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Pulp Fiction (1994): Written and Directed by  
Quentin Tarantino. Starring John Travolta, 
Uma Thurman, Samuel L Jackson, Bruce 
Willis and Ving Rhames. Won an Oscar for 
Best Original Screenplay. Often described 
as “postmodern” and “nihilistic,” usually by 
some guy wearing a turtleneck and sitting 
in the front row of your screenwriting class. 
He follows up by claiming it is his favourite 
film, and you smile and nod, sitting on top 
of the secret you fear will once and for all 
mark you as an outsider in the cinematic 
world: you’ve never actually seen it. 

In the three years I have been studying 
creative writing at my university, Pulp Fic-
tion has managed to come up in every 
screenwriting class I’ve ever taken. It has 
been cited (almost always by men) as one 
of the greatest movies of all time, used as 
an example of excellent screenwriting, and 
assumed to have been seen, and loved, 
by everyone who considers themselves a 
potential screenwriter. For me, it became 
something of a gatekeeper to the world of 
screenwriting, a marker of good taste and, 
above all else, credibility. I felt as though 
admitting to having never seen it would 
out me as an amateur. It would prove to 
everyone what I always feared myself: that 

I didn’t quite know what I was doing, and 
perhaps never would.

It was as if there was a whole world of film 
that I hadn’t tapped into, a world that my 
classmates were somehow incredibly well 
versed with. This was a world of  
Pulp Fiction, of using “Scorcese” as an  
adjective, of films that were considered 
objectively bad or good, measured by a 
metric of quality I had never been able to 
understand. I wanted to be part of that 
world, and my lack of knowledge about Pulp 
Fiction had, in my mind, placed me firmly 
outside it. 

So finally, three years into my degree, I sat 
down one evening and decided it was time 
for me to ascend to the higher plane of 
serious screenwriting. It was time for me to 
watch Pulp Fiction. 

I tried to love it, I really did. But some-
thing about the gratuitous violence, the 
long-winded conversations about nothing 
between burly men, the sex, the drugs, and 
Uma Thurman’s short black hair just didn’t 
do it for me. I had finally seen Pulp Fiction, 
and I didn’t like it. So where did that leave 
me?

 
On Pretending to like  
Pulp Fiction 
by Tanvi Bhatia
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In the movie High Fidelity, John Cusack as 
heartsick record store owner Rob narrates:
“Hey, I’m not the smartest guy in the world, 
but I’m certainly not the dumbest. I mean, 
I’ve read books like The Unbearable Light-
ness of Being and Love in the Time of 
Cholera, and I think I’ve understood them. 
They’re about girls, right? Just kidding. But 
I have to say my all-time favorite book is 
Johnny Cash’s autobiography Cash by John-
ny Cash.”

What I learned from watching Pulp Fiction 
is this: for years I had been letting the men 
in my screenwriting classes tell me what 
good film was supposed to look like. I had 
been trying to wean myself off of “chick 
flicks” and “rom coms” in favour of Oscar 
nominees, biopics, and of course, Pulp Fic-
tion. I have been trying to prove myself to 
my peers by molding my tastes to fit their 
definitions of good and bad rather than my 
own.
 
I’ve realized now that I don’t want to write 

the next Pulp Fiction. I would rather honour 
the work of Gurinder Chadha, who wrote 
Bend it Like Beckham and many other 
movies that defined my childhood, and gave 
me characters to look up to who, for once, 
actually looked like me. Writers like Kirsten 
Smith and Karen McCullah who are respon-
sible for a slew of wonderful films, including 
10 Things I Hate About You, Legally Blonde 
and She’s the Man. And Shonda Rhymes, 
who, among her somewhat less famous 
work, can be credited with writing The Prin-
cess Diaries 2: Royal Engagement, which is 
one film I can watch over and over again 
without getting tired of it. My Cash by John-
ny Cash, if you will.  

The world of screenwriting is heavily 
male-dominated, and with that comes a 
set of expectations, rules, and customs that 
were designed by and for men. Too often, 
women are pressured to shape our stories 
and experiences to fit a mold that wasn’t 
created by us. In doing this, we do both our-
selves and the world a disservice As wom-
an grow to populate more creative writing 
programs, more screenwriting classes, more 
workshops, more writers’ rooms, my hope 
as that we can redefine what qualifies a se-
rious writer and offer more than one defini-
tion of what constitutes as good. The stories 
we tell shouldn’t be the ones we think the 
guy in our screenwriting workshop wants to 
hear, but rather the ones we want to hear, 
the ones we want to write. 

We need to be allowed to love what we 
love, whether it’s Pulp Fiction or Princess 
Diaries, and write what we love to write.  
 

****
 

Tanvi Bhatia is a writer, activist, and  
cinnamon bun enthusiast living in  
Vancouver, Canada. She currently divides 
her time between studying at the University 
of British Columbia, working towards  
migrant justice, and watching comedy  
specials on Netflix. 

“I would rather honour the work of Gurinder Chadha, who wrote Bend it Like 
Beckham and many other movies that defined my childhood”



 
Self-Portrait 2017 
March 2016 Zine 
by Rebecca Claire Hancock

‘Self-Portrait 2017’ is a diary in its true essence - charting the highs and lows of my life and 
mental health throughout 2017. The embroidery recounts every mental state in me. The 
work itself was also used as a method of catharsis and art therapy in trying to understand 
my mental and physical states/changes.Tackling subjects such as mental health and my 
own being I am striving to understand who I am as a human being.
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‘March 2016 (Zine)’ was a difficult piece of work to make; the Zine confronts my sexual 
assault using illustrations, photos, diary extracts and text – this was a method to try and 
gain control over the aftermath of the assault and the unfamiliar emotions I was having; a 
reclaiming of power and something I once deemed ‘uncontrollable’. 

It was the objective to use the zine as not only therapy but a form in which to use my 
vulnerability as a weapon in confronting the society we are in and the information we are 
taught from a young age in a non-confrontational manner. By creating something raw 
and honest it is anticipated to not only create awareness of what consent is but also make 
space for trauma and force less conditioning of emotions.
 
With each Zine sold this quiet activism/protest will hopefully result in someone accepting/
considering their own vulnerability and find power in their mental and emotional health.

I like to talk about myself and my practice is no different. 

Autobiographical in content - not only physically but also in an online presence - I am fas-
cinated by my own fantasies, hopes and dreams additional to my vulnerability, anxieties 
and fears as how do I tell you about these wishes without exuding my own paranoia?
Tackling subjects such as mental health and my own being I am striving to understand 
who I am as a human being.
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‘Untouched’ is a series of scan photography which explore the traces of unpredictable 
and un-welcomed contacts that I experienced as a woman in public places, in every-
day’s life. This project has been performed with a rolling scanner, in order to recreate 
the similar sense of touch. Applying the scanner on one surface for documenting re-
minds me of this intimate, undesired and sometimes shocking contacts with unknown 
and random persons.

Setting the pieces of my skin scans against the car seat background texture, hovers 
between aggression and anxiety on the one hand and a sense of repression and com-
plicity on the other hand. 

Car seat textures has been chosen as a background to represent taxi and public trans-
port, as it is a main location for these encounters and also the pattern implies the sense 
of strain.The pieces of skin and slash effects that happened during the scanning process 
intensifies the effects of violence and intervention which this project aims to exhibit.
 

 
Untouched 
by Kat Forouhesh
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Kat Forouhesh is a multidisciplinary artist working primarily with photography, video, and 
print. Originally from Iran and currently based in London, UK. My main focus is reinterpret-
ing the sociopolitical problems, and restrictions through my personal experience and view. 
I try to create an engaging situation for common experience with audience.
 



 
Sign(s) of The Times 
by Jillian Sequeira

Attend any protest march in the world in 
2018 and you will find similar trappings: 
handheld megaphones, self-printed flyers, 
handmade signs.  

In an era where so much of our storytelling 
is visual, the signs protesters hold over their 
heads can carry just as much weight as the 
words of a speaker.  At every protest I have 
attended in the past two years I have heard 
the frequent refrain: “Can I take a picture of 
your sign?”  There are now articles  
suggesting quotes and puns to use on 
signs in the week leading up to every major 
march, and listicles reviewing the best signs 
in the hours after each march’s conclusion.  
Last year, Artisan published Why We March: 
Signs of Protest and Hope—Voices from the 
Women’s March, an anthology of  
protest signs that is no doubt the first of 
many. Friends hold sign-making parties the 
night before rallies. The creativity and joy 
that comes from retreating  
momentarily into the markers and paints of 
primary school art class can bolster us  
before we take those first steps in the pro-
test.  

At London Processions, a celebratory march 
on the hundredth anniversary of partial 
Women’s suffrage in the UK, I saw a new 
phenomenon—a period box service using 
handmade signs to promote its  
products.  The service leaned signs against 
its promotional bus, to make it look as if 
protesters had set the signs down. But 

when I walked closer I could see the signs 
were all written in the same handwriting, 
with the company’s name added to feminist 
slogans.  To me, these signs were a mock-
ery—“liberal females like handmade signs, 
so let’s put some out like birdseed and peel 
the cash from their wallets”. Women may 
have had the vote for one hundred years, 
but we are still thought of as gullible, easily  
manipulated—even in a space meant to  
celebrate women’s achievements.  

A straight, white male friend who has, to my  
knowledge, never attended a protest  
recently asked me “Does it bother you that 
people only show up at protests for the 
Instagram?” To which I said, “I don’t care 
why they show up”.  Even if someone only 
comes to a protest or a community meeting 
in order to build their social media brand, I 
believe that they can still learn from others 
and become a more engaged citizen from 
taking part.  So as much disdain as I hold for 
the team that made the fake signs, I hope 
that they took some time to walk through 
the Processions crowd.  To read the real 
signs, to hear the conversations between 
strangers, to breathe in the joy and the rage 
that women carry as we march, over and 
over again.

