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Through art practice this Ph.D. investigates the idea of value in relation to the rural as 
an indicator of socially constructed paradigms, which informs and affects people’s 
behaviour towards the land, natural resources, other species and other knowledges. 
The thesis claims that art, in its openness and plasticity, plays an important role in the 
creation of spaces where values can emerge, be contemplated and transformed, 
because it works in ways that exceeds conventional knowledges and multiplies the 
possibility of creating other values.  

These spaces for transformation are explored through the lenses of photography and 
video as well as more ephemeral interventions such as conversations, walks and 
shared farm and shepherding work, which were approached as sympoietic activities of 
making-with others.  

The thesis consists of a body of artistic practice and practical research accompanied by 
written analysis, with each chapter built around a particular artistic project. The practice 
is conducted through two main strands: fieldwork in a rural area in southern Spain, 
used to explore the nexus between water, soil, animals and people, social and 
ecological justice and other forms of cognising and living in the world; and paper 
presentations and exhibitions through which the findings are put forward for the 
conversation to expand in academic and artistic realms.   

The thesis explores the idea that value and worth act as the emergent that highlights 
the traceability of more complex issues and examines the manner in which value is 
linked to the problematics of the Anthropocene. It positions the construction of value 
central to the idea that what is protected and nourished is defined by what is valued; 
and that art works and art practices can offer a space where these considerations can 
be contemplated anew.  

As humanity is faced with a global polycrisis of climate and ecological breakdown and  
a sixth mass extinction, this thesis proposes that there is a need for generating and 
protecting spaces where the continued existence of other species and their habitat can 
be guaranteed as well as a multiplicity of social forms as a means to prevent loss of 
diversity.  

Key words: Anthropocene, rural knowledges, value, practice-based research 
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Introduction  

This thesis presents five specific projects, which address a constellation of values 
around rural knowledges and human-animal-natural world relations. These projects sit 
within the wider breadth of explorations of my art practice, and they investigate values 
in relation to localised and globalised environmental and social issues. Based on the 
idea that value, meaning and worth are intimately linked to acts of protection, care and 
recognition, this thesis will explore a number of art works and will contest that the 
spaces they open up offer opportunities where a potential evaluation of values can take 
place. Taking the concept of value and subjecting it to interrogation and activation 
through the art practice offered a fresh analysis and insights into human behaviour, 
such as denial and emotional dissonance (when what one says, believes and acts 
upon do not align) and emotional dissonance compensation (when one tries to 
compensate for the dissonance by holding on to value belief systems to justify one’s 
words or actions), which will be explored in this thesis visually, psychologically and 
politically. Placing emphasis on how value(s) allow for classification of the other using 
socially constructed differences, this thesis will address the complexity of the humans’ 
relation to what is perceived as other, such as the environment, nature, other humans 
and other species, and will put forward that certain values of otherness entail 
exploitative attitudes and behaviour.  

Advocating for a need to open up spaces for continued existence of other species and 
their habitats as well as diversity in the natural world, this thesis will explore how 
monocultures, desertification and environmental degradation tend to reflect uniformity, 
degradation and limiting thinking. The thesis will look at how art works can provoke a 
shift towards intra-action and making-with values to emerge as an antidote to 
monocultures of the mind and power relations. It will investigate how art works can 
offer spaces that are conducive to revalue and protect a multiplicity of life, social forms 
and types of knowledge, and how a shift in ideas about human-nature continuum can 
bring about inclusivity and diversity, which will protect not only other species but also 
richness of human relations and cognitive experiences.  

This thesis is presented as one more voice in the plural and complex conversations 
about contemporary art and environmental issues; and wants to contribute to multiple 
and affirmative ways of working together in developing new empathies and new 
understandings based on revised values. 

Thesis structure 

This thesis is composed of an introductory section, a list of key concepts, a section on 
contextualisation and theory, an account of my methodologies, chapters detailing each 
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of the projects, and a section at the end where the contribution to the field is 
addressed. The chapter entitled Fieldwork introduces the field research carried out in 
rural Spain, with each of the subsequent chapters constructed around a resulting art 
project, and Shifting Gaze, Shifting Value investigates a specific image and its 
relevance to the thesis. 

The chapter Fieldwork focuses on introducing the village of Belalcázar and it explains 
when the investigation started, how it developed over the years and how the fieldwork 
influenced the choice of methodologies. 

The chapter Zahorí focuses on the project that comprises video, actions and 
interventions featuring dowsing (finding subterranean water by walking and sensing 
with a stick) by farmer Antonio Muñoz Molina. The chapter explores art as an act of 
cognition as well as positioning key aspects of cognitive processes such as sensing, 
learning and thinking. It also explores the rural as a distinct form of cognition and the 
value of other forms of knowledge. I also discuss works by Roman Ondák in order to 
further unpack and explore human cognitive processes and to compare how 
contemporary artists explore cognition in their works.  

The chapter Hermano Animal is centred around that work, which is comprised of a 
video and a drawing. The drawing portrays a biographic line of the farm and the land 
belonging to the shepherd Andrés Galindo Pizarro. The biography drawing includes the 
planting of the oldest olive trees and the introduction of sheep and it is presented in a 
non-hierarchical chronological curve, contrasted with events that were unfolding at the 
time both in Spain and the rest of Europe. The video shows the land as seen from the 
sheep’s viewpoint and it offers a counterpart to the drawing while shown side by side. I 
discuss this work in relation to works by contemporary artists herman de vries, Katie 
Paterson and Roman Ondak, which will be analysed in the context of time, linear and 
non-linear thinking and anthropocentrism. 

The chapter Plough Through analyses the cultural and political aspects of food 
production and distribution in Belalcázar, focussing on the dialogical aspect of the 
artistic intervention as a way of elucidating values related to the local and the global 
problematics of food production.  

The chapter 50095 explores imagination as radical contingency for transformation and 
access to inner knowledges. 50095 is a project that comprises video, photography, 
dialogue and walks and that takes its name from the numbered tag of the sheep to 
which an action camera was attached.  

The chapter Camelopard  addresses issues related to non-human animals, speciesism, 
the value of animals, women and minorities and the capacities and limitation of humans 
to relate to non-human animals. The work Camelopard is also discussed in relation to 
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works by artists Joseph Beuys, Marcus Coates and Ackroyd & Harvey. This chapter is 
longer than the others as the descriptive text follows the time based media that it 
describes, both in style and duration.  

The chapter Shifting Gaze, Shifting Value features a single pivotal image of Andrés the 
shepherd and his mules, which is addressed as a turning point in the gaze of the 
shepherd’s family, materialising a key shift in values around rural livelihoods.  

I then conclude the thesis with reflections on my contribution to practice and touch on 
investigations around my practice-based research methodologies, the role of 
photography and video, ideas around subjectivity and how they inform situated 
practices and the creation of spaces where values can emerge.  

Research Questions 

I have employed two research questions to guide my investigations about value in 
relation to art practices throughout this thesis: 

- How do artworks create spaces to experience value, meaning and worth?  

- How can art practice be used to elucidate values as markers of humans’ relationships 
with the environment? 

I shall address each question individually and explore how they have served me in the 
research. 

Throughout the thesis I use the idea of indicators of value, and I use the term indicator 
in the colloquial sense of showing something, or, in the case of the thesis, denoting that 
something or someone has certain value. To illustrate this, I will mention that in 
Belalcázar dowsing exists outside economic value systems but people talk about 
dowsing with admiration, which indicates that dowsing represents values that are not 
related to economic wealth. Through my art practice I find entry points to explore 
activities such as dowsing as well as values attached to it (value of the dowser, of 
dowsing practices, of water), which resulted in the creation of the work Zahorí. 

The exploration of dowsing guided by the same research question also identified the 
dowsing stick as an indicator of values in relation to localised systems of knowledge, 
social hierarchies, socially organised access to water and connection of local people to 
their land.  

My works created spaces for value(s) to emerge, such as Plough Through, in which 
contradictory values are welcomed to coexist in the space created by the work and a 
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transformation of values occurred, showed for example by the consideration of one of 
the market’s visitors that farming can be art (see page 85).  

In the second question art practice is thought of as a tool with which to see values that 
could explain human behaviour, in particular in relation to the environment, as 
understood in the context of the Anthropocene.  

