
 

             
 

Experimenta Debate: Representation and Praxis 
Transcript of group discussion with audience.  
 
Taylor Le Melle: Okay, this question is for everyone and basically I'm about to set up a dichotomy which I 
know is not the case, but just in order to get it out. One of the things that really struck me with what Emma 
talked about was just in terms of this one integral figure's consistent erasure from a lot of different angles 
from being recorded, and what that might mean, not only in terms of the specific instance of her being 
credited but again, for different possibilities of being and organising kind of coming to the fore. 
 
And I wondered if folks wanted to weigh in on the idea of an importance of being included in the 
mainstream record, I think was the phrase, versus - although, you know, I definitely feel what Morgan is 
saying in terms of it is always both so I'm staying there as well - or alongside this idea which I think is spot 
on, about kind of not needing essentially the mainstream institution, the mainstream record, like refusing 
that thing which has refused you. This kind of concept I also think is very valid. I feel like that kind of tension 
is in everyone's practice and I wondered if someone wanted to jump in on that. 
 
Rabz Lansiquot: I could go first I guess. I always have this thing where I talk about black cinema or black film 
and how all of those pieces of video or film that are in some way outside of the mainstream are really hard 
to access and that's part of the reason why there's this loop of everyone redoing the wheel or whatever. 
Because it took me a really long time to watch an LA Rebellion film for example, even though that's the kind 
of gold standard that everyone talks about. So, I think it's like as you and Morgan are saying it's like both 
are really important.  
 
And I think it's just about the way that things are included and information is disseminated. I think I Am Not 
Your Negro is an example. Now loads of people know who James Baldwin is who didn't know who James 
Baldwin was. But they know him in a way which is not actually who he is, or not actually what he represents 
to the people that he meant something to. And there's a bunch of ways in which he's been written into 
history in different ways, but largely his legacy at the moment is stopping with that film or stopping with 
the most mainstream of representations of him. 
 
And another thing that I talk about in my dissertation is the obsession with the biopic in black cinema which 
is this valourisation of the singular being that clarifies all struggle or usurps all of the other work that's 
done. And so I think it's about being, like, our representations are ways that we speak about these people, 
and being sensitive to the complexities of their being and how writing history in the way that history has 
been written is really reductive. Rewriting our history is a really important thing to do, but we need to do it 
in a way which is attentive to the ways that violence is done it in writing the history, if that makes any 
sense. 
 
Morgan Quaintance: The thing about maybe refusing the embrace of the institution is that really to my 
mind they're floundering at the moment, you know? They're really in a weak position and you can tell 
because they're drawing towards so-called marginal subjects to buoy up programmes that seem really thin. 
I mean it's obvious. So, now we're in a really... We, and I mean people of colour, white working class 
people, women, everybody are in a position of where we can maybe redress the balance.  
 



 

             
 

And so I think at this moment I feel like our cultural capital is worth quite a lot and that's why they're all 
clambering to do this exhibition on some topic related to our history, but we're in a position to just refuse 
that. And then say for me it's interesting to think, well, that's a problem because where do I show? And 
you're like, "Yeah, that's the productive point." Yeah, we have to make somewhere now, that's the thing.  
 
Unfortunately, I sort of feel like the reason why that conference in '94 was really interesting to me is 
because these are heavyweight academics, you know, like Homi K. Bhabha, who are talking truth to power 
and figured it was going to change and we were all going to be having monographic shows at Tate and that. 
But is it really worth it? You know, is it really worth it? Does it ever amount to that much? And I sort of 
don't feel it does.  
 
Oh, sorry. I'm sort of rambling a bit but I did a bit of TV for the BBC for a couple of years and that's, like, one 
of the last carrots held out, you know? Like, that exists as a kind of mainstream and there's an idea that 
maybe if you just... And they all say the same thing, they all say the same thing, "Get your foot in the door 
then you start saying what you want to do and once you've got some sort of purchase then you'll be able to 
do it." And I was like, "Oh man, I've heard that from being signed to record labels, it's going to be the 
same." But I tried it and it's the same, it's the same. They don't want to hear what you've got to say really. 
It's like a kind of watered down version. One of the things that's interesting, nobody watches telly anymore, 
nobody. Nobody knew I was on it, it didn't matter to anyone, you know? 
 
I didn't receive any cultural capital from it. I mean it was nice because some relatives might have seen it 
who still have a telly or whatever, but nobody watches it and you're like, "Why would I watch a television 
programme on the BBC about any sort of marginal subject position, when it's going to be watered down 
and filtered through some sort of establishment criteria, if I can just go to YouTube and watch one that's 
done by somebody, and maybe contact them and talk to them?”  
 
I think we're in that phase now and that's another reason why institutions are floundering, they don't know 
what to do in relationship to this. I don't really know what the mainstream represents anymore other than 
to say that it's this thing where they have the power to influence the agenda in terms of state and policy. 
But in terms of influencing us, I don't think they're important. And so it's about which is the community that 
you want to address, is it the state or is it us? And I don't know, maybe. Yeah, that's what I think. 
 
Emma Wolukau-Wanambwa: I have I think three things I wanted to say. One which was something that 
came to mind when you were speaking, Morgan, which was some research, some very kind of probably 
quite sketchy and superficial research I did into the philosophical debates around recognition, that 
emerged, I think, mainly among US academics in the '90s and early 2000s and it's connected with, as I 
understand it, looking back now having not researched this before this conversation, it's somehow 
connected also to the rises of the discourses of diversity and multiculturalism.  
 
And I was very influenced by an essay by a political philosopher called Nancy Fraser, who was writing about 
the politics of recognition in the US, and one of the things that she wrote about was that as the kind of 
"battle" for recognition, political, social, cultural recognition, was being won, the demand for social 
redistribution was eroded simultaneously. So that somehow the drive to redistribute went down as more 
people bought into the idea of recognition. And that's always stayed with me and I'm always mindful of 
that as someone who produces representations for a living or when I can get paid for it. 