Taking the time to make a sign — even if 
your sole aim is to post a well-lit selfie — is 
an act of participation.  A conscious choice 
not to sit out and sit back.  A protest sign 
isn’t just bait for social media likes—it’s an 
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opportunity for promoting intersectionality.  
“No More Stolen Sisters” held by indige-
nous women at the Women’s Marches of 
2018. “The 2nd Amendment was written 
when I was deemed 3/5 of a person” held 
by a young black man at the March for Our 
Lives.  “Love your sisters, not just your cis-
ters” at Processions. “Water is Life—Mni 
Wiconi” at the Science March.  You might 
come to the march for the ‘gram, but you 
never know whose sign might teach you 
something on the way.  Hell, you might even 
talk to the person holding the sign.  And 
that’s how movements are born.  

 
**** 

Jillian Sequeira is a Washington, DC native 
and Conflict Studies student at the London 
School of Economics where she is complet-
ing a dissertation on media coverage of 
American protests.  Most Saturdays you can 
catch her at protests big and small across 
London. 
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The creativity and joy that comes from retreating momentarily into the 
markers and paints of primary school art class can bolster us before we take 

those first steps in the protest. 



Peek into Arts  
Management in India  
by Ruhi Jhunjhunwala
I stumbled upon my profession in the most 
unexpected way, not unlike most people 
in the arts sector in India. A chance en-
counter with the Artistic Director of Ranga 
Shankara Theatre, who saw ‘a twinkle’ in 
my eyes (let’s save this story for later!) and 
it resulted in a job offer. As someone who 
had always been enamoured by the arts 
but didn’t have any knowledge on how to 
pursue it, I jumped at this opportunity and 
moved to Bangalore in 2010 right after 
completing my MBA. I started working as 
the Associate in the Programming team. 
The first six months at the theatre involved 
working on narrative reports, preparing for 
the annual theatre festival and proved to 
be baptism by fire. At the end of those six 
months I knew I had hit the jackpot and 
found what I wanted to do for the rest of 
my life -- an Arts Manager! From being the 
starry-eyed business graduate who joined 
Ranga Shankara to becoming the Festival 
Manager of the Attakkalari India Biennial, 
South Asia’s largest and most important 
festival for contemporary movement arts, 
the niche journey I have been able to carve 
out for myself over the last eight years, with 
the willing guidance and cherished support 
of many, has been both exciting and chal-
lenging. My experience is grounded in the 
diverse roles I’ve managed for a wide spec-
trum of projects and informed by my access 
to the wide network of international artists 
and managers that I’ve developed because 
of my participation in various training pro-
grammes. The inter-cultural programmes 
I have participated in have been crucial 
milestones in my career and have contrib-
uted beyond measure to my understanding 
of the practice. Every new programme has 
been an opportunity to learn more about 

the multiple contexts of our profession and 
the performing arts industry in different 
countries. More than anything, these con-
versations made me reflect and become 
aware of the limited way in which arts 
management is understood and practised 
in India and I would like to share a few of 
those important learnings and revelations 
in this article. It must be stressed that this is 
only a simple introduction to an otherwise 
complicated sector and reflects my personal 
experience of working in the urban perform-
ing arts landscape in India, primarily in a 
few metro cities, and should not or cannot 
be taken as the thumb-rule or representa-
tive of a population of 1.3 billion.  

 
Career path

At the training programmes, I was surprised, 
sometimes envious even, to learn that al-
most all my colleagues from other parts of 
the globe had some sort of qualification in 
arts or cultural management either edu-
cational or professional --- a concept quite 
alien in India. Not many students in India 
know about the work possibilities in the arts 
sector or what the jobs in the industry entail 
because it’s never discussed as an option 
during any of the decision-making phases 
of our educational journey. There are no 
formal courses on arts or cultural manage-
ment in Indian universities like there are for 
acting or directing (albeit not enough of 
these either) apart from a few short train-
ing programmes set up in the recent years 
and arts management is not considered a 
viable long-term career option. Other crea-
tive careers include acting, directing, thea-
tre-making, film industry but definitely not 
arts management. In fact, it’s not wrong 
to claim that a career in the arts is not a 
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feasible choice in India at all. Consequent-
ly, finding an access point into the industry 
is quite a challenge. Most people start by 
assisting on a theatre production or volun-
teering at a festival and learn on the job. If 
not for the chance encounter that led me 
to Ranga Shankara, I would never think of 
applying to a theatre space with a business 
degree without experience or background in 
the arts. Furthermore, there are no proven 
pathways or tried-and-tested approaches 
that one can follow to make this a safe bet 
if they do decide to take this plunge. Fortu-
nately, I had the absolute privilege of work-
ing closely with badass female artistic direc-
tors, colleagues and visionaries who have 
been great mentors and provided possible 
roadmaps for my future. With them, I could 
see what trajectory my career could take, 
and I kept aspiring to that. 

 
Women in the workforce 

This next statement that might be surpris-
ing: the cultural management industry, 
at least in the few metros that boast of a 
vibrant performing arts scene, is practically 
run by women. Except a few notable organ-
isations especially under the direct adminis-
tration of the government, most arts organ-
isations and theatre institutes have females 
at the helm and the majority of arts manag-
ers are women. But even though there are 
many women in leadership positions in arts 
organisations in India, that is not represent-

ative of any change or progress in our so-
ciety. We’re still susceptible to gender bias 
and stereotyping. The only reason I think 
we see many women in arts management 
roles is because this field is still considered 
a ‘soft skills’ space and not a conventional 
career choice by men. This becomes appar-
ent the minute we study the gender ratio in 
professions like director, playwright or jobs 
requiring technical expertise. The ratio is 
flipped completely on its head. Compared 
to the creative aspects of performing arts, 
arts management is a role that is underval-
ued, and the underlying attitude is that it’s 
something anyone and everyone can do. 
It’s not something one aspires to be, not 
exclusively. Students try it out in their gap 
year, artists as an additional money-making 
option between gigs, people who’ve taken 
a break from corporate work and want to 
explore their options work at an arts organ-
isation for a while, but it soon dawns upon 
them that the job is not at all as glamorous 
as they thought it’d be but instead, it’s a 
load of serious work and cannot be sus-
tained by the love for the arts and the stage 
only but requires a certain love for logistical 
and coordination work as well. Or because 
of the basic unstable nature of work which 
includes long hours, working weekends and 
need for round the clock availability during 
projects, we lose women to marriage, moth-
erhood or to the wrath of orthodox parents. 
Because of this trend of very few people 
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sticking to it on a long-term basis, the  
profession is not taken seriously and is con-
sidered somewhat as a hobby. 

Family 
My parents were no different. They assumed 
I would dabble in it for a couple of years 
before getting married and settling down. It 
also didn’t help that the only way they under-
stood what I did was to tag it as ‘Event Man-
agement’ which obviously does not encom-
pass the complete job profile. It was beyond 
my Dad’s reasoning why I wanted to spend 
the rest of my life booking tickets and apply-
ing for visa for artists. It was only through 
third-party validations over the years like 
being selected for numerous international 
training programmes and being awarded a 
scholarship for further studies in the UK that 
I’ve been able to make my case to them. 

Hierarchy in the workplace 
Another matter that doesn’t help the pro-
file of arts managements is that there ex-
ists a clear and definite hierarchy between 
the creative and the logistical sides and 
the manager’s tasks are considered meni-
al. Irrespective of all the strategic planning, 
fundraising and marketing efforts, if the 
actual show can happen without you, then 
you’re surely dispensable, aren’t you? My 
introduction as an arts manager is invariably 
followed up by questions about interest in 
acting or directing and ends up in the other’s 
disappointment when it is summed up as me 
being ‘only’ or ‘just’ the manager. An artist 
had once told me, “You’ll never know what 
it feels like to be in a studio creating work.” 
I guess I should have asked in return wheth-
er an artist will ever know what it is like to 
coordinate a group of twenty-five practition-
ers over months to ensure that each one of 
them has what they need to do their best, 
all the while holding fort at the backend of 
matters as well?  

Cultural Infrastructure
The Indian arts industry does not have infra-
structure which is at par with professional 
aspirations and as such, we’ve trained our-
selves to use our resources, especially human 
resources, to the optimum potential. The 
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tasks of the arts manager are thus divided 
amongst the various members of the group 
instead of recruiting a full-time manag-
er who could also contribute to the vision 
and the strategic development of the pro-
ject. The crucial deciding factor is funds, of 
course. Unlike countries like Germany where 
theatre is heavily subsidised by the state, 
funding for the arts in India has a long way 
to go before it can ably support the indus-
try. Let me share some figures just to put 
things in perspective: the total budget al-
location for the Ministry of Culture in India 
for 2018-19 is €356 million as opposed to 
an investment of €1.8 billion in Germany. Of 
the €356 million budget, huge chunks are 
allocated for promotion and dissemination 
of art and culture through government in-
stitutions such as Sangeet Natak Akademi, 
Lalit Kala Akademi, Sahitya Akademi, Na-
tional School of Drama, Asiatic Society, 
Kolkata, etc. It also includes expenditure 
for Archaeological Survey of India, National 
Archives of India, Anthropological Survey 
of India, etc. A miniscule amount is allocat-
ed to the Ministry of Culture which is then 
made available as grants to artists and arts 
organisations across disciplines. The pri-
mary mandate of the Indian government is 
to protect/preserve/ conserve the national 
heritage of the country which includes the 
monuments, classical and traditional art 
forms. This leaves negligible or no funds at 
all for experimental and contemporary arts. 
They must fend for themselves. Even where 
grants are available for specific projects, 
there is no transparency in the application 
and allocation process. There are no help-
lines or straightforward processes to follow 
up or post queries to which makes the en-
tire process rather tedious and frustrating 
for those who have to constantly navigate 
through these unreliable and cumbersome 
procedures. In India, where individuals and 
families would rather make financial contri-
butions for religious activities, there are only 
so many options left to raise funds for cul-
ture and artists end up relying on patrons, 
private funding and self-funding options for 
their projects. This reflects in the poor con-
ception and execution of programmes, low 
marketing budgets, weak outreach plans 
and therefore less or no revenue. Without 
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revenue, people working on these projects 
cannot be properly rewarded for their work 
and without fair compensation, qualified 
candidates do not want to work for the 
arts. Without skilled workers in the field, the 
situation cannot be resolved or improved. 
This presents one of the many vicious cycles 
operating in the sector. This is also reflected 
in the poor infrastructure venues, technolo-
gy and allied arts- available to support the 
arts practice in India.  Another point of dif-
ference that occasionally surfaces in discus-
sions is the organisational structure (or the 
lack of it) of theatre organisations in India. 
Because arts institutions in India are always 
short-staffed and work within a small set-
up, there are no clear systems and process-
es at work most of the time. Tasks are com-
pleted on a priority basis and this lack of 
structure also affects time management of 
the projects. Decisions which rely on certain 
funding situations are delayed and a lot 
comes together only in the last minute. As a 
result, we’re just about able to do what can 
be done instead of what should be done for 
the smooth progress and development of 
the project, especially publicity campaign 
and outreach activities. This lack of a prop-
er structure is a hindrance to the growth 
of the organisation as well. There are no 
proper archiving or documentation process-
es in place for knowledge transfer and that 
means there is no organisational memory. 
With each recruit the continuity is broken, 
momentum lost and conversations with col-
laborators need to be started afresh. There 
is a dire need to act upon these to improve 
the working capacities and professional cal-
ibre of our theatre organisations.  