The openness of my art practice allows the research questions to be guided by my 
einstellung, which in German means the way one approaches something 
psychologically, spiritually and intellectually. As such, what I research is enacted in the 
way I research it. ‘We don't obtain knowledge by standing outside the world’ says 
Karen Barad explaining that there is no privileged outside position to produce and 
understand knowledge, and she continues ‘we know because we are of the 
world’ (Barad, 2007, p. 185). My einstellung for approaching value is to question what 
or whom I encounter, that is to question its apparent worth or implication, and my way 
of questioning is through my art practice. To use Zahorí as an example, the starting 
point of the work was to look into the value of water among the people of Belalcázar. 
The first encounter with apparent values related to water (drinking water, water for 
crops, rainfall, etc) elicited conversations around drought, the monetary value of water 
and water scarcity. But as I approached (einstellung) the issue through the art practice 
and its open ended questioning, the process elucidated other values related to water, 
such as complex and localised value systems related to the cognitive value of dowsing, 
other ways of accessing knowledge and other ways of thinking. Guided by my research 
question, the art practice also elucidated dowsing as a localised and valued way of 
connecting people to their land. What in the research question is put forward as a 
generalised idea of values as markers of human relation to the environment,  became, 
in this example, a localised situated knowledge of how the local population of 
Belalcázar relate to their environment.  
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Key Concepts 

Value 

There are many understandings of the concept of value, depending on how different 
disciplines use it to define and measure what is relevant (valued) within its field. The 
concept of value can denote quantitative qualities, such as the values used in physics 
to calculate percentage error formulae or the values used in finance, where market 
value is defined as the price at which an investment could presumably be purchased or 
sold (University of Iowa, Nasdaq).  

The meaning of value in Western societies has been transformed from meaning virtue 
and duty, as in value judgement, to meaning price or wealth, as in the worth of things, 
people’s labour or resources, such as nature, plants and animals (Lamberk, M. 2008, 
Lemos, N. 2010). But value is still associated with virtues, as in the phrase British 
values, which is a compendium of values that any immigrant aspiring to become a 
British citizen has to learn, internalise and abide to, because it is a condition without 
which British citizenship would not be granted.  

When the concept embodies other types of values, such as emotional, spiritual, cultural 
or experiential, value acquires qualitative qualities. Social psychologists have 
attempted to classify qualitative values, like Milton Rokeach, who divided values into 
terminal and instrumental (Rokeach, 1973). Terminal values, such as freedom, equality 
and happiness are, according to Rokeach, more abstract and refer to life goals 
whereas instrumental values, such as courageous, forgiving and helpful, are more 
concrete attributes and refer to modes of behaviour (Rokeach, 1973). In 1994 
Hungerford, Volk and Ramsey published in the Unesco International Environmental 
Education Programme an environmental education document in which they define 
value. They contrast the definition of value against the definition of beliefs, which 
sounds similar to Rokeach’s classification, where beliefs would relate to terminal values 
and values to instrumental values. Because this prototype was designed for the 
environmental curriculum for the middle school, their definition of value is simplified and 
rather accessible:  

‘A belief is an idea that a person holds. The person thinks or believes that idea is true. 
In reality, it might or might not be. Often a person’s beliefs are strongly related to his or 
her values. Values are specific ideas which help an individual decide what is important 
or worthy. A value is the comparative worth a person places on something. Each 
individual has personal values which develop in response to past experiences. These 
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values might involve money, s tatus, beauty, or a number of other 
characteristics.’ (Hungerford, 1994, p. 117). 

Value is seen by some philosophical studies, such as axiology, as a tool for classifying 
what people perceive as good (Smith, M. 2003). Axiology, also known as value theory, 
uses value to understand evaluative aspects of things, as in good, better, best, mainly 
investigating the value assigned to things in relation to subjective psychological 
perception (Hart, L. 1971). Value theory investigates value in relation to philosophical 
pursuits, such as morality and ethics, which could be illustrated by the following 
example: given two postulates, knowledge is good and pleasure is good, a philosophic 
value theory investigation would ask which one is better, thus eliciting deeper ethical 
values (Smith, 2003). 

Another aspect in which philosophy approaches value is in its pursuit of classifying 
value into those that hold relative properties, or that are defined in their comparison to 
other values, which are called instrumental values; and those which have intrinsic 
properties, for which virtue does not depend on any other attribute or context but 
themselves, which are called intrinsic values (Hirose & Olson, 2015). Money is an 
example of instrumental value because it is not good in itself but it can lead to good 
ends whereas intrinsic value can be related to positions related to moral justice (Hirose 
& Olson, 2015).  

I would argue that even when the idea of value is related to philosophic ideas of 
intrinsic qualities, value is a social construct defined by the culture that created it 
(Schwartz & Bilsky, 1990). For example, to hold the intrinsic value of moral justice one 
must have certain idea of what justice is, and I suggest that this is culturally defined. As 
values shape and determine the individual’s or the group’s position on issues, the 
meaning of value is highly responsive to context and because of this it can serve in 
understanding what each individual or socially organised group sees as valuable, 
across cultures. 

Focusing on how value affects human behaviour has also highlighted the need to 
include the unconscious  as a relevant matter in this investigation, because not every 1

value held is perceived at a conscious level (Hayes, N. 2007). Addressing the 
unconscious expands investigations around human interaction with the environment by 
bringing attention to the unsaid and the un-logical as a means to incorporate 
observable and non-observable behaviour. 

 ‘According to Sigmund Freud, the unconscious contains thoughts’ memories and desires that 1

are well below the surface of conscious awareness but that nonetheless exert a great influence 
on behaviour’ (Weiten, 2007)
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Being aware of how other disciplines, such as philosophy and psychology, address 
value made me look at how I address value through my art practice. Through the 
process of my practice different values are invited to sit side by side and be 
experienced within the complex nexus of the individual’s own values. This is the case in 
the work Plough Through, where the two concepts of goodness of cheap food and 
goodness of local food were allowed to sit side by side within the same conversation. 
This deliberate tendency to add rather than exclude permeates my art practice and I 
will contest that this inclusivity generates potentia insofar as one’s energy is not spent 
in the process of division and hierarchic selection of values.  

As I reflect on my own practice I understand that it often develops by questioning 
received values and by protecting diversity of values (knowledge-diversity, biodiversity, 
meaning-diversity). Examples can be found in the questioning of the value of a rock 
through herman de vries’ work in Hermano Animal, and the efforts in revaluing rural 
knowledges as another form of cognition and knowledge-making in Zahorí. I see my 
artistic practice as a process which can help to elucidate value, and as a generator of 
opportunities for individuals or groups to reflect on their values. As the process of 
investigating complex relational systems of values unfolds through the practice, the 
practice itself is shaped as complex systems that are related in each of its 
manifestations, such as photographs, videos, interventions and paper presentations. 

The Anthropocene 

The term Anthropocene was informally used among earth system scientists in the late 
1970s and 1980s, and it refers to the impact, acceleration and offshoot that humans 
inflict on the planet’s capacities to sustain life and regenerate itself. It is attributed to 
American biologist Eugene Stoermer, and it was popularised by a paper co-authored 
by Stoermer and Dutch chemist Paul Crutzen, for the International Geosphere-
Biosphere Programme in the year 2000 (Stoermer & Crutzen, 2000). They proposed 
that this epoch began in the 18th century as data retrieved from polar ice shows growth 
in the atmospheric concentrations of greenhouse gases, particularly CO2 and CH4, 
coinciding with the invention of the steam engine in 1784 and the beginning of the 
industrial revolution. This uptick in emissions is seen as a globally significant inflection 
point, marking the beginning of an era where major Earth systems and processes are 
overwhelmingly influenced by human systems. 

My fieldwork in rural Spain started as a localised and situated exploration, which 
progressively highlighted globally significant issues, such as climate change, 
desertification, loss of biodiversity, species extinction and loss of indigenous 
knowledges, which together characterise what is commonly discussed under the broad 
umbrella of human impacts during the Anthropocene. Exploring localised situations 
helped me to unpack anthropogenic environmental and cultural issues, which exposed 

15



value as the commonality for both localised and globalised environmental problems. 
Reflecting on human behaviour and how it might be motivated and directed by 
individually and socially constructed values, and considering that human behaviour 
affects fellow humans, non-human animals and the environment, the research 
increasingly focussed on the links between human values, human behaviour and 
human environmental impact. This deep concern about human behaviour and its 
impacts is addressed by engaging with social and psychological approaches to values, 
and has led to intellectual adventures crossing over disciplinary boundaries into 
philosophical and scientific arguments related to the idea of the Anthropocene.  