 

             
 

 
And then the second thing was the Other...I get very tired of, particularly in press releases that emerge 
from western institutions is talking about untold stories. I'm sick to death. And I know this actually even 
appears on the website for Women on Aeroplanes so I did spot it there. Is, it's not untold and it's not 
unknown, it's unknown by some people, it's untold by some people but it's known by others. So, I think 
that's something that I also think that collectively it's worth paying more attention to. 
 
And the third thing, which is probably going a bit more kind of, like, long-winded and, again, under-
informed is to do with Stuart Hall's essay, When Was The Post In Post-Colonial? And the argument that he 
poses in that essay, so beautifully, that I'm not going to try and paraphrase, about on the one hand... 
Because he's talking about epistemologies really, he's talking about how knowledge is produced, organised, 
controlled, and that on the one hand the opportunity that postcolonial theory offers is to critique, 
challenge, to "reform" the institution. But at the same time at the other end...but to be working always at 
both ends. So, actually, at one time you are trying to dismantle, at the same time you are rejecting and 
trying to produce other formations, other ways of organising, be that knowledge production, knowledge 
sharing, or just forms of social life.  
 
And one of the most formative experiences I've had which has led me to invest in thinking about and with 
the questions that Stuart Hall poses here, has been my involvement in another project which is called the 
Another Roadmap School which is an international network of scholars and practitioners of artistic 
education and I organise what is called the Africa Cluster so that's people who are teaching and researching 
art education at the moment in eight African cities and we've been working together since 2015. And one 
of the most amazing discussions that emerged and one of the most amazing opportunities that we have 
identified is that out of those eight African cities none of those indigenous languages of those cities is there 
a word that directly translates to the English word 'art' there is not that word. Doesn't exist. So, whenever 
people want to talk about fine art or visual art they use the English or they use the French or they use the 
Portuguese.  
 
Now, this does not mean that people were not creative or producing symbolic creative work, it just means 
that creative expression had a completely different social and economic distribution and organisation. And 
one of the things that we're trying to do as a group is to try to find ways to... On the one hand, make this a 
kind of emancipatory insight in the context of artistic education in the cities where we're working, but I 
think it's also an example of a clear way of how and why one does not need to become...does not need to 
feel wedded in perpetuity to western institutional formations whether they be actual institutions like 
museums or universities or libraries etc. That actually there are completely different ways, cosmologies or 
ways of imagining and organising the world. So, yeah, anyway those are my three things. 
 
Audience Member:  I just wanted to say... Can you hear me? ...say something. Because we always think 
about the mainstream institutions and so we talk about Iniva. Right? And we talk about Autograph. And I 
have been for many, many years since I was picked up to volunteer, an advocate for an organisation called 
198 Contemporary Arts & Learning. I'm just going to say that if people would take the time to look at this 
organisation and how it's gone through...because I really like the way that you're saying we don't want to 
be in this situation of lack, but even using that lack, using the situation of not being, you know, not having 
money and kind of having to move through different kinds of permutations of itself, that we're just coming 
up to in December a 30-year anniversary and have raised half a million pounds to build on top of the 



 

             
 

building. To make that building bigger. And the first year of NPO status. But in that first year of NPO status, 
we've also done everything that everyone has talked about for institutions which is actually developed a 
building which is owned by us and, through the building, will be self-sustaining.  
 
So, it's also to remember that this hasn't been an impossibility, it's also, you know, there's not only a sense 
of refusal but also a sense of being refused because you don't look like, or form yourself in the kind of same 
way that, you don't necessarily conform to the given paradigms of artistic or creative practice. So, over the 
years we worked a lot with young people, worked with people who are interested in projects and sound 
systems, activist groups, you know, different kinds of archiving projects, all kinds of stuff. And I think that 
this thing that you're talking about in terms of art and what we understand of it as well is also really 
important.  
 
Because I just want to say, having just recently done a talk as part of the forum at 154, and going to 154 
again, I'm always really struck by what is being sold and what is being produced and how it's being 
continually produced and reproduced. And that is at a point where we're starting to become to perform a 
particular kind of art practice that is to fulfil and fit into these particular markets and what would happen if 
we started to do things that are quite different?  
 
So, I'm interested in that and I want to also thank you all for your presentations as well because they were 
brilliant, lots of food for thought and, yeah, I just wanted to put those things in.... Just to kind of talk to your 
question, Taylor, there's the refusal and then I think there's also the ways in which you can navigate, and 
we've been really thinking about in the organisation the kind of hustle and as Karen Salt talks about, we 
should start to talk about our different methodologies for working and that this methodology, not as a kind 
of, "Oh, right. Yeah, we know how to hustle because we're from South London," or whatever. But you 
know, how you have to navigate various different spaces in different ways in different languages... and how 
we start to kind of share that with younger or other artists or other practitioners as well. 
 
Rabz Lansiquot: If anyone doesn't know about 198, check it out. And also I made a film about that from 
their archive which speaks kind of to what Morgan was talking about in terms of this conference where this 
conversation had been had, like, over and over again. It's just like their video archive basically had 
interviews with artists where they're literally having this conversation and when I saw it I just, like, it's really 
fascinating because this is a space that no one really, beyond the kind of immediate community that it 
serves and the people who know about it, it gets kind of lost and it has 30 years of exhibiting black artists 
and working with, like, black communities and it's really kind of profound to see.  
 
Audience Member: I just want to say something about histories and archiving as well in terms of how it's 
done. And just to also speak to this thing of the things that are invisible. And I also think the other thing to 
think about in terms of how we use institutional memory and I really thank Morgan for bringing that 
forward because I think there is often, you know, institutions go through all this, like, "We need to do what 
the Arts Council tell us to do," and forget a lot of stuff. I think we need to think differently about how we 
use the archives and how we use memories.  
 
