themselves
and the culture of their homeland.

All of the notes added speak to an ontology of Blackness,
which can also form or be called the stereotypes of
Blackness. | then mixed the accords together, to then
obviously add patchouli to complete the cycle, back
to the racist comment against Zendaya. Then as a
cherry on top, | added cocoa—that doesn't need any
explanation.

That's how that scentwas researched and compounded.
Because | worked on that scent in 2020, just before
the lockdown, | had been thinking about how to bring
it into an exhibited work. With one of the symptoms of
COVID being that we lose our sense of smell, it felt like,
in this stage of almost post-pandemic, this would be
great to actually try to engage the sense of smell again.
Many people have actively turned to olfaction to sup-
portand reengage their sense of smell since losing it,
especially those who have long COVID. I'm sure we're
all aware of what happened barely a month ago with
Child Q, who was pulled out of her exam because the
teachers had said that she smelled of cannabis, strip-
searched by police whilst on her period, and then put
back into her exam. This disgusting racistincident with
Child Q was just another barely two-year reminder
that olfaction needs to be discussed, and even more
so alongside the definitions of race, identity, ethnicity,
and nation. I'm trying to unearth those terms and defi-
nitions through my practice to really get down to that
framework and then disengage their stereotypes to
build anew. Yeah—that's something that's quite magi-
cal that could be done.

ALEX

I was thinking about that moment in Bodies in Dissent
where there's the overlaying of gesture and choreog-
raphy. It's a question for both of you, in regard to per-
formance and its relation to agency, affirmation, and
the body as a site of remembrance. Ufuoma, following
from your mention of Abbey Lincoln, | thought it might
be worth thinking about these instances of a perfor-
mative body and how you layer them. Rhea, | was also
thinking about Catgut—The Opera [2021]. | feel like you
are both engaged with the transgenerational potential of
Black performance and how it can be reactivated, and
how a bodly that performs in space can, even if tempo-
rarily, transform one's surroundings or can reactivate
one's sense of self. | was also thinking about this per-
forming of objects, Rhea, in A Caribbean Ossuary, which
feels like a new direction foryou as well.

UFUOMA

Black performance history has been a real center in
my work and research. My film Ali That You Can't Leave
Behind [2019] was the first iteration of me wanting to
explore this subject a bit more closely. That film fea-
tured afew of my influences, Abbey Lincoln, and women
like Nina Simone and Grace Jones. It's an experimen-
tal film that works with appropriated video footage to
explore the relationship between Black women's col-
lective experience with music, history, and the act of
reclamation. Taking influence from Daphne Brooks's
essay “AllThat You Can't Leave Behind": Black Female
Soul Singing and the Politics of Surrogation in the Age
of Catastrophe, the film is an exploration of the archi-
val and performative legacies of Blackwomen singers
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and performers. It explores how Black feminisms can
be restorative and a reparative mode strengthened by
the history of Black women's collective refusal, resis-
tance, and creativity.

I was piecing through the archive and putting things to-
gether, and at that point, in 2019, itwas the longest film
I'd made, it's around fourteen minutes. Then, last year,
| made Bodies in Dissent—the name comes Bodies in
Dissent [2006] by Daphne A. Brooks, as | was very in-
spired by that book of the same name. Brooks writes
about how mid-nineteenth-century to the early twenti-
eth Black transatlantic activists were able to transform
themselves through performance, music, acting, and
theater—they were able, in some ways, to change their
societal conditions or their lives. | love all of Brooks's
writing, but that book was really interesting because
Iwas looking at people like Abbey Lincoln and Loretta
Abbott, and they kept coming up in terms of what
Iwas interested in, what | wanted to explore abit more
deeply. The filmis an exploration of the body as a cen-
tral site of remembrance and resistance. Exploring
ideas around “bodily insurgency” and using the body
as an archive, as a point of return, a position of refusal,
a broker between transgenerational life and histo-
ries, past, present, and future. The film is inspired by
the Black performance histories throughout the Black
Atlantic focusing on the US and UK and their direct po-
tential to transform societal conditions and construc-
tions around racial identities.

When | was putting the film together, | was interested
in seeing how | could bridge that with the performanc-
es from the archive, how | could create this new per-
formance with Nambi Kiyira, who isn't a dancer or
performer. She's an actress, but one of my favorite
collaborators as she's always very intuitive in how she
works. We built this performance together over a pe-
riod of weeks.