Through my investigations about art and the Anthropocene, I have come to concur with 
Davis & Turpin that most formulations and usages of the term are invested with value 
judgements, most of them negative (Davis & Turpin, 2005). To change associations of 
destruction and depletion that the word Anthropocene elicits, some scholars, such as 
Erle Ellis, have been putting forward the compound ‘good Anthropocene’. Based on the 
idea that ‘humans appear fully capable of continuing to support a burgeoning 
population by engineering and transforming the planet’, scientists such as Ellis, 
advocate for a shift in how the Anthropocene is approached (Ellis, 2012). The use of 
the adjective good, with its moral and linguistic connotations, places value on the word 
that it is describing. In this case the value good is not associated with reduction of 
human activity but with increase of it, guided by science and technological advances, 
as it reads in the Ecomodernist Manifesto: ’we write with the conviction that knowledge 
and technology, applied with wisdom, might allow for a good, or even great, 
Anthropocene.’(Defries et al, 2015). Other scholars, such as Elena Bennett, interpret 
the usage of the adjective good as a way of creating inspirational stories and visions in 
stakeholders around the globe, which she calls ‘seeds of good Anthropocene’ (Bennett, 
2019.  

In Ellis’ theory, human developmental leaps are not limited by planetary boundaries but 
by technological limitations. A closer look at Ellis’ ideas reveal that they rest on the 
assumption that human development is intrinsically a good thing, which is a very 
modernist stance, pregnant with the optimism of progress and grand narratives which 
place technology as the answer to every problem. In fact, eco-modernists go a step 
further and claim that the only way to mitigate the impact of human activity on the 
environment will be a technological solution of intensification in farming, forestry and 
energy extraction. 

In both examples, the techno- driven trip and the story-driven seeds, the Anthropocene 
is seen as an opportunity for collective dreaming of a better future. I would argue that 
attaching the adjective good to the term does not automatically change the tone and 
focus of the discussion, and that it is dangerous to advocate for radical simplification of 
very complex issues. The shock of the Anthropocene is not that it is an epoch in which 
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humans have exceeded the carrying capacities of the planet, it is its result: the intense 
suffering of sentient beings. Seeing the Anthropocene through such a lens, renders 
immaterial whether human capacities to alter natural systems are linked to adaptability 
and survival, made possible by technology or not. This is the point I want to make 
through my practice and thesis and I suggest that art, with its capacity for fine grain 
attention to ‘stay with the trouble’ and the discomfort, it is well suited to address the 
intense suffering of the ‘born ones’, including other species, that is created by 
catastrophe capitalism and the current modes of living together, propelled by the values 
of current social, political and financial apparatus (Haraway, 2015).  

In this thesis, the word Anthropocene is not taken as a neutral concept which needs a 
value attribute such as good or bad to communicate meaning. I use the term 
Anthropocene as comparable to the more politicised Capitalocene (Moore, 2015), 
Anthropo-obscene (Parikka, 2015) and Plasticene and Plantationocene (Tsing, 2015). 
My understanding of the term is closer to Haraway’s idea of the Chthulucene, as she 
describes its meaning, stemming from two Greek roots (khthôn and kainos) ‘that 
together name a kind of timeplace for learn- ing to stay with the trouble of living and 
dying in response-ability on a damaged earth.’ (Haraway, 2015, p. 2). I see the use of 
the word good by the eco-modernists as an attempt to move away from trouble, by the 
grace of technological solutions, whereas feminist Haraway invites me to face the 
trouble and stay with it, which is something that resonates with my practice. 

Looking at Belalcázar through the technologically minded good Anthropocene 
arguments, I perceived a complex issue linked to enhancing productivity of the olive 
tree. One of the staples of the Mediterranean diet, olive oil, comes from olive trees, 
which have been cultivated in the region of Andalucía, where Belalcázar is situated, 
since Roman times. In recent years, traditional olive trees have been replaced by 
genetically engineered ones, that are much smaller, with denser branches and almost 
no trunk, and have the capacity to produce more olives and occupy less land space. 
These designed olive trees produce more but as the land is so densely cultivated, they 
require more subterranean water as well as fertilisers and other agrochemicals to 
maximise production. This intensive way of farming does not provide the same 
ecosystems for other species to live and it promotes desertification. The images below 
(Figure 2) show, on the left, a picture taken in 2004 of a traditional olive tree groves, 
with its uneven terrain and layout and on the right, a picture taken in 2018 of the same 
field, flattened and gridded, in order to cultivate engineered olive plantations. These 
contrasting images are from another area of Andalucía called Almería .  2

 https://www.authorea.com/users/302824/articles/432901-unraveling-misunderstandings-about-2

desertification-the-paradoxical-case-of-the-tabernas-sorbas-basin-in-southeast-spain?
commit=729c6fb77baa48752f7681b9f0bedf9f231ed154
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Figure 2 

In the case of intensive olive agriculture practiced here, advanced and supported by 
technology and science, the intensification of production comes at a cost to biodiversity 
and depletion of underground water reserves. There are other initiatives, such as 
Olivares Vivos , which work together with olive oil producers, to return the olive groves 3

to traditional ways of farming which cares for and contributes to biodiversity in and 
among the trees, uses water resources responsibly and nurtures the soil. This is 
achieved by de-intensifying the way of production and by placing value in biodiversity 
rather than in food production for human consumption.   

I advocate for a different approach to dealing with the Anthropocene which would not 
result in the technological intensification of man’s presence on the planet. I do not wish 
to contribute to stories of Ascent of Man, linear progressive stories of the Techno-
Heroic, stories of ‘man vs X’ (man versus nature?) or stories of technology as a means 
(a phallus? a weapon? a spear?) with which to dominate the environment and 
subjugate it to the needs of humanity alone. Inspired by Elizabeth Fisher, Donna 
Haraway and Ursula Le Guin, this thesis takes the view of the Anthropocene as a 
carrier bag (a term firs coined by Fisher) where to gather and let go, slowly constructing 
alternative stories of making with others, stories without heroes and stories without the 
good, understanding that these are complex, perhaps not innocent stories (Haraway, 
2015). The carrier bag that the farmers, shepherds and I weaved throughout the years 
helped us to explore other more caring ways of relating to the environment, working 
together, weaving those stories through the art practice.  

 https://olivaresvivos.com3
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Mapping out the research process in this carrier bag allowed me to put in it meaningful 
connections between theory, practice, fieldwork experiences and the art works 
produced which, in response to the findings, became cartographies of primary 
consideration and my way of resisting loss of value-diversity and de-valuing of other 
species, other knowledges and the environment.  

The Rural 

The rural is an abstract concept with diverse localised meanings, ranging from 
countryside, agriculture and landscape to nature and the sublime. Some areas in 
Spain, which can be classified as rural, are far removed from the idea of the rural as 
the natural world, such as El Ejido in Almería, where the land is so densely covered by 
poly-tunnel greenhouses that it was nicknamed ‘the sea of plastic’ after a photo taken 
by astronauts at the spacecraft Terra circulated in the media. According to the 
Department for Environment, Food & Rural Affairs in the UK, rural areas are those 
which fall outside of settlements with more than 10,000 resident population. The 
population of Belalcázar was 3,255 in 2019.  

The Rural Assembly, an event organised by Whitechapel and Wysing in 2019, provided 
a platform where to discuss the rural as a concept. One of the speakers, Michael 
Woods, put forward ideas about the rural as an assemblage of heterogeneous human 
and non-human components. Another speaker, historian Pelin Tan, explained that she 
sees the rural as resilience against dispossession, colonialism and control. The 
different ideas linked to the concept of rural are sometimes politicised, and mainly 
defined in opposition to urban areas rather than by its own merits. The rural seems to 
take on the flavour of the dominant system, the rural in North, Central and South 
America does not host the same values as the rural in Sapmi, or Australia, although at 
some level the problematics of displacement of indigenous people and struggles to 
access land and water might look similar. Questioning who has access to the rural, who 
decides what the rural is and who are the gatekeepers of its meaning makes visible an 
ongoing objectification of the rural and its values, whether these are linked to 
agricultural production or the production of spaces for leisure or for experiencing 
communion with nature. 