And I really appreciate the other thing of saying that actually these stories are there, they're not 
necessarily...they have been invisibilised by some but they are also present for others. And then also 
because I'm really thinking about in my current research, this idea of Sankofa which has been used in 



 

             
 

African diaspora kind of narratives as the idea of looking back. I've recently found a poem. It says, "What do 
you take from the past to put forward into the future?" And I think that this is really important when we 
start to think about not only that things are invisible but then what do we do with the things that...and how 
we make things visible or use them to help us to navigate and make changes. 
 
- [inaudible]. 
 
Ayo Akingbade: You said you're just going to ask us a few questions. 
 
Taylor Le Melle: Yeah, I did. But I'm also trying to not be afraid of silence and maybe just, like, you know, 
let people... … I'm starting to wonder because I feel like this idea of, "Oh, we've had this conversation 
before." Like, I definitely have connected to at some points more than others, the level of anxiety that that 
induces in terms of, "I don't want to have this conversation again. I already feel stressed about it. I want to 
feel good now." But I'm also starting to wonder whether the fact of repeating certain conversations is like, 
okay. Especially if one tries to divorce one's self from a sort of, a straight arrow, version of time and then 
maybe in that sense a recurrent conversation becomes more relevant and maybe that's also fine. So, yeah. 
Just wondering what people thought of that. Adam, you had something? 
 
Audience Member: Maybe leading on from that... Yeah, I don't know, maybe I'll just read my notes but, 
this kind of questions especially kind of in response to Morgan's presentation... Sorry, I get really nervous 
when I talk at these things. But can we talk... Can we talk about navigating desires of practitioners or even 
desires of institutions also in relation to economic realities, and if there might be an ethical concern of 
actually having expectations of others, if that makes any sense? It might not. 
 
Morgan Quaintance: Are you asking me? 
 
Audience Member: Yeah, anyone else as well but... 
 
Taylor Le Melle: Can you say it one more time? Sorry. 
 
Audience Member: Can we talk about navigating desires? Because I think a lot of the time when we have 
these conversations about how different people practice in institutions practice we kind of don't dwell, in 
my eyes, enough on what our actual desires are and then how that relates to the expectations we have 
about different people and how they should practice, and that relates to this idea of history repeating itself 
as well and why certain people get co-opted or whatever. 
 
Morgan Quaintance: Okay, so people don't often ask me about my desire so it's sort of taken me aback a 
little bit. But I think... 
 
Audience Member: Also, what do you see when you're looking into those archives? Do you question what 
people's [inaudible] desires actually were in terms of how [inaudible] navigating? 
 
Morgan Quaintance: Yeah, so maybe I'm going to try and enter that via my desire. So, it's difficult. I feel 
kind of strange as a person sometimes because I grew up on an estate in South London and we had no 
money, like, for my whole schooling life it was like free school meals which means now you earn under 



 

             
 

£16,000 before it meant you earnt under...much less. Four kids in the family. Yeah, it was full on. So, you 
spend quite a lot of time on this margin and you move into some sort of centre and people expect things 
from you. So, that's, I suppose, I don't know, I just wanted to preface what I'm about to say with that 
maybe. It just was in my head so I thought I'd just say it.  
 
My desire really is for fundamental, systemic, structural change. It really is at the bottom of everything. 
Why do we live in a world that is organised the way it is? We don't have to, you know? So, it could stop at 
representation, it could stop at race. But, for me, it exists on multiple levels. 
 
For example, thinking about mental health in this country we're in a really interesting period which maybe 
shows you how the state deals with things that are difficult to deal with. So, we're in this point where 
mental health is this big push to destigmatise. Everybody suffers mental-health problems. So, you've got 
like sports people saying they were depressed, performers saying, "I've got ADHD." You know, everyone's 
got a problem and they talk about the struggle and how they got through it, but actually, the realities of 
how mental health works in the National Health Service are never tackled. If you know anyone who's been 
sectioned and you've been to these places, they're disgusting. Like, they're inhuman. It's like Bedlam and 
that's never addressed because there's this cosmetic idea that if we just talk about it and tell everyone 
we're upset, then it's going to be okay.  
 
What actually happens when somebody has a breakdown and is sectioned? That's when the state comes 
into view and the police come into view and how your relationship to those institutions comes into view. 
So, my desire I think is always about questioning that. And I've always seen how that's not just affected me 
as a black person or a person of colour, it's affected other people, white people around me because I grew 
up in a working-class environment, it was multicultural. When we were arrested, all of us were arrested. 
 
So, what I'm trying to say is, my desire is to fundamentally alter things that are happening, and my 
behaviour changes according to that. Which ultimately means I have less and less space to do things, I have 
less and less space to appear. And there's institutions I do not associate with. I will never go to an art fair, I 
will never work for the BBC. I will never do these things. I will never buy something from Amazon. And it's 
just like a basic thing. 
 
I'm living in a western society and it's all about my comfort at someone's discomfort. The violence of my 
luxury is visited on people who live in different places. So, I don't know, yeah, my desire is for fundamental, 
structural, systemic change which means I have to sacrifice certain comforts and if other people don't do it, 
it just obviously means that, at bottom, we don't share the same commitments. But I'm at the point now 
where I'm like, "That's fine. You do what you're doing and I'm going to do what I'm doing. I can't change 
what you think or feel..." I just want to spend my time working with people who are on the same 
wavelength as me. 
 
Taylor Le Melle: Ayo, do you want to take that question about your desires? 
 