That's what the film was based on, but the whole idea
was looking at how the body can be this place, an ar-
chive initself that transforms, not only the way we view
history or where we view but how we carry history
within ourselves, across generations, across histo-
ries, across the Atlantic. But also in a way that you find
agency through the body in that sense, the way that
you can create change or create a sense of a trans-
formation within the self, a self-actualization of com-
ing to terms, in a similar vein of the sentiment in From
Where We Land, where we are thinking about ourselves
and rejecting what we don't want and taking what we
do want, and that idea of dismissing or accepting that
starts through the body, through that stance. That's
where everything came to together, | guess, thinking
through those ideas.

RHEA

l actually want to go back to what Ufuoma was saying.
I really am taken by a question that Saidiya Hartman
presents as to whether we inherited not only the con-
dition of slavery, but can the traumatic experience be
passed down generationally too? She talks about the
Black slave experience and the memories of that in her
book Scenes of Subjection [1997]. | really loved howyou
were describing that through performance, Ufuoma.
Through that residency that we both did in 2020 I was
able to research opera, operatics, and Black perfor-
mance as awhole. That started with looking at Samuel
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Coleridge-Taylor, who was from Croydon like me, and
was the first Black British composer in the UK. He had
a great dialogue with Paul Dunbar, who was an incred-
ible African American poet who wrote a lot of words for
Coleridge-Taylor's work. Sound is just an innate Black
performance. | talk about sound the most, | guess, be-
cause lwould say thatI'm a sound geek as opposed to
a music geek. Thinking about sound as this pre- to be-
coming “music” Even analysing the sounds in music
like the utterances that musicians use as signature: the
grunts and squeals—things that make trap music what
itis, make soulwhatitis. These are the foundations and
frameworks that I'm talking about that make Black mu-
sic. So thinking about performance and then how per-
formance exists and has existed in the UK, through the
research, | was intrigued by what opera evenlooked like
for Black folk. It was really interesting to come across
what | found, and that was this incredible piece called
The Masque of Biackness.

The Masque of Biackness—the title was just so potent
to the Black experience, thinking about masks and even
extending to Achille Mbembe's continuous metaphors
using “mask!” It's a masque, which is a pre- in language
terms to operas in that it was court entertainment in
England principally in the late sixteenth- and early seven-
teenth centuries. This masque was asked to be writ-
ten by the then queen of Scotland, Anne, who was from
Denmark, and had come into power in England through
her king, who was from Scotland. King James VIl and
Iwas coming to be king of Britain as awhole, which saw
the union of the Scottish and English crowns for the
first time. It's just so funny how directly it engages with
nation and with ethnicity perhaps as well, and that she
had asked the poets of the time (who were the politi-
cians, which again, I find really interesting) to write this
masque to show to England that this king, who wasn't
English, but still British, cares so much about England
as the supreme land. In this masque, three daughters of
the characterNiger, who are obviously black, are looking
at their beauty, and then the poets, who are the politi-
cians and the mostimportant prophetsinthe masque's
time, explain that they're not actually beautiful; beauty
is only found in Britain. Then the daughters complain
to their dad, Niger, who takes them across the seas to
all these places in search of Britannia. There's poetic
words used that basically mean theywent to France and
they couldn't find beauty there, went to Spain, across
Europe—just cussing out all these other countries in an
attempt for England/Britain to be seen as some kind of
kings of the west. Then they finally arrive in Britain. What
makes the masque even more of a joke is that they then
say that Britain's sun will make you lighter, butobviously
the sun makes you darker! It's almost too much when
you're reading it Another real crux of the racism of this
masque was that the queen really wanted to perform in
blackface. What happens is she cast herself as one of
the daughters of Niger and therefore wore blackface,
which was meant to be washed mid-masque to show
that they were cleaning the faces of these three sisters
like the king and queenwould continue to cleanse soci-
ety as part of England. As part of English national legacy,
and now Britain's national legacy. The white suprema-
cistideal is upheld once again.

Cleansing is a theme that comes into mywork as men-
tioned earlier with the cleaning of the land alongside
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this racial cleansing spoken of here. This all came into
thinking about performance with identity, and what does
that mean for someone white to want to perform your
Black identity? Social media has this all over. Further,
what does it mean for me to be performing my own
Black identity? Do | perform that | like chicken, which
goes into an ontology of Blackness and a version of
what I'm *meant” to be?