The Future 
While I have highlighted only the pitfalls 
and the complicated workings of this dis-
organised sector so far, I must conclude 
with some positive remarks. In 2012, I read 
an article in Time Out (India, July ‘12 issue) 
which said, ‘words like ‘livelihood’ and ‘in-
dustry’ are new to the vocabulary of the 
stage’ but I’m happy to report that things 
have changed for the better since then. The 
scope of our work is now better understood, 
and the contribution valued. Some policy 
and decision makers with foresight and 

vision to professionalise the sector have 
helped push forward the profile of the arts 
manager. Curating, producing and pro-
gramming are important roles that manag-
ers now take on in addition to overseeing 
the on-ground logistics. There are also a 
few formal arts management training pro-
grammes for young and emerging profes-
sionals. As a result, there is an ever-growing 
tribe of arts managers and producers in 
India who support the vibrant industry and 
are striving to professionalise it. There is 
also an industry of allied arts, digital media, 
stage technologies, costume design, sound 
and light design thriving by supporting the 
infrastructure for the arts. From being a 
hobby to then a part-time option, the indus-
try has now evolved enough for the role of 
an arts manager to be a full-time sustaina-
ble career option even though the pay-scale 
still does not match up to other professions. 
The sector is being reshaped by a strong 
network of practitioners whose knowledge 
is grounded in practical experience but who 
constantly draw from their instincts and 
interest in redefining the scope of an arts 
management in India. Our essential job 
right now is to perhaps gain insights from 
other ecosystems, but to contextualise it to 
suit the working mechanisms of a diverse 
country like ours. We need to constantly 
push boundaries of the scope and continue 
challenging the norms of our societal con-
struct. It’s a long uphill journey which will 
ask for patience and perseverance, but it is 
an endeavour that myself and many others 
are passionate about seeing through to 
fruition! 

***
Ruhi Jhunjhunwala completed her MBA in 
2010 and has been working as a cultural 
manager in Bangalore, India ever since. 
Apart from working on a wide range of 
projects primarily in the performing arts 
sector, she was also an ArtThink South Asia 
Fellow for the year 2012-13 and has partic-
ipated in several other arts management 
programmes including the Global Cultural 
Leadership Programme in 2016. Ruhi is cur-
rently pursuing an MA in Performance and 
Culture Studies at Goldsmiths, University 
of London as a Charles Wallace India Trust 
awards scholar.



Vix3ns Events:  
a platform for driven 
women
by Zsofia Szendrei
By the time you hold this insightful maga-
zine in your hands, the Vix3ns will have exe-
cuted two The Enchanted Forest takeovers 
in their Student Union. They will also have 
started hosting regular club nights, known 
as Evergreen, in various venues across Lon-
don along with their other planned projects. 
With a keen interest in community devel-
opment, stepping beyond the boundaries 
of their fem-powerement ambitions, these 
three women are starting a small collective 
with big ambitions.

“We are establishing a creative and cul-
tural programme with value and purpose, 
by combining entertainment and a social 
cause while adding value to the student 

quality of life.” - Vix3ns

It was late February, three young women 
were sitting at a table after a lecture, talk-
ing about women in Music and the Arts; a 
topic that always brought them together 
ever since they started their postgraduate 
degree. Diana had always said, she wants 
to start something. That day though, they 
all agreed it was high time to gain practical 
experience relating to their studies... and 
when you have a strong drive and ambition 
like these three, the best course of action 
is to create one’s opportunities for oneself. 
After teasing each other with the imagin-
ings of venue takeovers and the creation of 
a platform for self-identifying female artists 
to network and support each other, that is 
exactly what they did. Form a female collec-
tive.

“I’m honoured to be working with two great 
women, and as a trio be part of a move-

ment that strives for equality and fair rep-
resentation. What I love most is the empow-
erment we have created and the solidarity 

among the artists.” - Caz

Vix3ns Events

Friendship and community inspire 
everything they do. These girls aren’t just 
colleagues, they are also close friends and 
are dedicated to making a  
difference in their university (with the aim to 
conquer the world, one baby step at a time). 
They are currently in the planning stage of 
creating a collaborative, student-run festival 
in Goldsmiths; where with their peers, they 
can contribute and gain key experience in 
the events and festival industry. Their aim 
is to help others grow as well, no matter 
their field of expertise, with the ever-present 
cause: Diversity in the Arts!

And this is where their truly different  
experiences and personalities come into 
play, with interests across all scopes of the 
arts industry these women have humani-
tarian cause at the heart of what they do 
and work it to their own specific expertise. 
Caz as a strong leader, creative team play-
er, and business-minded woman tends to 
the company with ease and grace. With a 
long-standing background and experience 
in business management experience, is a 
true event designer. Diana, a problem-solv-
er, is a rebellious and adventurous spirit. 
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She has key experience in the creative 
sector and music industry, which gave her 
the insight that drives her passion to fairly 
represent women in this field. Zsof has a 
background in costume design, arts,  and 
theatre. She nurtures a deep interest for 
women’s roles across the whole of his-and 
her-story... she is the necessary artsy mem-
ber of the collective, the creative soul-pre-
neur.

“We want to be able to work with and sup-
port artists on their creative journey. From 
the eclectic,  eccentric to the shy. Especially 

the shy. We all have these qualities in us, 
and as women, we have a lot to offer to 

each other.” - Zsof

To honour the difference in their own na-
tures they strive to showcase the wonderful, 
clashing yet perfectly harmonising styles of 
artists in their network and in their univer-
sity. For their first event, they showcased 5 
singer-songwriters and were supported by 
an exceptional DJ. Let us introduce these 
inspiring women in their own words:

Artists of The Enchanted Forest Vol. I

The radiant ESSY is “a youth worker by day, 
committed to making the world a better 
place and a singer/songwriter and perform-
ing artist by night, from Camberwell South 
East London”, she is a dedicated, angelic 
songstress, who will take the world by whirl 
just like Gigi. GIGI is an effervescent “solo 
artist from the North West. I’ve been writing 
for other artists for a couple of years and 
last year decided to teach myself produc-
tion which I’m now doing performing live. 
There’s live looping, synths, dancey beats 
and I’m super excited to take it on the road. 
I’ve been writing about my life, making mu-
sic, conversations, people, ideas and I can’t 
wait to share it all in my new, electronic live 
show. I’m also working with producer Will 
Hicks (Ed Sheeran, Beyonce) on new music 
and really excited to see where the next 
colourful chapter takes me.” She is a true 
believer in female empowerment and start-
ed her set by motivating the audience and 
affirming the importance of working togeth-
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er to spread fair representation and diversi-
ty through the arts.

The magical GLASXS is “a London-based 
artist who mixes robots with nature. I stud-
ied BSc Computer Engineering, then stud-
ied my MSc Music and Sound Technology 
- Audio Engineering at University of Hert-
fordshire and now I’m studying my second 
Master’s degree at Goldsmiths, University 
of London, MMus Popular Music. I’m also 
a sound designer, mixer, and a composer.” 
We should also add alien princess to that 
mix, who can take an audience on many-a 
musical journey. Similarly, MONELISE is an 
enigmatic and apt artist, currently complet-
ing her “Master’s Degree in Popular Music 
at Goldsmiths. It has been an incredible ex-
perience so far! I come from a background 
in Literature and classical piano, both of 
which have their place in the music I’m mak-
ing. ” She is a painter of songs.

PIKSEL was the DJ Vix3ns could rely on, 
she took over the deck with such expertise 
that the crowd had to be (politely) urged 
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out the door, as the magical night had to 
come to an end eventually. She revealed 
she is “a Lithuanian music producer cur-
rently based in London. I have moved to 
the UK over 10 years ago and have been 
doing music my whole life. Generally, I like 
to work on several different projects, mainly 
because I get easily bored if working on one 
project, but also because I’m very interest-
ed in working with different art forms and 
collaborating with people. ” Last but not 
least, the fiery-spirited mystical singer and 
storyteller SNAKE EYES, who knew how to 
get the audience up and dancing. She is 
“an indigenous American artist from rural 
northeast America.” She raps and sings in 
English/Spanish/Italian and Nahuatl, her 
work is fueled by the desire to show audi-
ences “that indigenous Americans exist and 
deserve to be heard in the global media”.

“Life is too short, we should say why not to 
everything! It’s the only way when we want 

things to change.” - Diana 
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All of these artists effortlessly cross cultural 
and musical boundaries and combine gen-
res. Essy’s style is “Pop soul/RnB with a gos-
pel influence. I write and sing music that is 
honest, sincere and relatable.” Gigi creates 
a whole new genre with her soul-electro 
pop vibes. GLASXS transports the listeners 
into a different world, with her indie-elec-
tronica, trip-hop songs. Monelise also paints 
beautiful moments with her work, “I would 
describe my style as poetic, mystical and 
classically influenced.” Piksel creates collab-
orative tunes and her description of her mu-
sical style fits in seamlessly with the rest of 
the artists’ “I would say ‘experimental elec-
tronic dance music’ but sometimes it’s diffi-
cult to put a label on things.” Snake Eyes is 
a true activist and this shines through in her 
work too when describing her style she said 
it “Tropigoth Triphop. Indigenous futurist 
electronica. Neoperreo Psychadelico. What-
ever makes the most sense to you.”