In this thesis I suggest that the rural is framed in terms of proximity to the ‘tierra’ (which 
is Spanish for land, soil, earth and Earth) and diversity (biodiversity, cultural diversity, 
knowledge diversity). Proximity to the land can be as literal as having physical contact 
with it: in large cities high rise buildings physically detach people from the land, lifting 
them upwards, increasing the distance between people and the soil, which is covered 
under layers of tarmac, concrete, metal, glass and asphalt. In the ‘campo’ I 
experienced proximity to animals and plants as well as cycles of life and death. The 
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idea of diversity is linked to biodiversity, cultural diversity and diversity of knowledges 
pertaining to the rural, diversity in food production and polycultures ; as a way of 4

protecting and valuing other species, other knowledges and other ways of relating to 
the land as well as safeguarding food sovereignty. 

Regarding the rural as proximity to the land and diversity of species and knowledges 
positions this research at an angle from which values are considered in relation to 
radical empathy and understanding (towards other species, towards other 
knowledges), whilst exercising the inclusivity of the ‘and, and’ geo-centred feminist 
method, as discussed by Rosi Braidotti (2017), and covered in Plough Through, 50095 
and Contribution to Knowledge Through Artistic Practice. As such, the pursuit of the 
rural as an exclusive purist bucolic ideal is abandoned in favour of the creation of 
spaces through the experience and intervention of art in which messier, multiple and 
contradictory ideas about the rural can be contemplated as overlaps between art and 
the everyday, creating ‘social, cultural and political spaces of co-producing 
culture.’ (Schiffers et al, 2019, p.18).  

The spaces created by the art interventions revealed productive entanglements and 
creative convergences which allowed other knowledges to be part of the artistic 
experience of the rural, such as, mystical knowledges expressed in the procession of 
the Virgen de la Alcantarilla across the river, carried by people from the village  (Figure 
3), non-rational knowledges, such as the ones activated and employed in dowsing 
(explained in chapter Zahorí), other economies, such as generosity and reciprocity 
involving labour and goods (explained in chapter Plough Through) and sharing of time 
and knowledges (addressed in chapter 50095), to be part of the artistic experience of 
the rural. 

Figure 3 

 ‘Polycultures- fields with many species of plants- are less susceptible to pest 4

outbreaks than monocultures.’ ( Kimmerer, B. 2013, p. 139).
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I have introduced the main topics of the discussion about practice-based research and 
environmental issues in the rural area of Belalcázar, focusing on the ability of artworks 
to create spaces where values can emerge. I have presented the thesis structure, 
which provides a framework from where to address each individual project in separate 
chapters, emphasising the openness and plasticity of the practice as the main quality of 
the research and which makes it flexible to adapt and learn through doing. I have 
defined key terms such as value, the rural and the Anthropocene and introduced the 
research questions, which guided the practice-based research both in the fieldwork 
time and the time in between visits. I will next contextualise my practice by addressing 
other artists working on environmental and ecological practices.  
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Contextualising the Practice 

Environmental and Ecological Practices 

As the thesis is contextualised in relation to the rural and the natural world, with a 
primary focus on rural Spain, it is relevant to position the research in relation to recent 
history of environmental art. Practices preoccupied with the environment have been 
called land art, eco-art and sometimes earth art. Tate defines land art as part of the 
conceptual art movement, tracing its beginnings to the 1960s and 1970s. It describes it 
as ’usually documented in artworks using photographs and maps which the artist could 
exhibit in a gallery.’, and cites Robert Smithson and Richard Long as the most 
prominent artists (Wilson & Lack, 2008, p. 116). Both artists cited as examples are men 
and they are also sculptors who tend to create statement works in isolation, which 
promotes the idea that land art is about big gestures, sometimes permanently inscribed 
in the landscape, made mainly by male artists looking for strong impact. In order to 
position my practice in relation to land art and eco-art preoccupations, it is relevant to 
point out that even though there is no mention of eco-feminism in the Tate glossary, 
male figures like the above mentioned were not the only ones making work about, and 
responding to, concerns regarding the natural world. Female artists such as Ana 
Mendieta, Fina Miralles and Agnes Denes have opened the path for practices like mine 
to engage with current preoccupations and problematics of the natural world.  

The art projects in this thesis are not necessarily similar to the works of the artists that 
have inspired me. Indeed this is quite a relevant point for the contextualisation of the 
works presented in this thesis. Accepting that the art work is ‘partly located in real 
space and partly in psychological space’ (Burgin, 1969, p. 118), I take from artists such 
as these qualities which are present in the nature of the work, not in its formal 
manifestation. In other words, I do not necessarily use the same means as those 
artists, but I am inspired by the spirit in which they tackle subjects that chime with my 
own. 

I borrow from Mendieta a certain intuitive feminine force as well as spiritual and 
physical impulses to connect artist and nature, and which are present in her body-earth 
traces works. Spanish artist Miralles brings the exploration of the feminine in land art 
closer to my research context, and I draw from her work the strength to seek 
communion with, and understanding of, nature, even in challenging circumstances 
(Figures 4, 5, 6). Miralles’ work arose in the context of Franco’s authoritarian 
dictatorship, a regime which had strong negative impact on women’s social and 
political positions and even worse repercussions on female artists who, like Miralles, 
did not conform to impositions of power and oppression.  
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Figure 4, 5, 6 

Denes is regarded as a pioneer of environmental and ecological art, whose large scale 
ecological projects address her preoccupations around food, social justice and human 
relationship with the land. Works like Wheatfield-A Confrontation (Figure 7) call 
people’s attention to having to look into food security, land mismanagement and 
misplaced priorities, and this feeds into my work as thinking through the many artistic 
strategies to put the focus on value issues.  

Figure 7 

This work consisted of planting and harvesting a field of wheat in a vacant lot in Lower 
Manhattan, a land worth millions of dollars, and then distributing the harvest among 
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twenty eight cities worldwide to contribute to the international art show for the end of 
world hunger. This work invites people to question the value of land and food as well as 
the value paradoxes of the global trade.  

Alan Sonfist is another American artist who made work by repurposing land in New 
York City. His work Time Landscape, which he claims is the ‘first environmental land art 
sculpture’, involves the recreation of a pre-colonial forest in the shape of an urban park. 
In my conversations with Sonfist, with whom I shared an art residency at the Festival 
for the Earth in Venice in 2016 (Figure 8), he was very critical about Denes’ wheat field, 
and he argued that wheat has no relation to pre-colonial American land as it had 
originated in other parts of the globe and that it was the wrong plant to use in the art 
intervention. I believe, on the other hand, that this is precisely how Denes deliberately 
decided to approach decolonising thinking in her work.  

Figure 8 

But Wheatfield-A Confrontation does not pretend to speak solely of decolonial thinking, 
engaging instead in a wider conversation about the value of land, access to, and 
ownership of, land to cultivate, which of course indirectly addresses the issue of land 
expropriated from the First Nations. It also expands the idea of environmental art 
intervention as a singular object, be this a park for Sonfist, a spiral jetty for Smithson or 
a line made by walking for Long. Wheatfield-A Confrontation demystifies the work as 
contemplation and acts on several different levels simultaneously, raising questions of 
where the art work actually is: Is it the field? Is it the artist in the field? Is it the process 
of cultivation? Is it the harvest, or perhaps the artwork is the distribution of the wheat to 
highlight world hunger? This dismantling of the work of art as identifiable and singular, 
whilst embracing ambiguity as to what the work is, informs my practice and the projects 
presented in this thesis. Similar questions can be asked about my projects, such as 
Plough Through (described on pages 75-86): Where is the artwork, is it in the market 
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intervention? In the photographing of the farmers at work? Or is it in the co-working 
interventions? 

The projects presented in this thesis employ photography and video, but unlike the 
image production of other artists working on environmental art, the photographs and 
videos do not exist for the sake of documentation. I use images to map out 
cartographies of knowledges and to open up spaces for dialogical practice, tracing 
complex entanglements of people, land, animals and plants, prioritising making with 
others over the creation of the image, whether this is for documentation or otherwise. 
Land art has its roots in conceptual art and, in full circle, I come back to the relevance 
of the concept behind the work in my practice. As the works open up spaces for 
revising and questioning of values it is pertinent to sustain the concepts behind the 
work, be they photographs, interventions, videos or site responsive works, because ‘it 
matters what concepts we think to think other concepts with’ (Haraway, p. 118).  

Contemporary Practices 

Using the research questions throughout the investigations about practice as a means 
for addressing value, brought to light the relevance of affect, emotion and empathy in 
relation to value. Through my research I realised that emotions are very likely to make 
values visible as, for example, the emotions of anger that the video work Camelopard 
elicited in some viewers and which indicated that animal welfare was a highly regarded 
value within the audience. 