Thatwas all at play in my mind throughout the research
of the opera. | was grateful to be in conversation with
Elaine Mitchener, who is a classically trained singer
and performance artist, and also Simone White, who's
a poet from the US. Both women I've admired greatly
from afar and cold-emailed to be in conversation with
me. We were looking into linguistics, opera, operatics,
see Nathanial Mackey's brilliant From a Broken Bottle
Traces of Perfume Stiil Emanate [2010].

I was thinking about repetition and placement affect-
ing identity: my studio is in central London and | pass
the Houses of Parliament every day to get there. | was
thinking about politics architecturally, like the rooms in
that building and these borders, boundaries, and terri-
tories that mean the activists out front every day can-
not go inside, let alone thinking about the borders of
nations. There's picketing and people speaking about
their opinions on things along that stretch of road all
the time, 24/7.When the Serpentine invited me to per-
form the opera there, | thought location-wise about
Speakers’ Corner, which for generations has been this
place for freedom of speech in Hyde Park, where the
galleries are also located.

The Westernworld itself is meant to be a place of free-
dom of speech, butwe're obviously moving heavily into
fascism and have been foratleast the past, I'd say ten
to fifteen years. It was really interesting to have that
conversation in direct geographic placement of the
performance itself through having these three women,
whom | called “oracles narrating the text | wrote that
goes from a referential then formal to informal ring-
down of politics to poetry to poethics.

Bringing your word into it, the work “embodied” the
realities of what performance looks like, can look like,
should look like, and will never be, in a way.

ALEX

It's interesting to continue with this thought of sound
as a precursorto music. | wanted to talk about howyou
both think about “language” and "voice" in terms of un-
derstanding objects, yourwork, orthese histories that
you're touching on. I'm also thinking about rhythm and
the relationship of images with text, voice, and sam-
pling of music. Language is really personal for both of
you, but the voice has such a gendered history, even
mythologically—how a woman's voice has been char-
acterized, andthe extenttowhich she is able to speak
and speak towhat . ..

RHEA

How can we arrive at this?

ALEX

Yeah.

RHEA

It's all so innate. Fundamentally, we're speaking about
women's voices, butwe can be direct and say thatwe're
thinking about Black women's voices. Those voices
haven't been allowed to be heard, let alone echo, and
I think we're in this incredible place where we canreally
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push for Black women's voices to echo in space(s).
I only want that always and forever, for generations to
come. We both talked of theorists and writers, many
| know of, some I'm excited to lookinto, and these voic-
es that, | guess, have echoed in our minds and also
echoed how we have felt innately, places and feelings
and existences thatdon'teven need language butwhen
provided with, how that echo really can fill the body
and the soul, filling up the room and then yourself with
the ability and the excitement to make more work and
to respond and engage further. And that's something
that goes backto the archive. | was teaching at Central
Saint Martins, and one of the first things | say to stu-
dents is to have respect for the archive thatyou are cre-
ating: “get your friends to take photos of you whileyou
create!” It will help them build their own communities,
but also will just help them respect and feed into the
archive that is so important and needs to be so rich.
I have such frustrations with the Black British archives
sometimes, and like Ufuoma said, it hasn't been able to
be given the space and respect physically or metaphor-
ically to be part of the wider British history. When you
think aboutan archive, you think about a locked chest
or dungeon. But actually, the archive should be seen
as alibrary. Aspace you are welcomed into to borrow,
learn from, and absorb information. Always an open-
ing door, quite literally so many libraries have automatic
opening doors—tounderestimate architecture’s effect
on experience is to be sorely mistaken. | would like to
push for library to be the new definition of what an ar-
chive can be. Not a vaultunderground. | think that links
back to Black women's voices, which have been vault-
ed—both the archive and Black womenvoices just need
to be given the space and respect to be seen and heard.
ALEX