To learn more about the worlds sung into 
being by the amazing artists mentioned 
we strongly encourage you to follow them 
online!
Essy: @theesthercole
Essy’s backing vocalist: @debrahamz
Gigi: @gigimakesmusic
GLASXS: @glasxs 
Monelise: @monelisemusic
Piksel:@pikselsound
Snake Eyes: @snake_eyes_official

The Vix3ns “bigging up the ladies”

Working with these strong and talented 
women has only pushed the Vix3ns fur-
ther to fight for their cause! After winning 
a portion of the Goldsmiths’ Alumni and 
Friends fund they are currently looking for 
more support to grow their business. The 
three women see Vix3ns as a platform for 
all female artists to form bonds and to grow 
as a network, it is a platform with potential 
and they have plans to expand beyond the 
confines of their Enchanted Forest and host 
relating creative projects supporting dif-
ferent causes within their main focus. This 
collective is always open to new ideas and 
collaboration. They are reclaiming the pejo-
rative connotations of the term “ladies” and 

“vixens” and shining a light on the positive 
side; celebrating human intelligence, crea-
tivity, compassion and the power in “togeth-
er-ness”.

****

Vix3ns Events is an Experiential Events Man-
agement Company specialising in music 
and performances presented by self-iden-
tifying female artists. Their aim is to sup-
port and nurture women’s talent within the 
music and performing arts industry and give 
emerging artists a platform to showcase 
their work. Caz, Diana and Zsof are students 
on the MA in Events and Experience Man-
agement course in Goldsmiths University of 
London. Follow them on @vix3ns.events or 
contact them through vix3ns.events@gmail.
com. 

Photo credit: Léa Bonnet @catchthelight_jp_fr



 
Women at Work
by Emmy Bacharach
I wanted to critique the Women in World 
War II Monument, which sits in the middle 
of Whitehall close to Downing Street and  
Trafalgar Square. Intended to represent all 
of the involvement and work done by wom-
en during the war efforts, the sculpture de-
picts a row of empty coats and hats hang-
ing on a large monolith. The inscription on 
the side reads: “This memorial was raised to  
commemorate the vital work done by over 
seven million women during World War II”.
 
I was baffled by the failure of a monument 
supposed to represent seven million women  
– an impossible task, perhaps – to  
represent even one actual woman. Who 
thought it was a good idea to reduce these 
strong, living and breathing women to their 
clothes and hats as if they simply vanished 
into air?

The context is one where shockingly few  
representations of women exist in our  
national monuments and memorials.  
British feminist activist and journalist,  
Caroline Criado Perez estimates that only 
2.7% of civic statues in the UK are actual, 
historical, non-royal women, concluding 
that if you are a woman “your best chance 
of becoming a statue is to be a mythical 
or allegorical figure, a famous virgin, royal 
or nude.” This led me to thinking about the 
erasure of women’s bodies, the violence 
they have experienced and the work they 
have done from history, and the invisibility 
and undervaluing of women’s work in pres-
ent society. From the invisibility of unpaid  
domestic labour, the failure to recognise 
reproductive labour and the gender  
disparity of emotional labour; to the way 
women’s contributions to culture, science 
and technology are consistently forgotten, 

overwritten or credited to men; to the value 
and status we assign to professions seen as 
stereotypically ‘male’ or ‘female’. This value 
system, deeply shaped by gender, race and 
class hierarchies, places care work, educa-
tion and other public sector jobs in the cate-
gory of low wage, undesirable labour, while 
professions like business, finance and law 
are economically rewarded to an outrageous 
degree.
 
‘Women at Work’ proposes to subvert the 
value we assign to work and gender by  
creating a ‘live’ monument to women work-
ers doing ‘menial’ jobs and unpaid or  
low-wage domestic labour. The monument is 
cleaned by a group of women wearing high-
vis jackets, rendering their labour and their 
bodies highly visible, and accompanied by 
a sign that reads ‘women at work’.  Filming 
the process, an ambiguity is set up between 
work and performance; the passer-by ques-
tions whether the act of cleaning is now ‘art’, 
‘protest’ or “actually just cleaning”. 

***
Emmy Bacharach is currently studying for 
her MA in Architecture at the Royal College 
of Art. Having completed her Architecture 
BA at Cambridge University in 2015, Emmy 
has since lived in London working in archi-
tecture and DJing. Alongside architectural 
work Emmy has collaborated with Shape 
Arts on the National Disability Arts Collec-
tion and Archive for the design and curation 
of the new NDACA exhibition space, opening 
in June 2018. Studying at the Royal College 
of Art has allowed Emmy to explore other 
forms of art practice such as film, perfor-
mance and sound. Emmy is currently work-
ing on a project investigating sonic urbanism 
in the techno music scene in Detroit.
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Film stills of ‘Women at Work’ by Emmy Bacharach



 
The Women’s Hall 

by Luna Salazar Gadea

“When we talk about the past,  
women’s stories often get lost.”

This is a truth that all women know. We 
disappear in a sea of men’s names who are 
making war, signing important documents 
and changing the world. Because this is the 
only way to make history and men are the 
only ones allowed to make it. Of course, 
there are a few names of women, as a  
consolation prize, but there are present as 
an exception, something rare which does 
not happen very often. Now, we know that 
this is not the truth, and we only have to 
scrape a bit of the surface to see names of 
brave and strong women who have done 
amazing things, changing the world in a  
different way than men did. The East   
End Women Museum was created to find 
some of these women and bring them to 
light. 

Sarah Jackson, museum co-organizer  
describes the beginings of the museum, 
“We originally started the project in  
summer 2015 as a protest against the 
Ripper Museum in Shadwell, because the 
people behind it originally promised it would 
be a women’s history museum. Instead the 
local people got a tourist attraction about 
the Ripper. Like a lot of people, we were 
angry, so we decided to make the missing 
museum and talk about women’s lives, not 
just their deaths!” This was the moment 
that drove Sarah Jackson and Sarah Huws, 
both co-founders of the museum, to set 
up the project on a voluntary basis, before 
community heritage expert Judith Garfield 
joined the team a year later.

Last January, The East End Women  
Museum got its own new house, which will 
open in Barking and Dagenham borough at 
the Barking Wharf in 2020. This new  
building will be the first museum of  
women’s history in London. The museum 
will tell us stories of pioneering women with 
links to East London such as Mary  
Wollstonecraft, Sylvia Pankhurst, Mala Sen,  
Annie Brewster, Mary Driscoll, and Hannah 
Billig. The new museum will explore  
everyday local history from women’s  
perspectives. 

When asked the question “What kind of 
museum it will be?”, Sarah responded with 
many ideas on how to give life to the  
museum, saying that: “We plan to have a 
temporary exhibition space with changing 
exhibitions as well as a permanent  
exhibition exploring key themes related to 
women’s histories in East London through 
images, objects, documents, and  
multimedia. It will also highlight pioneering 
women and famous figures with links to 
East London. As well as exploring everyday 
local history from women’s perspectives, 
in the domestic sphere as well as in public 
life.”

In terms of collection, the museum  
possesses a small collection of audio  
recordings and transcripts drawn from 
interviews with women in East London, but 
as the co-founder confirms, that is it at the 
moment. However, one of the actions that 
they’re currently undertaking, before the 
building opens, is talking to people and 
families that have been connected to East 
London for a long time. Thus, they are  
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collecting information, testimonies and 
objects to make the collection larger and to 
make everyone a part of the museum; thus, 
building history together.

The museum aims to challenge gender  
stereotypes and offers new local role  
models for girls and young women, creating 
a resource for schools, community groups, 
and historians. But until the new building 
is finished, they are curating pop-up events 
and exhibitions with the help of different 
venues. 

The latest project that The East End  
Women Museum is launching this week is 
“The Women’s Hall”, which will open its 
doors on the 30th of May until the 20th of 
October. The exhibition is full of events for 
everyone and we will present a fascinating 
piece of London history in the beginning of 
the 20th century. 

The East London Federation of the  
Suffragettes were a more lefty group, who 
split from the WSPU in 1914 and fought 

for working women’s rights throughout the 
First World War. A group of brave women  
created The Women’s Hall at 400 Old Ford 
Road in Bow, which functioned as their 
headquarters from 1914 till 1924. This 
women’s social and radical centre was run 
mainly by working class women from East 
London, offering a space for meetings of the 
suffragette’s campaigns as well as for other 
groups.

In the Women’s Hall a huge variety of  
activities took place such as jumble sales, 
a clothing exchange, plays and concerts, 
workshop and lectures, but above all The 
Women’s Hall was a gathering place where 
women had their little corner, their own 
space in a very difficult time. When the First 
World War started causing unemployment 
and increasing the food prices, The Hall be-
comes the heart of the community’s  
response, creating a “Cost Price  
Restaurant” where people could have a nice 
meal at very low price and free milk for their 
children.
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“We originally started the project in summer 2015 as a protest against the 
Ripper Museum in Shadwell, because the people behind it originally  

promised it would be a women’s history museum”
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The building was the house of Sylvia 
Pankhurst and her friends Norah Smyth, 
who was the photographer of the East 
London Federation of Suffragette, and that 
of Jessie Payne. The aim of the exhibition is 
to evoke a sense of community, to offer a 
space for community groups to use, and to 
host free events and workshops inspired by 
the East London Federation of the  
Suffragettes. Also guests are able to learn 
about the amazing women whose fought 
for their right to vote.

The Women’s Hall project, has been made 
possible through the partnership of Tower 
Hamlets Local History Library and Archives, 
Four Corners, Alternative Arts, the East 
End Women’s Museum, and Numbi Arts. 
Along with these institutions, a group of 50 
volunteers has joined this project, giving 
generously their time to help either in the 
research, as a tour guide, as part of the  
welcoming team or even to help to  
wallpaper the wall. 