Ayo Akingbade: Yeah, I never really thought about it like that. So, at the moment I'm at the RA and it's 
quite interesting and I guess my desire to now do, like, be at graduate art school, because I went to film 
school. But to be in that institution I guess it's like exposure and opportunity because I graduated a year 
ago and I'm working class. And to live in London it's bloody expensive and if your parents are... and my 



 

             
 

parents are not in the arts so it's like this constant struggle to make art and if I'm afforded this opportunity 
to be at this institution for free and make art within it, you know, it's...  
 
Yeah, there's lots of politics behind it but my desire in terms of the films I make, I want to show people who 
I can relate to, in a sense, because I'm focused more on film I feel like the history of cinema, well, in this 
country, is not really the best in terms of representations of black people. You know, there's Kidulthood you 
know, where, like, drug dealers, where, you know, like, Pirate Radio, like all these things which I don't quite 
relate to.  
 
So, then I did talk to someone about how, "What about the people who are not drug dealers, who are not 
involved in crime? How can they get out of that situation? How can they get out of their environment?" So, 
my conclusion is that I'm trying to make art, the work that I'm making is about black people, in Britain, 
working class via the female gaze because I am a female.  
 
But then, at the same time it's like I don't want to be tokenised and at the institution that I am at the 
moment there's three of us and out of the whole school, there's five of us in total. So, yeah, it's just, it is 
tiring sometimes, but I think if I'm able to just show this new depiction of, like, just... It sounds so dumb… of 
black people, we are not just one type of entity, we're multidimensional. And also I don't want it to be 
negative, so at the end of the stuff that I make I always want to be optimistic, full of hope even though this 
world is so messed up. So, that's really my desire.  
 
But at the same time I'm constantly tired so it's like, how can I be rational, be healthy, be alert, but also 
there's this thing, you know, creeping on my back and this pressure and like... But at the end of the day, I 
don't like tokenism so if I do get approached via talks or if someone wants to screen my film. Like, I got 
constant requests because it's, you know, Black History Month and this lady wanted to show my film. You 
know, I don't like that so it's like I'm making sure, one, I'm getting paid for everything that I do and two, I'm 
not a token. And I think that's how I am navigating it, in a sense. 
 
Taylor Le Melle: When you talk about wanting to show certain, like, positive or optimistic imagery, for me, 
that's kind of a real tension with some of Rabz's research as well. And I guess I'm sort of wondering who do 
you want to show that to? And then how has your entry into a space where there's not many people of 
colour to receive that image so, yeah, what's happening now? You know what I mean? Because I mean 
literally the person grading your work is different than my impression of who you're speaking to. But I could 
be wrong, so tell me. 
 
Ayo Akingbade: Well, like, you know, how am I going to get funding to make things? I don't think about it in 
a sense of, you know, this white person is grading my work, I'm more about the sense that I've made this 
piece of work, I know what I want to encapsulate, I've done a good job. It's...  
 
Taylor Le Melle: A very good job. 
 
Ayo Akingbade: Thanks. The representation of us is different, it's a different vibe. And so if she's, if that 
person or he is, you know, grading my work and she gives me or he gives me a bad grade I don't care. I 
know that I did this piece of work and, you know, that's that. So, operating within an institution, you know, 



 

             
 

I've told them my wave and they seem to kind of like it, hence why I'm there. So, it's like, you know, and 
what Morgan was saying how, you know, the cultural capital, like, they're benefiting off us being there. 
 
So, I'm not like, you know, even though I am in a minority in that institution, I feel like, in general, I am a 
minority because of what I'm trying to make people are like, "Oh, it's kind of different." And it's not, like, 
the depiction that people are used to. So, of course, it's going to be like...I don't know, like, it's... Yeah. 
 
Morgan Quaintance: Can I just... Is it all right if I just say something quickly? I just wanted to... I get really 
worried if I say stuff like I'm saying, "No, no, no, no, no." It sounds like I'm saying to other people that they 
should be saying, "No, no, no, no, no." And it's more like I'm just trying to use the privilege I have of being 
able to have been through those systems and then to turn around and say, "Fuck you." And to maybe have 
that energy send out a sort of wave that enables other people to start from a different position of 
opposition. 
 
So, like Ayo’s at the RA and they asked me to come in and do a lecture and I was like, "Right." I was like, 
"I'm never coming in. I'm a Republican, blah, blah, blah." But, I went to the Royal College, don't get me 
wrong. But my thing is it was like I would never say I'm sort of doing that in order to push against an 
institution so that when someone else is in it... I don't know, that energy is there, you know? 
 
And also to say if people want to talk to me then they can just come to me. The institution is not going to 
be in charge of the gateway between. So yeah, I just wanted to say that it's never a condemnation of how 
other people are doing things, it's just an awareness that I'm in a position of privilege, and that I should use 
that privilege to just throw some punches, basically.  
 
Rabz Lansiquot: I think also, similarly, on the thing of having a positive outlook or positive representation, 
it's like even for me when I see that, like you said earlier, you're like, "Great." That's a good feeling.  
 
But, I think just for me I'm only just starting out and I'm already bored of doing that. I just don't care for it. 
And also, the way that my politics are and particularly as a black queer person and the people that I know in 
the spaces that I inhabit, it's for me, representation of a black person that's a criminal is not necessary a 
bad thing because that's the reality of our lives. And that's how some people need to survive or want to 
survive and that needs to be okay otherwise there's a profound issue with a value system that only 
valourises people that fit into a particular box of what is right.  
 
And so I'm interested in, seeing, you know, films that are about criminality, for example, where that 
depiction is not a violent one. And not that it doesn't have any violence in it but is not a violent one towards 
that person or towards the idea of criminality. Criminality for black people means something very different 
to what it means for most people because, we're pretty much always criminals no matter what we're doing. 
Like, we could all pretty much get arrested right now for literally nothing and that's the space in which we 
exist so I'm interested in trying to transgress these spaces and create depictions of people that speak to 
those experiences and are well-rounded in that way. 
 