Canwe also think of the archive as a portrait of sorts?
UFUOMA

Yes, | think that's what it should be. There are so many
grievances found in archives—across Britain and within
England especially. It's really bad that the Black Cultural
Archives is the only national archive dedicated to collect-
ing, preserving the histories of African and Caribbean
people in Britain. The UK needs more regional Black
archives. There's not enough of that documentation.
There's not enough of that preservation. There's not
enough money, funding, or even just access. These
other archives with collections being inaccessible in
certain ways prevents lots of people accessing that
information and resources. It contributes to the feel-
ing of especially institutions that hold these archives
as being a place that people don't think they can go
into or even visit. And that's what really frustrates me
about the archive. | think that's why I'm trying to de-
investfrom these kinds of formal institutions and looking
more into community archives and my family archives.
That's why | was so grateful for Black Cultural Archives,
that they let me in, because these oral histories were in
the archive. Me and Rhea both did the same residency
with the Black Cultural Archives and Languid Hands
in 2020. Their conversations were so richand full, very
much like they were speaking to a friend, and so get-
ting to spend hours, listening to them whilstl was just
even around the house, like not evenwiththe intention
to put this in a film someday. It was just like, “l want to
knowwhat they went through,” but | just wanted to learn
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from them in that way that we spoke about how Black
women's voices are always kept in the vault.

The Heart of the Race [1985] has been such a founda-
tional book, and being able to sitwith Stella, Beverley,
and Suzanne's voices, and sit with the archives, was
justreally important forme. When | knew | had the abil-
ity to create From Where We Land, that was the first
thing I told the actors: “We have to all sit and listen to
some. It might not be a direct reflection of your family
or life, but it will be really important to hold these his-
tories and hold these women in ourthoughts whilstwe
think about this film, and thinkabout ourselves and our
place in Britain”

Sound is something that | think of constantly, some-
times | think of it before the actual image—I guess
Iwork with sound, but | also work with a sound designer,
so there are times when I'll do sound myself or I'll lead
on the sound or I'll kind of defer to others, but it always
feels like a collaborative process.

Last month I was in Philadelphia and | was doing lots of
research, lwas in archives, but the thing that | did every
day, lwould go outandI'd just do phone recordings. I'd
justrecord people on the street.I'd justrecord people
on the bus or on the SEPTA. And that, for me, was trying
to build and flesh out this idea, documentthese spaces
that | was visiting. | was really trying to record the dif-
ferentenvironments. Thatwas just as important as the
kind of research | was doing in the archives. And then
Icame backto London and | was spending time listen-
ing to the recordings. And so, sometimes it might come
into the work. It might not come into the work, but it's
justastarting point for me to be like, “Okay, what feels
good? How does this sound make me feel? What does
that recall from memories or from this place?" And
so there were places that | had from memory where
I was like, “Okay, | know what it sounds like when the
traingoes by at5 p.m.and the kids are getting off from
school” The thing that was really important to me, to
locate these specific places that don't feel massively
connected if you look at them just as spaces, but for
me, they hold so much history and many personal mem-
ories and I'm trying to bridge them together. Butyeah,
sound is very much driving the research as well, but
also the work.

ALEX

Sound is a connective medium and can be the channel
through which you weave all of these seemingly dis-
parate or dislocated places. That's just really fasci-
nating. From sound, | was thinking about the polyvo-
cal nature of both your practices. I'm thinking back to
research and revisitation, that in return to past pres-
ences it's in the application of those resources that
one creates different possibilities or envisions differ-
ent futures. I'd like to touch on the idea of futurity, be-
cause | find it a very compelling quality in both of your
practices. | wanted to ask how you think of time, and
not necessarily conceiving a future in terms of envi-
sioning something, but rather a radical sort of Black
imagination.

RHEA

In coming up with “Humane Afrofuturism” in around
2018, it was really a rebuttal against this “impressed
responsibility” at the time for Black artists to be speak-
ing about Afrofuturism and to use the same aesthetic
to be seen or heard in certain fields. It was a singular
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time for methods of telling stories about Blackness
that | and a few others rebelled against.

Inthe present, | know that| have a great desire forwhen
you are coming into the space (whichever space that
the work is being exhibited in, because even a bus stop
is a place of exhibition) that you are able to pause your
own time.

| have a Post-it note that exists in my mind, and there-
fore the wall of every studio I've had, that states “great
art exists in the conversation” That goes with the ques-
tions that people have around the work, or the things
that are shared amongst the people who are in the ex-
hibitionwith them at that moment, or when they go into
the restaurant/bar/pub later or into the living room at
their house. It's kind of what you are saying about this
offering and ability to expand past the initial space that
the work exists in for both of our practices.