Emotions offer a glimpse into the space that the artwork creates, the space in which 
the one who experiences the work can contemplate values. This space, or as Shelley 
Sacks calls it, the inner atelier, is intimate and can expand (Sacks, 2019). It is a space 
where clashing, overlapping or contradicting values are allowed to coexist. An example 
is provided in the work Plough Through, where the market visitors agreed that locally 
grown food is better for the health and the economy of the local population but they 
also agreed that supermarket food is good because it is cheap. These and other value 
contradictions were held side by side in the space that the artistic intervention created 
and, through a dialogical process, the contradictory values seemed to become resolved 
in the visitors’ conclusion that traditional farming is art. 

Emotions play an important role in changing people’s opinions and behaviour in 
relation to conservation and environmental values. It took a scene of a mother whale 
mourning her dead calf choked by plastic portrayed in the BBC television series Blue 
Planet II to engage the general public in the conversation about human impact on the 
natural world, something that scientists had not achieved through decades of 
disseminating facts about human impact on the environment. 
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The TV audience and the extended public who engaged with the conversation on 
social media experienced a change in values, which made them temporarily place the 
value of the whale population above any convenience that plastic could offer.  

The above example does not mean that the role of the creative industries is to convey 
scientific research to the wider population. I consider art practice as substantial 
research in its own right, capable of generating and addressing its own research 
questions without being illustrative; whilst recognising the importance of the unknown, 
honouring its own non-linear process and competently following academic rigour that 
may not be verifiable nor visible, as McNamara et al suggest (McNamara, Kidd & 
Hughes, 2011). 

In art it is common to refer to moving experiences like the above described as affect, 
meaning that the experience affects the body (Spinoza, B. 1955; Bergson, H. 2004). 
The affective turn of the 90s brought into disciplines such as philosophy a focus on 
non-conscious experiences of intensity, something that had always been common 
knowledge in art practice research: that people are affected by things that they see and 
that touch them, as art practices address the body as well as being a linguistic basis for 
understanding and connecting to the world, as covered in the work of Deleuze & 
Guattari (Deleuze & Guattari, 2004).  

In my practice I contemplate emotion as well as affect, so as not to assume 
connotations of embodiment because accessing one’s inner atelier through perception 
leads to a space that might be linked to, but not necessarily located in, one’s physical 
body (Ticineto, Clough, 2007). Also because the deliberate use of affect in art practice 
is sometimes perceived as manipulation, particularly in the field of art and 
environmental issues (Falenhausen, S. 2019). 

In psychology, the term affect encompasses the feeling or emotion that mediates the 
subject’s interaction with the environment’s stimuli and I position my research close to 
this definition as it focuses on what emerges and is made visible by the interaction 
(Hayes, 2000). Equally relevant in my research are recent shifts in anthropological 
investigations into value and affect, which have moved from classifying-the-other to 
feeling-with-the-other, prioritising the oppressed and placing emphasis on the 
similarities among people and creatures rather than their differences. 

In contemporary art practices, this shift has also been visible in recent years, as 
illustrated by the Turner Prize, which provides a solid set of landmarks with which to 
follow contemporary art practices developments and changes. I will illustrate this point 
by mentioning a few Turner Prize shortlisted artists and collectives as example, such as 
2015 winner, Assemble, a collective who works and creates projects together with the 
communities who use and inhabit them; 2017 winner, Lubaina Himid, whose work 
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focuses on the African diaspora, legacies of the slave industry and institutional visibility; 
2018 shortlisted, collective Forensic Architecture, who ‘undertake advanced spatial and 
media investigations into cases of human rights violations’ addressing state and 
corporate violence and environmental destruction all over the world; 2018 shortlisted, 
artist Naeem Mohaiemen, who investigates legacies of decolonisation and political 
utopias; 2018 shortlisted, artist Luke Willis Thompson, whose work tackles traumatic 
histories of class, racial and social inequality and forced migration; 2018 winner, 
Charlotte Prodger, whose work is influenced by radical lesbianism and 2019 winners, 
an impromptu collective formed by all four candidates as an antidote to divisions and 
exclusion.  

Embracing and acknowledging affect, emotion and empathy in my practice made each 
line of enquiry unique and promoted intuitive pathways, insights and alternative ways of 
knowing. Recognising intuitive, experiential, subjective processes and at the same time 
being rigorously critical of them, positioned my practice-based research on a politically 
fertile terrain in which insights generated new insights, mapping out cartographies of 
potentia and working-with.   
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Theoretical Framework 

This thesis employs the works and ideas of scholars from across disciplines as a 
theoretical framework within which explorations of the art practice can be 
substantiated. Combining these theories with intuitive enquiries and contextualisation 
of contemporary artists’ practices provided a robust framework to think through my 
practice and explore ideas about value.  

Looking at values in the context of environmental issues in Belalcázar highlighted the 
interconnectedness of the problems: as investigations about food led me to the 
problem of access to water, which in turn uncovered social, political and environmental 
issues linked to climate and environmental breakdown, the investigations became 
simultaneously wider and more specific, therefore also narrower. To tackle such 
complexity I had to knit an equally complex and rich theoretical framework, which 
provided both academic rigour and encouragement (potentia). I found an exceptional 
synthesis of both qualities in the works of feminists Rosi Braidotti and Donna Haraway 
as well as artist Shelley Sacks. Through Braidotti’s radical actualisation of Deleuze’s 
nomadic theories I investigated value as a product of cultural politics, adhering to the 
idea of nature-culture continuum, which is appropriate in this research as the complex 
problematics of the Anthropocene cannot be approached exclusively as ecological 
issues.  

The theoretical framework that I constructed around the thesis also reflects ideas of 
addition and inclusion, which are present in the practice and in the manner in which 
values that emerge are addressed. For instance, Haraway’s ideas of sympoiesis (to 
make-with), are central to the practice and are added to the discussion, not as opposed 
to Maturana and Varela’s concept of autopoiesis (a system capable of reproducing and 
maintaining itself), but as an addition to these. Allowing certain ideas to sit side by side 
in the same space of theoretical research without excluding one another created a rich 
conversation that reflected the cartographies of the practice, where connections 
emerge from the relations between them (agents, ideas, theories, experiences, 
intuitions). This way of constructing a theoretical framework allows for transversal, 
nomadic and energising connections to emerge beyond the power relations that 
dominate the production and circulation of knowledge. It also allows for my practice to 
exercise Haraway’s ideas of staying with the complexity and the trouble as a means to 
develop the research (Haraway, 2016). This inclusive approach is also inspired by 
physicist Fritjof Capra’s ideas of system theories, which propose an integrative model 
underlying and unifying systems view of life and which allows for an understanding of, 
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for instance, earth system science as a system that is more than the sum of its parts. It 
is regenerative, dynamic and it has capacities for creation and cognition. But it is 
Haraway’s concept of sympoiesis that pushes the boundaries of system theory 
thinking. As such, a changing-learning-system proposed by Maturana and Varela in 
autopoiesis, would expand to cartographies of systems that are interdependent and 
interconnected, proposed by Capra in system theory, bringing the focus on to what 
emerges from the relations between systems, as proposed by Haraway in her theory of 
sympoiesis.  

As a contemporary practicing artist and researcher I am aware that the discourses that 
underscore the artistic processes need to be as flexible and open as the practice itself. 
Addressing the theoretical discourses in an inclusive manner has demonstrated that 
new connections can occur within the complexity, because its nomadic plasticity makes 
it never exhaustive. Land and environmental art, explained in the subchapter 
Environmental and Ecological Practices provided a theoretical framework, which I 
combined with my photographic practice. The combination of photography and video 
with interventions, walks, conversations and co-working became a necessity; whereas 
exploring land art as a genre was useful in this thesis for anchorage and positioning, 
limiting my projects to it can deprive my practice of conceptual richness. Photography 
provided a way of exploring and navigating the site/non-site paradigm associated with 
land and environmental art (referring to inside and outside the art gallery), the 
processes of dialogical production and the blurred line between experiences, the art 
projects and the documentation of the works. Photography and video also provided a 
means of communication between Belalcázar’s inhabitants and I as well as my own 
way of making sense of the experiences. The plasticity of the media generated flexible 
frameworks, some images were conversation starters (such as the images in Plough 
Through), some others became a randomised account of my trip to the village and my 
various encounters with indicators of value: images of first communion girls dressed up 
in mini-bridal puffy white dresses, pictures of people crossing the dry river carrying the 
‘virgen de la alcantarilla’ on their shoulders, a shot of the churros lady in full make up 
and hairdo frying the dough coiled in a long spiral, a snapshot of Andrés’ mother’s 
collection of rocks curated on a plastic table cloth or a picture of a pump at the nearest 
petrol station. These images were not intended as a diary but as a visual manifestation 
of what I witnessed in my fieldwork trips, in line with German photographer Wolfgang 
Tillmans’ comment about the proliferation of photographic material in his practice, ‘if 
one thing matters, everything matters’ (Tillmans, 2015). I printed these images in small 
10 x 5 cm format and placed them next to one another, forming a long strip along the 
walls of the town’s old Jewish market, where they were first shown. This long collection 
of images invited the viewer to look at them closely while walking sideways, bringing 
movement and time to it, creating a time-based work which depended on the viewer to 
be activated (Figures 9, 10).   
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Figures 9, 10 

Other images were shown in dialogue with objects and materials of rural associations, 
such as a metal kerosene lantern and wood (Figures 11, 12, 13), in the group exhibition 
Landfull at Norfolk Street Gallery in Cambridge in 2014.  