And like I said about Moonlight, it's like someone looked at that and was like, "Black person that's a 
criminal. Bad." But I looked at that and was like, "There's a dude that is like in a gang or whatever and is 
also really sweet and has some positive traits or whatever." That was the first time I've ever seen that. 



 

             
 

That's where I'm thinking about going beyond representation because representation is always, like, one-
dimensional thing, it's always like good, bad, black, white, it's all in binaries. But if you think beyond that 
and think about what happens when that's refracted and it's opened up and we think about what it means 
to have a prison movie which is not a violent prison movie that sees everyone who's in prison as bad. But 
thinks about it from an abolitionist framework. Like, what happens when we do that? That doesn't exist 
right now. I've never seen that.  
 
So, how do we bring the radical black liberation of politics into moving image in a way that defuses those 
ideas of who is good and who is bad and who is worth saving and who is worth killing, essentially. And I 
think those two things do sit together but there's also, like, I'm just trying to break the wall that, like, you 
know, I've been on so many panels where I'm literally the person that's just being bored, and anti and, you 
know, people are being like, "I really want to represent black women." And I'm like, "Okay." I'm not wildly 
interested in doing that because it's been done and, "Can we do something else, can we talk about 
something else? Can we keep going? Can we get somewhere else?" And yeah, that's where I stand with it. 
 
Audience Member: Okay, I don't know if this is totally a question but I guess it made me think about this 
thing of in something positive I guess, like, it doesn't have to be happy as such. Like, we have complex 
feelings and emotions and emotional lives that can be represented or experienced by sharing and stuff. 
 
And maybe also how it connects to these ideas of social change and especially the places we live in, and 
thinking about people are often saying that working class people need to be exposed to different 
environments or if you see different things. And it's like, "No, that's not really the problem. The Barbican 
works fine." There is like a kind of version of a council estate that can work really well and can actually be 
really good for people if you're in a small space to live in slightly smaller... I mean, everyone doesn't need a 
huge house each, there can be like a community, there can be good things. 
 
So, it's not necessarily always thinking like there needs to be some rags to riches thing. And I think that 
those social things, the way we're living also in terms of, the way we make films and way we see ourselves 
in films they're sort of connected as well. Something around there. 
 
Audience Member: Yeah, I was very struck by you were talking about this sort of...not so much even a 
disinterest but this idea of, like, the biopic being so sort of myopic and that. But I'm also thinking about, you 
know, films are works that are speaking about singular events because that's, again, what you see a lot in 
the mainstream canon, you know, how it's going to be reinterpreted or...  
 
And throughout what you're speaking about I kept thinking of, for me these trigger words about how the 
work is represented so you hear untold stories and then I'm just like, "Ugh." Or hidden histories. I mean, 
you know, I produce for an artist and a lot of times I sort of insist upon seeing what's going to come out and 
written about it before it comes out and it's usually I'm just like, "That's not going to happen." And he will 
say like, "I'm not making films for the ruling class so why are you putting this film in that kind of point?"  
 
I think there's a way to sort of I hope harness and try to take back that control of how people also write and 
represent the work. But I was very struck when...because I never thought about it, you know, like the biopic 
works and the event works and, you know, the hidden history. That's a lot. You know, I also straddle films 
that get financed from bigger sources and mainstream and, like, why are those the only works that are 



 

             
 

coming through? Even though now it's hidden histories of, like, you know, black working-class women from 
1860 but it could be as interesting. Right, right?  
 
Morgan Quaintance: I missed that one. 
 
Audience Member: Yeah. No, that's I think Ava’s ... I mean, you know, again there's nothing wrong with 
that but then also I'd be very happy to, you know, a 16-year-old right now, right? 
 
Morgan Quaintance: Can I? So, a couple of things. I'm really glad you said that about the drugs in 
Moonlight because one of the things I really liked about that as well is that it was just really banal. If you 
know anyone who's ever dealt with drugs it's boring. Like, you go over and they're weighing it and it's like, 
you know, "You coming out?" "No." You know, they're chained to the scales or whatever and there's 
something about reality unsensationally presented that also doesn't seem to present obviously, well, not a 
positive or negative view it's just a kind of an account of something taking place.  
 
So, just to make more of a broader point. I'm thinking about practice and using film and maybe speaking in 
some of these registers that don't get used that much. And someone I've been watching a lot recently is 
Michael Haneke and I think if people are familiar with particularly his earlier films the violence in those 
films it's just violence. You know, you watch the film and it's a meditation on violence, right? And one of the 
things that I think we're at a point now, people of colour, marginal subjects can begin to make films that are 
about violence or about a subject or the human experience of this thing, and if the audience can't go there 
that's their problem. That's what I'm saying, you know?  
 
And I think it's happening. What's really exciting about now as well if you think about books and everything, 
suddenly in this hot moment where the institution is floundering and they need to bring in all these other 
voices we're getting a much more diverse... Well, there's just more stuff basically which means there's 
more stuff to be like, "That's not me." So, maybe now a real avant-garde can probably arise in relationship, 
too. So, let's talk about books. So, at the moment there's this book called Slay In Your Lane I don't know if 
anyone's read it. I read it and it's kind of like a Lean In...everyone's familiar with the book Lean In? So, Lean 
In is a former employee of Facebook talking about a type of feminism that's about basically just getting 
loads of cash. And you lean in, be the CEO, be the this and that. And like, Slay In Your Lane seems to be like 
that for, like, young black women.  
 