This project does not finish here as during 
the summer a group of volunteers are going 
to digitalize the Tower Hamlets Local  
History Library and Archives, and in  
October another exhibition will take place 

in the Four Corners, London’s centre for film 
and photography, about Norah Smyth’s 
work as the photographer of the East  
London Federation Suffragettes. Also, The 
Women Hall will host in August “Numbi  
Festival” which celebrate numbi roots in 
Easr End of London. As you can see, the 
East End Women Museum has got big plans 
for the future and it more than welcomes 
participation from anyone interested in 
women’s history. 

****
Luna Salazar Gadea is currently studying 
for a Master’s degree in Arts Administration 
and Cultural Policy at Goldsmiths, University 
of London. After obtaining her Bachelor’s 
degree in Art History from both the  
Universidad Complutense in Madrid and the 
Universidad Complutense in Seville, Luna 
gained professional experience as a  
Learning Assistant for the non-profit  
organisation Lemon ArtLab, before working 
as a Visitor Experience Assistant at the  
Royal Museums Greenwhich. On Sundays, 
you will find her at the British Museum, 
where she is currently working as a Visitor 
Experience Assistant.



23



Q&A: 
Diana Wong 
Podcaster & founder of Hirah Media

Where are you (actually) from?
I grew up in Vancouver, Canada but live in 
San Francisco now. My parents are ethnically 
Chinese but grew up in Vietnam. 
 
What’s your claim to (internet) fame? 
I’ve had my fair share of celebrity crushes 
over the years: Topanga for her quick wit 
and early feminism on Boy Meets World, 
Carleton, whom I relied on to be the only 
rational member of the Fresh Prince of Bel-
Air squad. But none of these compare to 
my adult affairs with Ira Glass, Marc Maron, 
and Roman Mars. They are older and whiter 
men than myself, and they are also hosts of 
staggeringly successful podcasts. Ira, of This 
American Life, Marc, of WTF, and Roman 
Mars, of 99 Design. 

For years I was obsessed with their stories; 
comforted by the intimacy, the voices, and 
the details that reminded me of my own 
summers RVing through Florida, Christmases 
by the tree ripping open the newest Lego set 
from Santa, spring breaks swimming by the 
dock at the cottage. But then I  
remembered: those stories weren’t mine. My 
family couldn’t afford summer vacations, 
nor did they ever allow us to indulge in the 
myth that a stranger would give gifts for 
nothing in return, and as Vietnamese ‘boat 
refugees’ my parents avoided the water with 
such intense fear that I didn’t learn to swim 
until I was well into my twenties and far 
from home. I realized that these narratives 
shaping what I and many others believe this 
American life looks like, weren’t reflective of 
my reality or the realities of those around 
me. And so I learned how to do mic checks 
and fade music, and I launched Sample 

Space, my own podcast, to share our 
stories of color, gender, abilities, culture, 
ethnicity, age, and class.
 
Of the episodes you’ve produced, 
which has been your favourite?         
I produced a three-part series titled “Pe-
riods, Pussies, and Power: Asian Ameri-
can Women & Our Sexuality” featuring 
among others, NYC dominatrix, Lucy Swe-
etkill, medical doctor-turned comedian, 
Priyanka Wali, and romance writers Vicki 
So and Mindy Hung. The series features 
Asian American women reflecting on their 
first periods, their first sexual encounters, 
and their discovery of masturbation and 
pleasure, while asking what it is we stand 
to gain in embracing our sexuality as 
Asian American Women.
 
For me, it was rooted in wanting to have 
a conversation about power: how power 
is asserted (or not) and how that asser-
tion alters how you see yourself, and how 
the world sees you. It was particularly 
interesting to look at Asian American 
women, who are highly sexualized and 
stereotyped in American culture, and how 
those caricatures manifest in the expec-
tations from ourselves and others as to 
what we are allowed to want and desire. 
Because, as women have time and time 
again proven through the fight for suf-
frage, equality, and equity, sexuality is a 
power struggle.
 
What’s been the biggest surprise 
for you, working in audio?
Almost all of my interviews have been 
recorded in my apartment, in a very small 
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corner where I’ve created a makeshift stu-
dio nook with sound insulation panels. And 
so the already very intimate nature of the 
interviews is heightened by our physical 
closeness (my knees often bump up against 
my interviewees’) and I spend 2 or 3 in-
tensely emotional hours in rapt attention to 
their face, their eyes. When we emerge from 
this cocoon, in those few minutes between 
staring at them for hours on end and their 
leaving, we lose eye contact. They are busy 
collecting their things, putting on jackets 
and shoes, and when I look again into their 
eyes and at their faces to say goodbye and 
thank them for their time, I am always pro-
foundly awed by how beautiful they seem 
and how my conception of their physical 
presence has been completely altered after 
this shared emotional experience.
 
The feeling is so striking that the first time 
it happened I caught myself thinking “am 
I accidentally falling in love?” because all 
I could see was tenderness, respect, joy, 
pride. Ironically, this kind of love, this  

experience, is enabled by the medium, be-
cause we lose a degree of self-conscious-
ness when all that is captured is our voices, 
but it also means no one else gets to  
experience it.
  

Why did you start your own  
company?
Hirah Media is focused on bringing the 
voices and perspectives of women, peo-
ple of color, and people from marginalized 
communities to the forefront because when 
we devote ourselves to writing, producing, 
crafting, investigating, reporting, it is as a 
means to wrest the narrative, the power, 
from existing players. 
 
We do this work because the stories we 
hear about us are not told by us. If our me-
dia serves to create and preserve culture, to 
entertain, to educate, and to create  
political change then it is critical that we 
drive the popular narratives about us, fic-
tion or nonfiction, because those are the 
storylines that inform public opinion and, 
as we have seen in our retreat into exclu-
sionary populism, that public perception of 
a people, an ethnicity, or a race, informs 
public policy.
 
What other projects are you working 
on?
I’m organizing Amplify, a storytelling  
conference for people of color, in San Fran-
cisco. It’s the first of it’s kind in the U.S. and 
it’s going to be an incredible 2 days of talks, 
presentations, panels, and breakout  
sessions on what it means to write, speak, 
and storytell as a person of color. 

 
***

27

“Because, as women have time and time again proven through the fight for 
suffrage, equality, and equity, sexuality is a power struggle.”



Q&A: 
Aisha Ayoade 
Co-founder of Yellowzine magazine
 
 
What is Yellowzine?
Yellowzine is bi-annual art publication that 
centralizes the work of minority ethnic 
visual artists based in the UK.
 
Why did you start it?
We started with the idea and the instagram 
which was around mid-May 2017 and then 
we launched our first issue, illustration on 
October the 26th of that year.

Why work with your sibling as  
opposed to other partners or friends?
We both know each other more than we 
know pretty much anybody else in the 
world, meaning we know each other’s 
strengths and passions. Going into some-
thing like an entrepreneurial venture or a 
small start-up, you really need to recog-
nize the talent of your team and be able to 
utilize it when and where necessary. Obvi-
ously because we’re siblings, it’s so much 
easier to delegate work between each other 
because we both know what we’re good 
at. Obviously it does come with some mi-
nor and expected sibling rivalry, but so far 
that’s done nothing but push us and Yellow 
towards its full potential. 

Why a print publication instead of 
online, digital media? 
We chose to do a print publication because 
we wanted to be able to create a collecta-
ble. Print gives a level of timelessness that’s 
very hard to achieve in the vast world of the 
internet. Also, for an art publication, see-
ing the work of amazing creatives online is 
great, but being able to take a piece home 
with you and actually hold it is tangible and 

allows you to spend time with the artwork 
in a way that’s difficult to do through a 
screen. 

Who are your biggest influences?
Personally I’ve found inspiration in a wide 
spectrum of things and of people and as 
Yellowzine has grown so has my inspiration 
list. First of all, the girls from Azeema, Burnt 
Roti, Black blossoms and Roundtable  
Journal have all been such inspirations. To 
have the space to network with these  
talented and strong-willed women has been 
an opportunity that has not only opened 
some great conversations, but taught me 
perseverance and key lessons like how to 
swerve haters in the comments section. 

Also, we’ve so far worked with about 40 
artists over the course of the 2 issues, and 
speaking to them and learning their pro-
gressions and processes has been greatly 
inspiring and has deepened the love I have 
for Yellowzine and the opportunities I’d like 
it to create.

What has been your biggest 
challenges so far?
In all honesty, I’ve recently noticed that I 
make an effort to make our instagram page 
sound as gender-neutral as possible which 
is something I’m trying very desperately 
unlearn. It only came to my attention when 
I was monitoring my emoji usage a few 
weeks ago to make sure it didn’t seem too 
“girly” because of a second yellow heart. 

It bothered me because I then realised that 
because the mainstream art is so male 
dominated a part of me saw a more ‘mas-
culine’ tone of voice as a default and I was 
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making subconscious effort to be as close 
to that as possible which is not something 
I expected from myself at all. As the mag-
azine has been growing, so have I, I’m ed-
ucating myself and dissecting internalized 
bullshit alongside the publication and I hope 
we both continue to grow and be unapolo-
getically ourselves. 

There are so many BAME (Black, 
Asian, Minority Ethnic) creative print 
publications right now, why do you 
think there is such a popularity right 
now?
I wouldn’t really say there were so many at 
all. If we compare the amount of  
independent BAME-owned creative print 
publications in the UK, which is probably 
about 40 - at a stretch; to the literal hun-
dreds or probably thousands of white-
owned publications of similar content, we’ve 
still got a lot more building to do. 

Admittedly, there has been a rise, and I 
think that’s due to recognition of our agen-
cy. As things like social media allow us to 
connect with likeminded people so easily, 
we’ve realised that things our actually pos-
sible. As minority ethnic citizen, we have 
very strong economic power, meaning, we 
don’t have to depend on wider society for 
spaces anymore. As more of us are start-
ing to seek validation within ourselves, that 
economic and social power is being rein-
forced and is growing; which is why I think 
more and more people are building their 
own, because we’re realising that we can. 