Figures 11, 12, 13 

These interactions between printed photographs and 3D elements expand the 
photographic field by attempting to bring in the three dimensional aspect of the 
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experience into the gallery. These experiments are aligned with ideas of thinkers who 
bring focus to intention as method, such as John Berger and his insistence on finding 
new ways of looking at art in its complexity and transformative potential. This, together 
with the writings of Roland Barthes and Susan Sontag, specifically their investigations 
of the power of photography to mediate experience, deepened my understanding of 
how images can shape ideas, elicit emotions and communicate value(s). 

As my practice-based research is politically informed and it involves environmental and 
social issues, it was relevant to include Shelley Sacks’ theories of social sculpture as 
transformative of the self as well as communities, particularly as she brings a more 
feminine and actualised view of Joseph Beuys’ ideas about art’s power for provoking 
social transformations. Also because Sacks’ works bring situated knowledges into the 
framework, she reminded me of the value of my own thinking and the mapping of 
experiences, languages, cultures and values that I acquired as I moved hemispheres 
and countries (Haraway, 1988).  

Transformation is understood in this thesis as the process which results in the 
engagement of one’s sense of responsibility. To contextualise this idea within 
environmental affairs and the rural, I will refer to the extensive investigations on the 
matter by Robin Wall Kimmerer. Analysing the interconnectedness between people and 
plants in her book Braiding Sweetgrass, she points out that seeing the earth’s gifts as 
covering half of human’s needs, the other half has to come from consciously working 
with the Earth’s resources. ‘The responsibility does not lie with the maples alone’, she 
says, ‘the other half belongs to us; we participate in its transformation. It is our work, 
and our gratitude, that distills the sweetness.’ (Kimmerer, 2013, p. 69). Transformation 
is understood in this thesis not as change but as growth. The fruits of the earth can be 
obtained forcibly through agrochemicals and agro-technology, or they can be grown 
within the framework of inter-dependence and relationship with the earth, creating food 
that is respectful towards the environment and those who consume it.  

The work of Thomas Eriksen, whose emphasis on establishing interrelations between 
the subjects and the social structure around them, was relevant to understanding 
human behaviour as situated knowledge and facilitated non-invasive and reflective 
ways of understanding complex social problematics in relation to localised 
environmental issues.  

Addressing emotionally heavyweight topics such as species extinction or 
environmental breakdown required strong psychological strategies, which I found in 
abundance in the investigations of psychologist Renee Lertzman. She advocates for 
the incorporation of human emotions which are sometimes considered negative, such 
as loss and grief, in relation to environmental issues as a way of building up resilience 
and understanding of human behaviour, which echoes my inclusive approach in the 
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theoretical framework as a whole. Lertzman’s ideas carried me through the darkest 
areas of my research, when, for instance, I investigated mass extinction, mass 
slaughter, legal status of endangered species and advocacy for biodiversity 
conservation through the works of scholars such as Ursula Heise or artists such as 
Marcus Coates.  

Investigating human-animal relations and problematics, I found the work of Frans de 
Waal pivotal, particularly his studies of animals’ ability to design tools, have a sense of 
self and a grasp of past and future, traits that were thought only to be human abilities. 
His research moved ethology from pure behaviourism to the establishment of parallels 
between primate and human behaviour in relation to empathy, morality, politics and 
justice, which problematises the idea of situational knowledges even further. De Waal 
not only provided expertise to the framework, he also ‘gave me permission’ to position 
it within contentious viewpoints about animals’ rights.  

I found that constructing a theoretical framework that is flexible, nomadic and receptive 
to cross pollination allows the practice to move freely whilst being anchored, because it 
offers academic rigour without limiting it. For example, taking Rudolf Steiner’s ideas of 
the four-foldness nature of human beings and subjecting them to scrutiny using 
Charles Esche’s decolonising ideas and Haraway’s situated knowledges brought an 
approach to subjectivity that reflected particular conditions of ‘carnal empiricism’ when 
discussing the predicament of the shepherds in contemporary rural Spain (Braidotti, 
2014). Such an approach provided a flexible and solid base from where to analyse my 
works around shepherding and also works of contemporary artists, such as Fernando 
Garcia Dory and his project A Shepherds’ School. 

I constructed the cartographies of the practice through an interplay of viewpoints, in the 
understanding that there are no such things as value free, context free or ahistorical 
knowledges. By including diverse viewpoints in the theoretical framework I have 
achieved a more robust vision of the issues addressed as well as accommodating a 
democracy of answers to the research questions.  
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Methodologies 

In the works analysed in this thesis I used various methodologies, drawing from my 
studies in Fine Art, such as photography, video, site responsive and interventions; and 
also borrowing from other disciplines, such as image elicitation and auto image making, 
usually employed in qualitative research like anthropology and sociology. Combining 
research methodologies created situations in which sometimes the practice led the 
research and sometimes the research led the practice. An example of the former is 
Plough Through as the artistic interventions in the market opened up investigations  
into food production whereas 50095 is an example of the latter as investigations in 
ethnographic methods led to the idea of installing a camera on the sheep. The 
borrowing and combining of methodologies is informed by the broad movement 
towards developing artistic methodological research, called methodological abundance 
(Hannula, 2005).  

Using methodological abundance strategies in this research facilitated the plasticity 
required to address and investigate value(s) in relation to the people in the rural areas 
of Belalcázar, their environment and their knowledges because methodological 
abundance is not limited to a standard set of academic tools handed down from above 
(Hannula, 2005). As Mika Hannula states, ‘practice-based artistic research happens 
inside-in, by practising the practice that the research is about’, which is an approach to 
research methodologies that is respectful of, and responsive to, the localised, situated 
knowledges I investigated in this thesis (Hannula, 2005, p. 22). Methodological 
abundance allowed for openness and plurality when approaching the subject of study 
and it also acted as a resistance to narrowing the art practice and research to limited 
standard strategies, avoiding what Max van Manen calls the inevitable technologising 
and objectivising by any method of what it studies, thus ‘failing to grasp what is 
singular, subtle or what can only be grasped with inventive and vocative means…’ (van 
Manen, 2017, p. 30). Methodological abundance also promoted holding back in a state 
of ‘unfocussed listening’ , which allowed for the dialogical and experiential spaces 
created by the artwork to emerge in a less prescriptive way (Casement, P. p. 37).  

The methodologies I employed in this research share certain qualities: they gravitate 
towards collaboration, favour the experiential, allow for multiple ways of cognising and 
resist critique as a way of justifying practice. These qualities are also present in the 
works that emerged from the investigations, evidencing the deep connection between 
methodologies and practice based research. The photographs that mediated the 
activity of co-working the land and selling the vegetables in Plough Through underwent 
a transformation from digital form to printed on paper to be used as wrapping; and as 
the transformation of the images unfolded so did the dialogue that they created in the 
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various interventions. Mediating dialogue and exchange (of ideas, values, knowledges, 
cultures) through images is a methodology also used by contemporary artist Antje 
Schiffers in her 2013 project I like being a farmer and I would like to stay one. Unlike 
Schiffers, who barters an oil painting of the farmer’s farm for a video, I employed 
photography as a tool to elicit conversations around value (value of farming, food, 
water, soil, rural knowledges, art, nature). Drawing on the idea that one is ‘always in a 
situation of intimacy towards what has been photographed’ I employed the photographs 
as a means of proximity and as a tool for drawing out deeply held values (Berger, 1997, 
p 44).  