Now, you can be like, "That's a real problem." But also it's like, "Okay, so that exists there but the other 
stuff exists here." And maybe this is about having a system of stuff that's just like, "I'm not into that." But 
maybe that can function as like a gateway book so a young kid reads that and is like, "Oh maybe, but I'm 
not so into the capitalism thing." And then they move into... And now Foyles, if you go to Foyles they've got 
a section on black writing. They never had that. I went in the other day a section of black writing, a section 
of feminist writing, and a section of men's studies. And it's really, I swear to God it's like two shelves. And I 
felt somebody somewhere is like, "We've gotta have a men's section as well." [Laughter] 
 
But it was really exciting. Yeah, yeah, but it's exciting to be like, "Yeah, now we can have this debate 
amongst collections of cultural productions that you can give or take." We no longer have to be like, "Yeah, 
I'm supporting that, because that's the only thing”, you know? I don't know, I feel really excited about that.  
 



 

             
 

Taylor Le Melle: I feel really excited about the possibility and I'm not foreclosing the fact that it's never 
existed because I have this feeling that it has and does as well. I'm really excited for the possibility of more 
of or me personally being around more, of being able to have conversations when it's like, "I didn't like that 
work. You said that the work was about this. I'm seeing this so let's talk about that." I really just want that 
so bad. 
 
Morgan Quaintance: Just one more. This is like what we've been fighting for, the opportunity to be in a 
room and talk about this. Like, being someone... I'm not trying to romanticise it but growing up on an 
estate, man, you cannot have this conversation, it's hard. So, you have to find the community and it's like 
this... And sometimes people are like, "Well what's the point?" And that she should be out there doing X, Y, 
and Z but this is kind of the freedom that we're fighting for, right? To be able to talk about cultural 
production and to be able to agonise over it and to critique other people and, you know, to move forward 
towards some sort of... Yeah, anyway, I just wanted to say that. I just think it's great.  
 
Audience Member: I keep on thinking back to this idea about the universal body and I keep on thinking 
about the idea of representation in arts and the idea of positions sometimes versus motives. And I work 
with a human rights equality charity. I'm just collaborating with them at the moment and they tell me 
stories basically about the panels which they chair in the health sector, for example. So, there's the LGBTQ, 
you know, everybody's kind of representing kind of like a faction of where they're coming from and they 
want their position heard the most.  
 
And there's something that I think that is consistently striking when I come to talks where outlining our 
positions is like the sort of, I suppose the voice seems to overpower, like, what you're here for, you know? 
In a way. It's like... I just realised that for example because I'm a political person and when I go along to 
some arts talks that are also political I go and speak to the person and say, "Wow, I was really inspired by 
what you were doing," and then they literally look at me super coldly and they're like, "Who are you?" And 
I'm like, "Whoa, that was... You're maybe not talking the same language as me after all." Because if you're 
open for a dialogue then that should be just the basics, right?  
 
So, I'm just thinking about this consistently, these multiple voices that you're talking about in Foyles, for 
example. It's like, "Okay, yeah, we're starting to diversify the pool, we're starting to be able to represent 
people from these different places." And how do you get that polyvocality, you know, where we're not 
just...what is that polyvocality saying? And that's how I... You know, you asked this question earlier on 
about what do you do about your desires. I mean my desires would be similar to yours, Morgan, where it's 
like I'm just going to talk to the people who I'm having an actual conversation with. And I don't care what 
institution you necessarily come from.  
 
You know, everybody has their different ways of being about in the world but, like, if we can have that 
basic respect or that basic value and motive to do better then that seems to be the thing. I mean I'd be 
interested to hear the panel's thoughts about that. You have your motives and you have your positions, 
how do you navigate that for yourselves, you know? I'll open that up for whoever wants.  
 
Ayo Akingbade: I don't think all institutions are bad, like, even though I'm at this place my work is about 
the people and I'm in constant... Like, if you have seen my work it's about people who are marginalised and 
it's about social housing which is like... So, I don't know, I just thought that what you were saying I'm defo 



 

             
 

for the people. Just because I'm there doesn't mean I'm going to change and just make stuff for the 
institution.  
 
Audience Member: [inaudible]. 
 
Taylor Le Melle: I've been thinking about what you said a lot. I guess I think a sort of crisis of 
representation, to not have another way to put it, I think is something that at a particular moment drove 
me out of a particular institution. Sort of not being able to reconcile the fact of how much work my mere 
presence was communicating that was being done, that wasn't actually being done. And I think at that 
moment I found that personally, like, distracting. Someone said distraction earlier, it was too distracting. I 
couldn't, like, actually do my job and, like, sleep. And, I guess kind of what I've been trying to think about is 
so, say, for example, somewhere like here does... I feel like sort of at the moment kind of how, like, 
representation works in terms of it sort of communicating a possibility to a viewer is like so fixed on this 
moment of having had this visual moment of recognition, right? So essentially does that mean that if I... 
Well, not me specifically, but if a person comes into the ICA, for example, do they have to see Carey 
Robinson? Do they have to see the person whose name I'm forgetting who just started here a few months 
ago to know... 
 
Rabz Lansiquot:  Ifeanyi. 
 
Taylor Le Melle: Yeah, Ifeanyi. Do they have to see those people to know like... Well, actually, yeah. I guess 
yeah, I guess this is actually the point. It is both, for me, that you would have to literally see those people, 
to know that, to get communicated this sort of signification that this place could be for you, right, in any 
given moment. But that moment also happens, for example, when Martine shows here or when we're 
here, and then we leave, right? And then someone comes here that's not here while we're here and then 
what do they see in their impression of how they can move in this space?  
 
But then I also think it operates on the flip side which is that when you come into see Martine's show or 
you come in and you come across Carey Robinson. Like, I do feel like there's this false sense of belonging, 
for lack of a better word, or attentiveness to a need to kind of like...an attentiveness to a desire or like a 
different sort of motivation. And I feel like, actually, institutions do sort of capitalise on that fleeting 
moment. This is why our faces end up on the catalogues of universities, right? Because they can get that 
fleeting moment and they get a lot of bang for that buck of having made that representation, that fleeting 
moment. So, I've been thinking about that a lot. I don't know if that directly... But it just, like, in terms of 
motive that's what it called to me. 
 