So that is what | think about mostly with time: How
to pause it more? We're in avery incessantly, intense
period of time where people love to move on to the
next thing immediately, and obviously social media
does contribute to that. But we can also fight against
that, because like what | stated at the beginning, we
humans as the fillers of that digital space can con-
trol our time there. One thing | really appreciate a lot
is that you're pausing time when you're in front of an
artwork. You aren't necessarily cognizant of every-
thing around you. You could be thinking aboutyourself
and workand asyou leave, ethics around work, ethics
around the practice, whether a praxis is present for
the artist. ..

UFUOMA

I'll always go back to the archive, although it is a frus-
trating place, but | spend a lot of my time thinking about
the pastand the present, and I'm always trying to bridge
them as these two separate spaces or experiences.
I look at the archive as something that informs the work
| make, the way | situate the archive within my work,
hoping the work speaks to the present moment or to
how we live our lives now. But knowing that my work
is also part of the archive is what | find very comfort-
ing, knowing that the work will have a life of its own,
and the archive will go on beyond my own intention of
the work.

We made a publication that was supposed to come
out during the show, but it just got delayed— but now
it's ready. Now this publication is almost part of the ar-
chive of the work; it's something that's now a record of
the process of making the film. Actually, it feels nice
that it's coming out now, that it is reflecting almost
solely on the show and on the work, and makes me
think about how | go forward, how | make work in the
future, how | document the work, and how I'm think-
ing about the work beyond its exhibition. For me, time
feels something that I'm almost in control of when
| make work.

I'm deciding what | put in. I'm deciding how it will be, how
it will appear, whom it's speaking for or whom it's try-
ing to speak to. Using a range of materials from existing
found footage to new footage to old VHS tapes to 16 mm.
But!'m the one that's putting it all into this vortex and dis-
rupting the notion of time and place, so that's how I've
been thinking about time recently and how | can find my
own agency within the work and how I'm putting things
together and living in the present moment.
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The past month | was in Philadelphia for a research trip,
which was very grounding and informative. Although
Iwas there pre-pandemic, initially | felt so many things
had shifted in the time since | was last there in terms
of the city, the culture, and energy, but actually maybe
that was me trying to get comfortable, grounding my-
self back into the city in the midst of a global pandemic
and how much time had passed since | was last there
and then thinking about the work and about how I'm
going to make it all be in dialogue. How | view time is
also similar to how | look at the archive, in the sense
of what | can piece together through what already ex-
ists and what| can create from what's absent and what
I can pull together in the work. But also thinking about
the life of the work | make beyond the final showing,
the exhibition—its future as well, hopefully.

ALEX

I'm just going to check ontime . ..

RHEA

Time. It's funny to think about the quote that “poetry
is not a luxury | think that in that, art is not a luxury.
But also time is not a luxury either. They should all be
intertwined.
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London (2021); Pressing, Division of

Labour, Salford (2021) Dishwater and No Images
as part of Distant Peak, Peak Gallery,
London (2020), No Man s an Island, Almine
Rech, London (2020); and Uehroniz et
Uchromia online, External Pages (2020).

UFUOMAESSI (b.1995, London) is a video
artist and filmmaker. Her work revolves
around Black feminist epistemology and
the configuration of displaced histories.
She took part in the arrist development
programme Syllabus VI — Spike Island,
Wysing Arts Centre, Iniva, Studio Voltaire
and Bastside Projects (2020-21). Recent
solo exhibitions include A That You Cant
Leave Behind, Public Gallery, London
(2022), and From Where We Land, South
London Gallery (2021). Recent group
exhibitions include A ko7a/, TeTuhi, Auck-
land, (2022); Arn fufinsty of Traces, Lisson
Gallery, London (2021); Not Without Joy,
Galerie Rudolfinum, Prague (2021).
Selecred screenings include 172 Berwick
Film & Media Arts Festival, Berwick
Upon-Tweed (2021); Alchemy Film and Moving
Image Festival (2021-20Y; Prismatic Ground
Fifm Festival, New York (2021y, BLK Docs x
Maysles Documentary Center: Instant
Ancenstry, New York (2020), among others.
Upcoming solo exhibidons include

Is My Living in Vain at Gasworks in London
(2022) and at Te Uru Waitakere Contem-
porary Gallery, Auckland (2023).

ALEX BENNETTisa writer and critic
based in London. He is coeditor of
Tinted Window, and has been published in
magazines such as Flash A, Art Monihly,
and The White Review.
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