In the case of the work 50095 the use of phenomenology placed the focus on a method 
for questioning, which was appropriate for watching together the footage taken by the 
sheep, and which elicited micro and macro moments of meaning, which informed the 
work created (van Mannen, 2016, p 29). For the work Zahorí, methodologies such as 
citizen science were particularly adept because they allowed an undefined and 
unapproved discipline (zahorí) to occupy a space in alternative systems of knowledge 
(dowsing). This was further tested when I looked at dowsing through the lens of 
decolonising, because this research methodology does not seek approval or validation 
of any institutionalised system in order to exist. As Linda Tuhiwai Smith explains, 
decolonising methodologies are not necessarily a set of methodologies per se but a 
counter-story to Western ideas about the pursuit of knowledge and the academic 
manner of selecting, presenting and privileging some types of knowledge over others 
(Tuhiwai Smith, 1999). In the rural areas where I did fieldwork, this took the form of 
resisting what Vandana Shiva calls the disappearance of local knowledge through its 
interaction with dominant knowledges, by negating its existence through the use of 
words such as ‘unscientific’ (Shiva, 1993). 

Analysing the methodologies I used helped me to visualise the structure they provide, 
particularly in relation to political positioning of art and the Anthropocene; and how the 
combination and adaptation of methodologies can provide an organic and poetic 
flexibility required in art practices. 
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Fieldwork 

The fieldwork that informs my practice-based research was undertaken in the Spanish 
region of Andalucía, Spain, between 2012 and 2020. In this chapter I position the 
region in relation to cultural and agricultural history and I describe how I chose this site 
for fieldwork and nurtured my relationship with the community throughout the years. 
This chapter also contextualises fieldwork in relation to art practices, focusing on my 
own experiences of the countryside; it introduces the two main families I work with, 
Galindo Pizarro and Muñoz Molina, and also describes how the environmental and 
cultural issues and the creation of artwork were developed in tandem with working in 
this context. 

España, Andalucía, Belalcázar 

Spain is a diverse country and its different regions vary greatly, geologically, 
geographically and culturally. Situated in the south of Spain, Andalucía stretches from 
the Mediterranean Sea in the east to Portugal and the Atlantic Ocean in the west and 
towards Morocco in the south (darkened area in Figure 14). 

Figure 14 
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The Andalusian stereotype of white houses, beaches and flamenco does not quite 
match the geology and culture of Belalcázar, which is situated in the northern province 
of Córdoba, Municipality of Hinojosa del Duque, nearer to Castilla La Mancha than the 
seaside (Figure 15, Belalcázar is indicated with a white circle towards the top of the 
figure). 

Figure 15 

Food production in the region 

Andalucía derives from the Arabic word Al-Andalus and the region's history and culture 
have been influenced by many different peoples, such as the Tartessos, Phoenicians, 
Greeks, Iberian, Romans, Carthaginians, Berbers, Visigoths, Byzantines, Jews, 
Vandals, Romanies, Arabs and Moors. The process of transformation of the landscape 
by humans through agriculture dates back to the Neolithic Era (10th to 5th C BC). 
There is evidence that before the Phoenicians brought the cultivated olive tree to the 
region, its inhabitants used wild olive trees to make oil for lamps, rituals and cooking. 
The olive tree and the ecosystems hosted in the olive groves have shaped trade, 
landscape and culture of the region since the Roman era. During the Islamic Golden 
Age (8th to 14th C AD), Al-Andalus became one of the most prominent centres of 
culture and education, with Córdoba surpassing Constantinople in size and by the 
number of philosophers and scientists it produced. Figure 16 depicts a map of the 
Caliphate of Córdoba in the 10th C, which is considered the golden age of Al-Andalus 
(De la Cierva, 1979).  
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Figure 16 

The Caliphate of Cordoba not only excelled in producing scholars through education, 
the area also experienced the Arab Agricultural Revolution from the 8th to the 13th C, 
with the introduction of new ways of irrigation and plants and seeds for horticulture 
imported from the Middle East, which together with improvements in animal husbandry 
and the existing abundant water, made the already fertile region very prosperous 
(Ruggles, 2008). Fruit trees such as olive and pomegranate, the latter native to today’s 
Iran, domesticated and introduced into the Mediterranean region since the 5th 
millennium BC, were already present in the region when the Arabs settled, but it was 
their knowledge and understanding of agriculture that contributed to the prosperity and 
abundance of the region under their governance (Aguilar, C. 1999). The Arabs brought 
a profound understanding and management of water for agriculture and human 
consumption that can be etymologically traced in Spanish words such as alberca, from 
Hispanic Arab albírka, and Classical Arab birkah, which is a pool excavated in the land, 
made of bricks, to store water, or aljibe, from the Hispanic Arab alǧúbb, which refers to 
a construction to collect and store drinking water (Menéndez Pidal, 1973).  

These territories started to be repossessed by the Northern Kingdoms of Spain around 
the 10th century in what is known as the Reconquista, and by 1236 Córdoba was 
regained by the Crown of Castille. By 1492 after the fall of Granada, all of the Iberian 
Peninsula was reconquered, the same year in which Christopher Columbus invaded 
the Americas (García Gómez, 1984). The richness, prosperity and possibilities that the 
expeditions to the Americas brought about signalled the end of the Middle Ages in the 
peninsula and marked another transformation in agriculture for the region, with the 
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introduction of new plants from the Americas, such as corn and tomato. The region’s 
trade with the Americas brought another wave of prosperity but also a social 
stratification of wealthy landowners and poor agricultural labourers. While later on in 
the 19th century other regions in the North of Spain such as the Basque Country and 
Catalonia, embraced industrialisation and societal transformation, these deep social 
divisions remained in the mainly agricultural Andalucía (De la Cierva, 1979). These 
social divisions and oppressions generated a perfect terrain for political consciousness 
to flourish and as a result, when the Spanish Civil War was fought between 1936 and 
1939, Francisco Franco’s military campaign in Andalucia was one of horror and 
brutality, including the execution of workers, militants and peasants in their thousands 
(Leopoldo, L. 2010). The poet Miguel Hernández wrote Aceituneros during his visit to 
Jaén in 1937 to encapsulate in words what he had witnessed. The poem describes the 
relationship between the workers and the olive tree while questioning why capital and 
wealth owners of land and tree instead of those who cared and nurtured them both 
(Leopoldo, L. 2010).  

The Andalusian olive grove has been recognised by the Junta de Andalucia as the 
most representative and symbolic of farming ecosystems and protected by law (Law 
5/2011 of 6 October, available in the Boletín Oficial número 205). The law protects the 
cultivation techniques and the landscape as a whole. The olive grove has been 
nominated for the World Heritage List at UNESCO . But in this area some traditional 5

olive groves are in peril, as can be seen in this aerial view of Belalcázar, exemplified by 
the triangle patch of engineered olive crop on the bottom right  (Figure 17).  

Figure 17 

 https://whc.unesco.org/en/tentativelists/6169/5
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One of the families I worked with, Galindo Pizarro, cultivates olive trees in the 
traditional olive groves. They produce oil, like many other families in the region, by  
pressing their olive crop in the village’s cooperative mill. Until the mid 20th C, olive oil 
was made in traditional presses made of stone, in grand houses of rich landowners, 
like the one I was invited to visit and photograph (Figures 18, 19). This grand house 
sits in the middle of a substantial piece of land, which includes a natural well and 
remnants of Roman baths.   

 

Figures 18, 19 

The region of Belalcázar now produces olive oil, olives, vegetables, fruit and livestock 
for human consumption and a typical farm would be composed of several generations 
of people who would work the land together. Andalusian populations experienced a 
great migration from the countryside to the cities between 1950s and 1960s and the 
villages’ populations dwindled and aged. The Spanish government, aided by European 
Union subsidies, has tried to revert this trend with repopulation programmes aimed at 
unemployed young families living in cities . Before the start of the migration trend, it 6

was tradition for the families to grow food and keep chickens, rabbits and a few pigs, 
which they would kill and turn into cured meat products in communal gatherings called 
‘la matanza’. Under EU regulations the butchering and processing of pork meat in this 
way has been prohibited.  

Even though the traditional ‘matanza’ is not performed any longer, pork is still widely 
consumed in Spain and its production is now industrialised. Still, in Andalucía ham and 
everything related to the consumption of pig meat is regarded as traditional food. In 
neighbouring Morocco the pig is, by contrast, regarded as the most unclean of animals 

 https://www.andaluciarural.org/secciones/despoblacion/ 6
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and the consumption of its flesh is forbidden and I would argue that differences in 
cultures embedded in practices, such as gastronomy, are indicative of history and 
identity, perhaps linked to the Christian re-conquest of Moorish territories and the need 
to demarcate different groups of people.  