And then to answer your question a little bit more personally about motives and stuff. I actually am 
interested in the ways in which... So, like, when Morgan was saying about Foyles, I cynically went, "Oh well, 
they won't last long because we don't own Foyles." Or like whatever. But yeah, also then on the flip side 
the fact of, you know, somewhere like New Beacon or somewhere like that being a little bit under the radar 
probably is what protects it as well in certain scenarios.  
 
So I am still really interested in the idea of not the fact of the representation but sort of what that 
representation can facilitate, which I do feel is something that it can somehow facilitate certain things. 
That's being really vague. I mean basically I am sort of interested in how I can use, again, to say that I think 



 

             
 

about it similarly along the lines of Morgan is like I am in a position of incredible privilege both relative in 
terms of institutions and then also, in terms of thinking about being a privileged black person with an 
expensive education. Someone said that earlier as well.  
 
And yeah, actually understanding that that representation does facilitate certain things because of like a 
sort of...not necessarily negation, but another type of exchange and it's possible like what Barbie said in 
terms of, like, okay, going into a space and actually that exchange of needing to get something whether 
that be a job or a gig or some money and you have to... I'm sorry, you just have to figure out how to make 
that person like you and want to give you the damn thing, right? And that takes practice when that person 
is from, I don't know, Cambridge or Eton or whatever, right? Like that, it's a different language, it's a 
different mode of conversation, it's a different mannerism. That person would not be able to get something 
from the guy from Moonlight, right? And so that's a way where he's completely...this Cambridge guy is 
completely negated and I think that is also super valuable as well.  
 
So, yeah, I guess, like, motive, just trying to actively think about how my fact of signification actually does 
make money for a lot of people. That I don't see. But also not wanting to just completely retreat because of 
acknowledging some of the things that my fact of representation or signification, my facilities.  
 
Morgan Quaintance: I've got something to say but you go first. 
 
Emma Wolukau-Wanambwa: Okay. Yeah, I suppose a bit in response to the questions in this trajectory, so 
the woman in front and the man behind and listening to the discussion that has been going on. I'm just 
reminded that I kind of got into this not so much out of this being make...I suppose the art world and I 
would say the art world rather than the film world because as I said, I would never disrespect filmmakers by 
trying to describe myself as a filmmaker. I'm just really clear with that. I'm someone who does things with 
video occasionally. 
 
Audience Member: [inaudible]. 
 
Emma Wolukau-Wanambwa: No, I don't, because I think there's this very specific set of histories and 
practices and rigours that come with that which are not part of the way that I work with the medium. It's 
quite specific that I do things... Well, for me personally. I can see Keith Piper shaking his head in the back 
there.  
 
Morgan Quaintance: I've been seeing Keith Piper throughout this whole thing! 
 
Emma Wolukau-Wanambwa: Shaking his head! Yeah, because he's been...  
 
Morgan Quaintance: I'm joking.  
 
Emma Wolukau-Wanambwa: ...he can tell us about The Other Story, for example. And that exhibition and 
that conversation and how it eerily resembles this one, probably. But no, I mean I am quite specific about 
that and the reason that I say that to qualify that is that I think if I look back I'm someone who got involved 
in this not so much out of a desire to create images of my own, so much as to better understand and to 
interrogate the work that images do in the world.  



 

             
 

 
I think anyone who's seen my work will know that because I very rarely produce my own images. I usually 
work with images that I have found and I try and find out more about them and research them and pull 
them to pieces and find out the various weird random stories that accompany or that have either 
suppressed particular images or given them certain kinds of prominence. I think that's a particular kind of 
practice that I learned very belatedly, as someone who came to art very comparatively late in life which I 
think has a relationship with a history of institutional critique which also has its own problematics because 
institutional critique has, at some point, also been absorbed by the institution, as a mark of its 
inclusiveness. 
 
So, I get that. But what, I suppose, the point of this ramble is, is that I'm more interested in the possibilities 
that might... I'm more interested in the opportunities that I've had so far to occupy spaces with these 
weird, odd projects in terms of what else might come up or come out or be engendered as a result of it. I 
almost never sell...I never sell anything because I don't own the rights to anything that I use and, therefore, 
I'm of absolutely no interest.  
 
I get to work in art spaces and that's great and I get to engage in different kinds of registers around things. 
Like, for example, historiography would not be possible, say, within a department of history. But I think 
they can become opportunities for other kinds of conversations, for other kinds of networks to be built, 
and for other things to happen as a result. 
 
So, my investment in particular spaces, be that in the space of the screen or the space in the gallery, is, on 
the one hand, trying to think historically about the work that those spaces have done ideologically, 
politically, culturally, and how one can kind of pick away at them if and when possible. But also it being... I 
think it was with Tendai just earlier before. I think my installation that I made for Women on Aeroplanes it 
looks really...I tried to make it look nice but really it's a reading room, it's a place to read. It's a space that 
allows something else to happen in.  
 
Now, the extent to which that can and cannot be... can, usually is, co-opted for the consumption purposes 
of particular... of the political, cultural, and commercial agendas of institutions and certain kinds of power 
bases, is there. But I try, still, for the opportunity possibilities that you can come and have access to these 
materials and that that can be something that can go on and have another life, that has nothing to do with 
the film or the artwork, I suppose is what I wanted to say there.  
 
Taylor Le Melle:  I like what these two people on this side of the room are asking us about desire and 
motives. I just wanted to say that. 
 