What are Yellowzine’s plans for the 
future?
We plan on creating more opportunities 
outside of the physical magazine. We want 
to be the creative hub for visual artists in 
the UK and creative a network that pro-
motes collaborations and commissions for 
as many artists as possible. Obviously it’s a 
huge task but we have faith.  

***
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“First of all, the girls from Azeema, Burnt Roti, Black blossoms and  
RoundtableJournal have all been such inspirations. To have the space to  

network with these talented and strong-willed women has been an  
opportunity that has not only opened some great conversations, but taught 

me perseverance and key lessons like how to swerve haters in  
the comments section.”



What is Halsion Collective Ceramics?
Halsion is a range of handmade ceramic 
homewares based out of Vancouver, BC. We 
work “slow-batch”, with most items pro-
duced on a made-to-order basis. 

Why did you start it? 
As creative people, we’re always on the 
lookout for projects to help us explore, play, 
test our skills and build new ones. Halsion 
was also a great break from school, where 
we worked mostly in 2D. Working with clay 
let us forget about pixels and instead focus 
on tangible forms, while still thinking about 
design. 

How did you two meet? 
We met four years ago when starting de-
sign school at a University in the forest. By 
our second year, we had become quite good 
friends and were starting to dream up Hal-
sion. 

Why ceramics instead of other mate-
rials?
At the time we started talking about po-
tential collaborative projects, I (Shanene) 
had already been dabbling in ceramics for 
a couple years. Danielle mentioned she’d 
always wanted to learn, so going in this 
direction only seemed natural.

Who are your influences? 
We both spend a lot of time scrolling 
through Instagram and sending each other 
images that inspire us – mainly consisting of 
photography, art direction, fashion, make-
up, architecture, typography, illustration, 
and performance art. We also tell each oth-

er about podcasts, local artists, and good 
places to eat in Vancouver. Overall, I think 
we’re drawn to things that are cared for 
and well crafted.

What has been your biggest chal-
lenges so far?
While we were in school, doing Halsion at 
all was a challenge. We spent mornings 
commuting, were in class 9-4, worked on 
assignments all night and would maybe 
squeeze the pottery studio in once on the 
weekend. We made it work by doing a lot of 
the business end at school – invoicing, plan-
ning, taking product photos in stairwells 
and posting at lunchtime, working on Hal-
sion’s website – and it wouldn’t be unusual 
for us to be working on pieces during class, 
either. Now, our challenge is to figure out 
how Halsion fits into both of our full time 
work schedules.

What are Halsion’s plans for the 
future? 
We’re just wrapping up some big orders, 
and then we’re looking forward to experi-
menting more, working with local retailers 
and continuing to work on an exhibition 
about prominent female architects and 
designers. Our focus will move away from 
production pottery overall and go more to-
ward exploration and working in very small 
batches, like we did when we first started. 

 
***

Q&A: 
Shanene Lau 

Founding Partner, of Halsion Collective 
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In 1988, anonymous activist group Guerilla 
Girls produced a poster titled The Advantag-
es Of Being A Woman Artist, cynically listing 
thirteen points including ‘Working without 
the pressure of success.’ and ‘Not having to 
choke on those big cigars or paint in Italian 
suits’.

Thirty years later, I am a female curator in 
a not-for-profit gallery which predominantly 
show emerging or mid-career artists work-
ing across digital art, new media and  
performative practice.

Throughout my short experience within this 
world I have noticed a few things: namely 
that there are a lot of practicing women 
artists within this field who are equally 
talented as their male counterparts. Of 
course, behind closed doors I’m certain that 
conversations around gender and talent 
are mulled over. But in an outward facing 
arena, I feel the playing field is equal, or at 
least fair, to a certain extent.

‘Not having to be in shows with men.’ 

In planning our 2019 artistic programme, 
our Director Nimrod Vardi and I had many 
lengthy and impassioned discussions about 
which working artists excite us the most. 

The Advantages Of 
Being A Woman In Art  
by Rebecca Edwards,  
curator, arebyte Gallery

When we sat back and looked at the overall 
line-up we saw – as it stands – that the core 
programme will be comprised of only wom-
en artists: two solo shows and three group 
shows of solely women, guest curated by 
woman. The decision was not made by dint 
of arebyte mandating an all-female  
programme; rather, simply, all of the work-
ing artists which best suit our 2019  
programme theme happen to be female.

This outcome represents a decision based 
solely on meritocratic processes, rather 
than the need for quotas or a feminist 
statement. However, we recognise that this 
is a rare occurrence; many shows – from 
small project spaces to large institutions – 
do not demonstrate gender parity and are 
still dominated by men.

Saatchi Gallery’s 2016 exhibition  
Champagne Life, a group show of 14 female 
artists launching the gallery’s 30th  
anniversary year, was its first all-female  
exhibition. Though showcasing work made 
by women isn’t problematic in itself – I’m 
glad so many women artists were featured 
– my concern lies more with the rhetoric 
used around such a show. 

If the exhibition had comprised an all-male 
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line up, I’m certain gender wouldn’t have 
come into discussion. The conversation 
would have been more about the contents 
of the exhibition and the contexts in which 
the work sits. The emphasis on gender – 
particularly to imply a binary – is redundant 
and, quite frankly, not interesting. And 
given the violent incident between Charles 
Saatchi and Nigella Lawson, extensively 
covered by the press in 2013, one can’t help 
but feel the exhibition is more of an apolo-
gist back-handed gesture towards women 
as homogeny, rather than a celebration of 
women artists in their own right. 

To actively propose an all-female exhibition 
or programme is to promote an agenda. 
Whether for positive or negative reasoning, 
too often actively pursuing this can only 
repeat a convention.

‘Having an escape from the art world 
in your 4 free-lance jobs.’

Although the show’s title, Champagne Life, 
was taken from a work by Julia Wachtel, 
featuring images of Minnie Mouse along-
side Kim Kardashian and Kanye West, for 
me it connotes luxurious aspects of the 

word “champagne”. Artists, or at least the 
artists I know, do not live a champagne 
lifestyle. In my experience most emerging 
artists work at least two jobs on low pay or 
zero-hour contracts, live in shared houses, 
and rarely go out or take holidays for fear 
of losing their jobs. It all seems rather un-
fair; there’s only two perceptions of artists 
for the general public, the Jeff Koons and 
Tracey Emins who go to extravagant din-
ners and have celebrity friends or the stand-
ardised idea of the “bourgois struggling 
artist” who perhaps aren’t struggling at all.

Given rising rents, education costs and 
ever-diminishing public arts funding in the 
interceding 30 years, this Guerilla Girls’ 
sardonic “advantage” has become true for 
many emerging and mid-career artists re-
gardless of gender. As Emilie Collyer assert-
ed in her 2016 essay The tipping point: a 
case for quotas in the arts, “Being an artist 
is tough at the best of times: opportunities 
are rare, awards scarce, and even basic, 
regular income is something most artists 
never experience.”1 Only the most pertina-
cious or well-connected succeed. 
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‘Being reassured that whatever kind 
of art you make it will be labelled 
feminine.’

The artists arebyte commission work pri-
marily with technologies such as virtual 
reality, blockchain and projection mapping, 
and work with themes surrounding contem-
porary ideas of power, economics, politics, 
economic structures and consumerism.

For example in 2015 Nelmarie du Preez’s 
AUTONOMOUS TIMES imagined a future 
where humans might need to tame their 
autonomous yet potentially dangerous arti-
ficial creations; Zoë Hough’s solo exhibition 
The Microbial Verdict: You Live Until You 
Die explored issues surrounding ageing in 
modern society and the desire for control 
over our bodies and our minds. Rosana An-
toli’s 2016 show Virtual Choreography was 
an open database of everyday gestures. The 
artists in our 2019 programme span ages 
and continents, and include examinations of 
utopian ideas of technology and entertain-
ment and healthtech and politics through 
the lens of colonialism.

In negotiating themes such as artificial 
intelligence, the blockchain and consumer-
ism these artists are emancipated from the 
expectations of “feminine” art. Moreover, 
there is even more power in female and 
female-identifying artists creating work that 
does not centre on feminism or gender iden-
tity. While the male-dominated tech indus-
try itself persists in its stultifying misogyny, 
women artists are empowered when wield-
ing the seemingly ‘male’ gendered materi-
als of technology and create works which 
deal with pertinent issues of our time, such 
as artificial intelligence, neural nets, over-
throwing capitalistic systems and internet 
neutrality. As Rebecca Solnit stated in her 
seminal essays Men Explain Things to Me: 
“credibility is a basic survival tool.”2

Many of the netart pioneers were women: 
Joan Heemskerk (one half of Jodi with Dirk 
Paesmans), Olia Lialina, Rachel Baker, Ra-
mona Andra Xavier and Eva Mattes (part 
of 0100101110101101.org with Franco 
Mattes). Admittedly there were far more 
men than women, but at the time of  
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conception around 1994, record numbers 
of women are elected to high office in the 
United States in 1992 in what was named 
the “Year of the Woman”, J.K. Rowling 
debuted the Harry Potter series and seven 
women won the Nobel Prize. The Spice Girls 
also formed and took their Girl Power  
salutes global.

I spoke about this with UK artist Bex  
Massey, whose work I commissioned for 
arebyte’s 2017 programme hotel genera-
tion, which offered solo shows to 12 artists 
at arebyteLASER, our temporary project 
space in Clerkenwell. Her show ÀHHÁ was 
part of an ongoing series, #mamconcurs 
which sought to document, question and 
subvert women’s depiction in art history.

I asked her whether she considers her work 
to be “feminine” or feminist:

“This is a very tricky question that I have 
struggled with over the years. Is my work 
feminine by the nature of my sex? I don’t 
believe that my work ‘looks’ gendered and if 
anything it has been misconstrued as male 
on occasion. Under this premise the answer 
would naturally be an affirmative, but I 
would argue that in my case this assertion 
was more tailored to the genre of work I 
am making at any given time. For example, 
Omnipresent Jessica Fletcher, 2015 and 
#mamconcurs, 2016 document the female 
in all her guises, whereas ÀHHÁ, 2016 and 
ÀHHÁÀHHÁ, 2017 do nothing of the kind. 
Therefore, if I were forced to commit to an 
answer the former would indeed be ‘female’ 
art and the latter would not.

I find the loaded term ‘feminist’ much eas-
ier to relate to. I think my work may have 
always been feminist, but I would acquiesce 
that works made between 2010 and 2013 
were definitively based on the theorem sur-
rounding feminism. During this three year 
cycle I was surrounded by and active in the 
feminist movement (I was the showcased 
artist at Lady Fest Ten, London, 2010; I 

co-founded a collective for emerging female 
artists VV 2010-2013; I was an organiser of 
the then embryonic Women of the World 
Festival, South Bank Centre, 2011; I worked 
with the ELF, East London Fawcett Group, 
to compile stats of female representation 
in London galleries and generally attended 
and took part in panel and radio discus-
sions surrounding the aforementioned) and 
as such these activities and the questions 
they posed became particularly prevalent in 
my practice.

During my Masters, a want to understand 
and discuss our present histories overtook 
the need to promote the plight of women 
and for some three years, the focus of my 
practice oscillated around British popular 
culture and the undercurrent of anxiety 
drifting just below the surface of daily life. 
Modern living also encompasses the  
changing feelings towards women and as 
such in 2016 I was catapulted back into 
women’s emancipation with the series 
#mamconcurs which aims to document, 
question and subvert the manner in which 
women have been depicted in art history 
through reinterpreting old masters paint-
ings.”

As Susan Ballad says, “Art made by wom-
en is not necessarily feminist art;... and, it 
remains necessary to examine gender in 
all its potentialities.”3 But does Massey feel 
dictated or informed by her gender, or does 
she feel that gender has held her back in 
any way?

“No more or less than usual: Arts organisa-
tions are no different than any other cor-
porate surround. Women are marginalised, 
underpaid and underrepresented across the 
board. As such I am unfortunately dictated 
to on a daily basis. What is empowering 
about this unsavory position is being in-
formed about my gender.

“I am knowledgeable regarding the history 
surrounding the suffragettes and suffra-
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gists; I have read extensively on the subject 
of The Second Sex4 from Beauvoir to  
Butler and copious theorists in between 
and I am aware of the dubious nature of 
the myth of the bra burning in the 60s5 and 
the very real legend of William Gladstone 
and his red hands6 . This knowledge enables 
me to ‘fight my corner’ if put in a position 
which challenges my sex. What is more, 
being a young woman in the 21st century, I 
understand the level of betrayal and belit-
tling that we still undergo on a daily basis. 
Knowing all this makes me thankful for the 
changes in society since the wobbly start to 
votes for women in 1918, and hopeful for 
an acceleration in the ever-changing opin-
ions towards women kind.

“I think I have been incredibly lucky as I 
don’t believe that being a woman has had 
a negative effect on any of my art career. I 
don’t however think I veer close enough to 
establishments seated solely within the pa-
triarchy for them to directly affect me. Like-
wise, my friends and peers seem to typify 
a younger cohort of artisans who disagree 

with gender inequality and what is more are 
trying to change it from the grass roots up.”

Not having to undergo the  
embarrassment of being called a  
genius.
 
Insidious sexism has penetrated the art 
world in a broad sense. Besides high profile 
men ‘stepping down’ from powerful po-
sitions, anecdotes centering on casual or 
caustic sexism are shared with me as regu-
larly as tips for which private view to attend. 

Sadly my response to these anecdotes mir-
rors the title of the anonymous open letter 
co-signed by thousands of female arts pro-
fessionals titled: “We Are Not Surprised”.

There is a readiness among women in the 
art world to support each other and it’s 
needed now more than ever. Working close-
ly with artists is something I value in my 
role; enabling fluid conversation to take the 
place of stunted email chat allows for more 
genuine and longer lasting relationships to 
form. Having a transparency, or an open-
ness, is important in this too - as is being 
a good listener. Alongside the male artists 
we work with, I’ve formed long lasting rela-
tionships with the women artists we have 
worked with.

In the run up to her exhibition at our project 
space, Rotterdam-based US artist, Eden Mit-
senmacher became my pen-pal. We would 
send each other handwritten notes, small 
objects and drawings, and having never met 
in real life, this exchange became a valua-
ble curatorial process. At the time this felt 
nostalgic, and almost a return to a child-like 
sensibility of communication, but on reflec-
tion these packages contained semblances 
of the artist I wouldn’t have been intro-
duced to through idle email chat.

In December 2017 Chamath Palihapitiya, a 
former executive at Facebook, announced 
that social media rips apart society — an 
insightful contradiction. Social media tools 
have become such a crucial part of the way 
we interact, perceive the world and present 
ourselves but within this we are missing the 

 Installation shot of Virtual Choreography by Rosana Antolí  
at arebyte Gallery. Photo by Christian Kraatz
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more intimate, more real connections. This 
return to more intimate, physical connec-
tions has become integral to the way I work.

‘Having the opportunity to choose 
between career and motherhood.’

Our 2019 programme is titled Home, chosen 
to offer opportunities for reflection upon 
notions of housing and redevelopment, the 
rise of homelessness globally, the disloca-
tion of refugees, or displaced peoples living 
in the diaspora. Upon realising that our line-
up was female the word “home” became 
loaded with implications of domiciliary 
bondage, even though none of the artists’ 
proposals address notions of domesticity.

Christos Paridis asks, “beyond new iden-
tities, a sense of familiarity, processes of 
assimilation or acceptance, the desire for 
co-existence and mutual understanding 
regardless of cultural, religious, gender, and 
community differences, and in spite of dis-
placement and homelessness, what would 
one consider “home” to be?”7

The search for home has in many ways been 
crucial in understanding who we are and 
where we are, in terms of locality and place 
but also our mentality and positing ways to 
image our collective futures. It’s especially 
pertinent now given that in recent years 
nobody has been certain about anything, 
especially the precarity of underpaid labour.

Alongside openness to possibilities of form-
ing friendships as well as professional re-
lationships, there is a need for artists to be 
more resourceful — not only with their time, 
but economically too. Many struggle with 
affording materials to make work, let alone 
the fiscal possibility of motherhood — a 
hopelessly difficult situation many become 
subject to. Beyond gender and beyond the 
precarity of practising art, problems with 
diversity and access to an education are 
considerable issues which aren’t yet being 
properly addressed.

A study in America, run by collective Gallery 
Tally8, found that only 30% of artists repre-
sented by galleries in New York and Los An-

geles are women. When this is coupled with 
the idea that “you are more likely to make 
money selling or reselling art by a man than 
a woman... because we’ve made capitalism 
a patriarchal system,”9 the problem be-
comes almost impossible to remedy.

Progress may seem superficial, but there’s 
an underlying rallying together of women 
from all industries, not just the arts. Al-
though Oscar Wilde asserted that life imi-
tates art far more than art imitates life, if 
Eddy Frankel’s recent tweet - “After almost 
2 years of editing Time Out’s art section, 
yesterday’s issue was the first time I was 
able to feature only art made by women. 
The art world is overwhelmingly dominated 
by male artists, and I really hope I get the 
chance to do this more often” - is anything 
to go by, regardless of his intentions, hope-
fully the latter will be more accurate and 
gender parity will be better acknowledged 
soon.

***

Rebecca Edwards (b. 1990) has been the 
curator at arebyte Gallery since 2016,  
specialising in emerging media, performa-
tive practice and participatory artforms. She 
founded and ran arebyteLASER throughout 
2017, a project space in Clerkenwell which 
offered 12 artists from outside of London 
their first solo show in the capital, and is 
currently running hotel generation 18, a 
young artist development programme. 
She won the NEON Curatorial Award in 
2015 and has curated exhibitions at The 
Zabludowicz Collection,The Royal College 
of Psychiatrists and Lewisham Art House. 
She holds a masters in Curating from The 
Whitechapel Gallery / The Cass.
1 Emilie Collyer, The Tipping Point: A Case for Gender Quotas in the 
Arts, 2016 https://overland.org.au/2016/09/the-tipping-point-a-
case-for-gender-quotas-in-the-arts
2 Rebecca Solnit, Men Explain Things to Me, 2012 https://www.
guernicamag.com/rebecca-solnit-men-explain-things-to-me
3 Susan Ballad and Agnieszka Golda, Feminism and Art: Unexpect-
ed encounters, from Australian Feminist Studies, 2015. Vol. 30, No. 
84, p199 
4 Simone de Beauvoir, Le deuxième sexe , 1949, Gallimard. 
5 Miss America Protest, September 1968 
6 See Statue: St Mary’s Church, E3 3AH
7 Christos Paridis, A House is Not a Home, from Tohu Magazine, 
January 2018 http://tohumagazine.com/article/house-not-home
8 A Call for Gender Equity in the Arts, http://gallerytally.tumblr.com 
9 Micol Hebron, Art World Bias by the Number, September 2014 
https://news.artnet.com/art-world/art-world-bias-by-the-num-
bers-94829



 
A Conversation between 
the Land and Herself –  
An Indigenous Female Artist on the 
Asian Pacific Ocean: Eleng Luluan

by Ching-Yuan Huang
There is an island in the Asian Pacific 
Ocean. In the sixteenth century, the Portu-
guese sailors first came across the verdant 
land and was amazed at its beauty and 
independence. They shouted ‘FORMOSA!’ 
which means ‘beautiful’ in Portuguese and 
the place is later known as ‘Taiwan.’ Al-
though Taiwan is small in size, the United 
Kingdom is approximately 6.8 times bigger 
than Taiwan, racial backgrounds are very 
diverse and inclusive. The Taiwanese poet 
LIN Fuan-Chan described it in his poem ‘My 
Island’ as below:

‘My island is a leaf,
floating along the edge of the Pacific.
Some people say: It is a big whale.
But most love to say: It is a yam,
nurturing 23 million people like a mother.
I like this kind of saying.
I also like that it is a leaf.’