Morgan Quaintance: So, could I? So, I just wanted to address what you said, [inaudible, gestures to 
audience member]. So, when you're talking about polyvocality...that's a big word, but, now I got my mouth 
around it. It sounded like you're saying some of the work that you're doing with this health organisation 
that there's these committees or, like, subject-specific groups. And one of the things that I've noticed is that 
you have kind of quite exclusive subject-specific groups which are, of course, important to people can self-
determine, you know, that they do become a kind of another exclusive thing.  
 



 

             
 

So, at the moment I'm part of this...well I'm not part of anything, I'm just using a free space in a gallery 
called Raven Row. What I've noticed is that there's a lot of organisations of groups that there's maybe a 
Pacific Islanders group, there's a group that's called Art Asia Activism. And I'm finding kind of, like, there's 
real boundaries, like, it's really hard to get a conversation going with someone else because there's this like, 
"I'm not really authorised to speak on a subject or engage with a subject," which is just an odd feeling. 
 
It's odd because I've been really thinking about efforts to specifically do that that happened in the 20th 
Century. So, the film by Naeem Mohaiemen at the moment is called Two Funerals and a Meeting and it's at 
Tate. And it's about the Nonaligned Movement. So, in the 1970s all of the former colonised countries got 
together and like, "How can we stop what's going on? How do we take back control and ownership of 
what's happening?"  
 
But before that in 1955 there was something called the Bandung Conference which took place in Indonesia. 
And this was the same initiative. All formerly colonised nations in Africa and Asia got together to talk about 
what they were going to do about the West. Now, one of the only sustained accounts that exists is by a 
writer called Richard Wright. He's an African-American writer who wrote a book called Black Boy. But this 
book is suffused with orientalism. This guy cannot disengage his colonial viewpoint, as an American going 
to Asia. He's obsessed with hygiene, with how people wash themselves, of how people do this and that. It's 
a kind of disturbing read, that he couldn't dislodge this.  
 
So, to jump from there to the film I did on Tokyo, I really think it's about connecting with people from other 
nations, it's not just about the UK. There is a huge world out there. This is how I feel anyway. It's so hard to 
move away from this thing of like, you know, of constant barrier against this gaze, that gaze. And then 
when you go to another country like, say, Japan, it's a completely different set of problems or a set of 
benefits, a set of initiatives. For example, this t-shirt is from an organisation called Counter-Racist Action 
Collective. Now, the axis to racial bias that exists in Japan are not along the same lines as they are in the 
West. It's a thing that exists for a long time between Japanese, Chinese, and what they call Zainichi 
Koreans. And it's kind of like this is about Japan's history of colonialism and that dynamic playing out. 
 
And I think this is a global conversation and I want to...this idea, the idea of, like, internationalism just being 
discarded and we're all just having these little conversations, endlessly talking about how we're going to 
author our own representations. Yeah, they're really important and they're worth something but there is a 
world out there.  
 
And I think the state is really benefiting from us not doing that. It's really benefiting from books like... Now, 
don't get me wrong, this is not a condemnation. I'm just saying that a book, say, Reni Eddo-Lodge's book 
Why I No Longer Talk to White People About Race. Now, it's an interesting book, it's well-researched, but 
there's a reason why that book is in the bestseller list, there's a reason why that book is pushed because it 
provides a kind of fodder for divide and rule, it provides fodder for people to be like, "I'm not involved with 
that." Without reading it, without getting involved.  
 
And I just think there's far more to be gained. The only way we're going to do this is by working together. 
We can chat about this amongst ourselves enough but it's not going to, you know, it is about having 
conversations. So I just like, that polyvocality, I don't know how we get there but I think part of it is by 
having conversations on the ground between subcultural groups, in different countries, and nations and 



 

             
 

talking about what's happening in Africa, what's happening in Asia, south and east and trying to have that 
conversation and to move from there, you know? 
 
Audience Member: That's exactly what I meant about applying motives aspect of is that like the current 
film that we're making at the moment is...it's horrific like sometimes... Sorry. 
 
Taylor Le Melle: No, just closer to the microphone so we can hear you. 
 
Audience Member: Yeah. Now, I feel like sort of conscious of the fact that I'm speaking again. 
 
Taylor Le Melle: Sorry. 
 
Audience Member: Sorry about this. But this is exactly really important that I think to basically highlight 
this issue because, for example, I live in the Netherlands and I was just talking to Peter earlier on. There's a 
different kind of racism there. You could learn Dutch, you could know Dutch, but if you're not Dutch then 
you really don't... Yeah, see. You speak Dutch and you probably, you know, you want to stay there then it's 
a bit like, "Oh, I can't get a job because I'm not Dutch." And then if you are Dutch then the racism happens. 
So, it's like there is... I think what I'm trying to say is issues are big at the moment and I think exactly how do 
we work together? 
 
And, the study that we're doing at the moment is we're retraining the NHS right now on how to not have 
unconscious bias, how to be aware of unconscious bias. And that takes some skill to be able to readdress 
healthcare professionals, how to get people who actually care, do caring work as part of their career, to 
care some more and realise that they might be missing something. What, I'm saying is that there are some 
systems and structure but we may have to be open to it and come together outside of the arts as well as in 
the arts and beyond these kind of borders and find, I don't know what it is, some way of speaking, moving. 
 
Taylor Le Melle: Thank you. I'm really sorry but we have to go because we’re on this tight film festival time. 
But yeah, if anyone wants to hang out afterwards, happy to do that. Thank you so much to Chloe who's 
been helping us and to Tendai in the back and Qila and Ben and all the participants. Check out their films if 
you can. I'm sure if you're not able to go to the screening, if you try to get a link maybe they'll give it to you, 
who knows? 
 
Morgan Quaintance: And thanks to Taylor. 
 
Taylor Le Melle: Thank you. Thank you. 
 
[Applause] 
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