On the island, there are other groups of 
people dwelling among the mountains and 
the sea. They are indigenous ethnic groups 
who respect the universe and nature. Their 
multidimensional and fluid characteristics 
have cultivated a unique and coexistent re-
lationship between heaven and earth. Their 
creativity in the arts and culture are distinct 
from other ethnic groups in Taiwan where 

they have their own traditional culture and 
profound connotation in the dialects. There 
is also a landscape of female artists in the 
indigenous groups. Eleng Luluan is the artist 
from Rukai Nation in Taiwan, who is one 
of the dazzling sceneries in contemporary 
art. ‘Eleng’ in Rukai tribe represents a sub-
lime noble status. Being in a rigorous ethnic 
group and the daughter of the tribal chief 
family, her manner was taught to be decent 
and gentle. However, with a free soul, she 
wants to escape from the traditional bur-
dens and expectations of being a woman 
in the tribe. She, therefore, went to work 
in Taipei, the capital city of Taiwan, in her 
early age, and started her life as an artist 
later in Eastern Taiwan. She uses a variety 
of materials and particularly specializes in 
natural materials such as driftwood, plant 
fibers and metals. Her creation did not re-
sist or criticize the patriarchal value in Rukai 
Nation. Instead, she shaped her own crea-
tivity and ‘feminine writing’ through  
different materials into her sculptures, 
installations and land art. More often than 
not, her art works are like dialogues among 
nature, land, tribes, and her inner self.

Taking her specialized material, driftwood, 
as an example, Eleng said that she was a 
child growing up in the mountains. She feels 
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sentimentally sad when she sees driftwood, which means some mountains might have 
collapsed and the broken roots have drifted to the seaside, where driftwood becomes like 
wreckage. They were originally trees full of vitality. However, something changed suddenly 
and they drifted on the seashore like a dead body. She can only express her intense feel-
ings through the art works. This is the way she talks to the land. 

The inspiration of ‘Flower of Life’ comes from witnessing the process of arrival of a new-
born baby from Eleng nephew’s wife one day. Her excitement and tears flowed through 
the work, and she turned it into an imagination of women’s lives. The gorgeous colors 
presented in the work are commonly used in decoration of traditional Rukai costumes. 
Besides, the work of ‘The Healing Innocence’ is about Eleng standing on the east coast 
of Taiwan, facing the ocean with mountains at the back. The rising and falling ridges of 
coastal mountains meet the Pacific Ocean there. The wind is sometimes so strong that 
people can hardly stand still but the scenery is spectacular. Then she created a spacious 
and light space with swing and hammock by bamboo, driftwood, twine and iron there. The 
work seems to tell a journey between the mountains and the sea. We only need to feel it 
with the innocent heart. The work may also be part of her childhood.

Eleng Luluan’s works are not limited to the traditional totem and visual vocabulary, but 
expanded by her experience of nature, land, and the childhood in the tribe. After colliding 
with the external world, it also becomes her own writing of the life and soul. The Taiwan-
ese indigenous artist embodies the unique female perspective to this world. 

****
 
Ching-Yuan Huang is currently studying MA Arts Administration and Cultural Policy at 
Goldsmiths, University of London. She used to work as a senior project planner and mar-
keting specialist in NPO, Arts Festival and cultural institutions in her home country, Taiwan.
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A Brew of Anxieties  
By Jasmine Gui 

A cup for the fierce ones,
for the weighted tongues that dream of sur-
facing, 
that desire the right to be 
vacuous, bright inexplicables rippling 
in double utterances. the possessive 
particle. Tethered to what came 
before, suffix, indefinite.
 
It feels like I work to earn my right to work.
 
The drive within me to create more and cre-
ate better is a powerful force. As a creative 
person I come to the fullness in the act of 
becoming. I feel most alive; I feel least alone. 
Inevitably, I also find this need to create tan-
gled up with my learned need to be validated 
through production. 

As someone who works in the community 
arts, I feel burdened to respond to every inci-
dent or event, to have the exact words to say 
in every circumstance. It is my job after all, to 
facilitate space, programming and budget to 
move us in the direction of critical conversa-
tion.

But in this culture of constant and immediate 
response, I am daunted by an expectation of 
eloquence. The weight of each word is heavy, 
and on some days, I have an overwhelming 

urge to be free of this responsibility. On 
these days of restlessness, histories,  
language feel like sandbags around my  
ankles. I sink into my feelings. 

“I don’t know” feels like a guilty confession. 
“I don’t know” is a frustrated resignation. 

Yet, “I don’t know” is a luxury we can’t  
always afford. Not when the situation at 
hand demands accountability and answers, 
requires action and support. In these ways, 
“I don’t know” ushers me into my next  
season of work. 

I am learning to hold my right to not know-
ing, but also learning to not use it as a 
shield to hide behind. 

I have weighed out my years with restraint, 
treading language with care because lan-
guage is my work and this work is tedious 
and tiresome. In this careful parsing of my-
self at all times, I have alloyed my spine for 
this new part of me I carry. 

What kind of person do you want to be 
you think of other women walking you think
of how you spend some nights 
sleepless and afraid to be brave you think
how you become brave enough to be 
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afraid of how you don’t know where the 
brave might end of how you are afraid to 
find out.

Fear unfurls, an oxidized tea leaf staining 
the water inevitably. 

The longer it steeps, the more bitter the 
brew. The darker the water, the more com-
promised my vision.

I am pursued by the constant anxiety of a 
fuck-up. 

Working in the arts is often presented as 
a romanticized picture of creative process, 
in a language that elides not just effort, 
but struggle and survival. The long hours 
we pull to become enough, and the time 
spent wrestling the possible futility of our 
endeavours. I find myself endless negotiat-
ing, uncertain of the terms and conditions, 
uncertain of the length of the dotted line. 

Vulnerability is a choice, but it also seems 
like a necessary choice to open space for 
community. After all, how else to hold room 
for everyone’s stories if I haven’t brought 
out my own? 

It’s a difficult growing pain, to learn to let 
my guard down to welcome new  
connections and intimacies in. 

Over the last few years my repeated choice 
of vulnerability has changed me in so many 
ways. I’ve made so many new relationships 
along the way and grown into new selves 
that I never thought possible. 

Over time, however, sometimes it feels like 
I don’t get to separate who I am and what I 
do as easily. 

What is mine is not mine only. This means 
triumphs and successes are shared, but my 
mistakes also impact many others. 

When it’s up to me to shape culture, I find 
the decision seat too hard and cold, and I 
feel lonely in it. It is difficult to hold myself 
open and resist the urge to move into a de-
fensive and self-protecting posture. It hurts 

because something even your best doesn’t 
feel like it’s enough. 

I oscillate around my desire to embrace  
opposition, reflect on how the presence 
of dissenting voices is good for me. But 
relational ties are fragile and difficult to 
maintain. I pour out and pour out and find 
myself emptying too often and hating the 
feeling of being bare. 

Someone once said “it must be hard to be 
you”.
they mistook hard for rooted.
They don’t know what you weather.
You who become shelter for others
with fear of loss and trembling
You who look after your demons often,
wring your will dry like the towel slung 
over your shoulder
for tomorrow’s sweat and weeping.

I find myself accosted with the demand for 
nurturing and mentorship, roles that offer 
sustenance, labour that is life-giving, work 
that cannot be quantified or salaried. 

For women, this is a particularly complex 
negotiation. It is impossible to ascribe  
monetary value to this work. It is invaluable, 
like it has always been. However, I also  
understand that a history of gendered, 
forced and undervalued labour needs to 
be dismantled. Women should not have to 
bear the burden of assumed labour. So how 
far do I go, and who do I say yes and no to? 

I struggle with the need to balance between 
the doing of things, and growing time of my 
own between the doings. Time for myself 
still feels tender and vulnerable.

It gets more difficult when everyone on the 
team is also struggling to nurture their own 
time. Enforcing a culture work integrity and 
not letting other people down is a nuanced 
conversation, especially because we are 
supposed to be critical of a culture that dic-
tates how we live so that we can work and 
work better. 

Inevitably, people need to tap out. But tap-
ping out also brings chaos. It could mean 
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programs falling apart, big projects unrave-
ling, and good work coming to a halt. It also 
means letting other people down.

I am faced with the paradox of creating sys-
tems that require the exceptional, and offer 
the exceptional at the same time.

Mostly I am learning how to build right so 
that someone else can step in to help.

I am learning how we can take care of each 
other, to build an ecosystem where we have 
the capacity as a community to catch each 
other as we slip and fall as we all inevitably 
do, in the flow of life. 

A cup for the ones who have grown 
into their wingspan who leap
in order to fall into better hopes
like water waiting for the right arms
to stream through, who know 
it is only enough to hold all, 
who know how 
far to open to let go

I would like to tread new pathways, and  
exercise imagination in ways we may not 
have been taught. The question I wake up 
to is, how do I? The fear that creeps up  
immediately after is, what is the cost? 

What kind of good faith and strong spirit 
must I nurture to carry onward in this way?
How do I take my imagination and push at 
the boundaries of language, structure, and 
thought?

I have felt the reckoning, the strength of the 
current I push against, and I have realized 
that sometimes an open hand works better 
than a finger – not just to receive, but also 
to feel the pulse of things moving past.

The open hand teaches me that it is not on 
me to cup the entirety of the river. It also 
shows me that the river is more than I can 
ever hold. 
 
I am learning to lay down the burdens I take 
on, and that I am not taking this path alone. 

I speak for myself.
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But I am also reinstating my relationship to 
community as a vital source of knowledge. 
There is power in the time I have spent 
with us, unanswered questions held close, 
love and worked poured out, vulnerability 
shared. Beyond the detached “objective” 
frameworks of academia and intellectual 
study, knowledge and wisdom flow deep in 
blood and culture, through language and 
land, over skin and time. 

In that current I continue my way with open 
hands, shaping quietly with power.

****

Jasmine Gui is the founder of Project 40 
Collective, a Pan-Asian artist collective, and 
managing editor at LooseLeaf magazine. 
She is an interdisciplinary artist and pro-
ducer in the community arts. Her work has 
been published in The Spectatorial, Panora-
ma Journal, Softblow, ricepaper, and Hart 
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