As a migrant who has experienced different territories, languages and cultures from an 
early age I realised that things, beings, activities, ideas and representations are valued 
differently in different backgrounds. This made me sensitive to other knowledges and 
provoke in my anthropologically inquisitive mind a myriad of questions related to value, 
as in the case of the pig: What is this religious, cultural, gastronomic and folkloric value 
change thrust upon an animal who is, in either territory, the same animal species? 
Why? Who decided this? How long has it been going on? Who are the gatekeepers 
that enforce such values? How are these values maintained? Are they contested? By 
whom? Loosely inspired questions such as these permeate my artistic practice; they 
help to position it, to contextualise issues, make connections and unpack value around 
conservation and social and ecological justice. 

Dominant Modes of Thinking: Decolonising Value and Worth in my Practice 

Imagining other forms of being as a species will involve transforming values from one 
system of thinking into other new systems, which will have to be imagined and created. 
Walter Mignolo calls this ‘thinking decolonially’, which is an activity concerned with 
finding other models to orient our thinking and our doing (Mignolo, W., Walsh, C. 2018).   

Acknowledging Spain’s colonialist past and the present condition of its rural areas, I 
propose that thinking decolonially is not necessarily about dismantling past colonial 
structures of power and domination, particularly from Europe and North America, 
towards indigenous and native peoples, but rather to confront present structures of 
power and domination of thinking and the values for which they stand. Valuing certain 
productions of knowledge to the detriment of others is a system that is arranged, 
according to Mignolo, as tokens of identity, which are attributed by the same dominant 
systems of knowledge, without any regard for agreement from the other: ’the first world 
has knowledge, the third world has culture; Native Americans have wisdom, Anglo 
Americans have science.’ (Mignolo, 2013, p.2). I side with Mignolo in opposing this 
system as this approach allowed me the openness required to recognise and value 
other ways of thinking and doing that I encountered during my fieldwork, such as 
dowsing, which is the art of finding underground water by means of sensing the land 
with an object, such as a stick.   

In their conversation for the Critical Zones project Bruno Latour and Donna Haraway 
metaphorically discuss how to bring people back to earth so they can become Earthly 
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again. But they make clear that not everybody took off in pursuit of a capitalist idea of 
progress and that some people have remained firmly grounded, such as indigenous 
people and other minorities. Defining indigenous people as non-Western people who 
never took off offers my research a better approach to thinking decolonially, as I regard 
the people I work with in Belalcázar as grounded, earthly people. Thinking creatively 
and thinking decolonially meet in my practice and help me to conceive works that are 
ambiguous and entangled, as the subject and visual material of one work would ‘cross 
the border’ and appear in other works, linking them and reflecting the environmental 
problematics they address, which are also linked and entangled.  

Some early works of environmental artists such as Helen Mayer Harrison and Newton 
Harrison, employed maps to visualise their works, like The Lagoon Cycle, 1974-78, 
Sacramento Meditations, 1977, and Sava Rivers, 1989. I prefer to address localities in 
my work as a a cartography of imagery and experiences, held together through 
photography and video because, decolonially speaking, maps are never neutral and 
they require an abstraction process of land and water, which have to be turned into 
territory to be bordered and defined. Aesthetically and conceptually, my practice is 
closer to contemporary practices such as videographer Ana Vaz’s in its emphasis on 
localities expressed through photography and video than it is to the Harrisons’. 

Situated Knowledges  

One of the most relevant experiences of value change occurred to me as an adult 
when I spent six years living in deep rural territories in San Javier, Argentina, which is 
situated six hours by car from the nearest large city, Córdoba. After I moved there I 
realised that I had to revise and question most of my values, from how to approach 
local people, as the socialising values I acquired as a urbanite did not work in the rural 
environment, to how to relate to nature, as this was not a temporary backdrop of a one 
day excursion, but the land where I lived in, all year round, venomous snakes and all.   

The time I spent in the countryside made a big impact on me, reminiscent of the words 
of Edward Wilson and his biophilia theories, such experiences can be ‘fixed with 
uncommon urgency’ in one’s memory and can ‘grow more poignant at each 
remembrance’ (Wilson, E. 1984, p.1). Biophilia assumes a person’s innate tendency to 
‘focus on life and lifelike processes’ and the proximity to life and death that my 
experience of the countryside granted might have contributed to its strong bearing in 
my biography (Wilson, E. 1984, p.1). I would suggest that the initial shock of having to 
learn the ‘grammar of animacy’ and the process of understanding that to be native to a 
place one ‘must learn to speak its language’ is an experience that takes place, as 
Robin Kimmerer explains, on previously acquired values that inform one’s ability to 
respond (Kimmerer, R. 2013, p. 48).  
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My experience of the rural in San Javier might have been a key factor in my decision to 
apply to an artist residency in the relatively remote and rural Belalcázar, called La 
Fragua, in 2012. This residency for artists was run by a young man from the region and 
was very short lived. It was hosted in space borrowed from the local monastery called 
Santa Clara and not many artists took part in it while it was in operation. 

Residencies for artists is a relatively new phenomena, and in the West it might have its 
roots in movements such as Public Works for Art Project (PWAP) and Artist Placement 
Group (APG) (Kennedy & Larkin, 2009). The idea of repositioning the role of the artist 
within a wider social context has evolved into the present situation in the UK and 
mainland Europe, in which government, industry and academic funding for artists’ 
projects is prioritised based on its social engagement merit. The North West Cambridge 
Development can illustrate this as they involved two art organisations, Insite Arts and 
Contemporary Art Society, to organise artists’ residencies to bring the local residents, 
developers, environmentalists and city council together. They commissioned a series of 
artistic projects in which the selected artist was parachuted into the situation and had to 
function as communicator and glue for the different parties involved and their different 
interests. The art projects were selected based on public engagement, which is 
indicative of the shift that happened in Western art scenes in the mid 1990s, with 
relational aesthetics, spearheaded by Nicolas Bourriaud. Characterised by a particular 
way of using the art space to create ‘inter-human relations’, relational aesthetics 
proposition has been critiqued for its lack of clarity in relation to situated knowledges 
(Bourriaud, 2002, p. 43). ‘If relational art produces human relations,’ enquires Clare 
Bishop, ‘the next logical question is what types of relations are being produced, by 
whom and why?’ (Bishop, C. 2004, p. 65). Relational aesthetics was followed by 
socially engaged art, which inspired, according to Mikkel Rasmussen, names such as 
the Beuys-related social sculpture, community-based art and collaborative art 
(Rasmussen, 2017). If relational aesthetics was designed around audience 
participation, socially engaged art goes further and questions whether there is such 
thing as audience, creating collaborations with communities that may or may not 
coincide with ordinary art audiences (Kester, 2004). Works of artists such as Pablo 
Helguera can be considered as socially engaged art for its collaborations that 
challenge conventional points of view and incite to imagine other ways of being 
together (Kester, 2004). Helguera’s main project, The School of Panamerican Unrest, 
covers 20,000 miles from Alaska to Argentina, and it is characterised by theatrical 
performances, pedagogy, written fiction and musicals, organised in the forty stops 
alongside the route connecting those two places. My work in Belalcázar, on the other 
hand, focuses on revisiting the same place year after year, making and learning 
situated knowledges, deepening relations and bonding with people as well as land and 
other species. Unlike Helguera’s, it is not articulated by performance, instead it is 
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constructed by lived experiences and explorations of values, mapped out by a 
cartography of images, photography and video. My works have less to do with teaching 
and more with learning together.  

Socially engaged art has so far resisted, thinks Rasmussen, institutional co-option, 
creating instead artworks that privilege the relation between the local community and 
the artist (Rasmussen, 2017). But the idea of artists as social workers who use 
unorthodox methods to get people together, diverts attention from the hard academic 
work that artists have been doing for years (Hannula et al, 2005). Focusing my work on 
situated knowledges and on process rather than outcomes has instilled in my research 
ability to listen and to develop empathetic dialogue, which feed both into my academic 
research and my relationship with the families with whom I work in Belalcázar. 

Fieldwork in Context 

Similar to Kester’s proposal to adopt anthropology’s practice of fieldwork, 
metaphorically and practically moving the art practice out of the institution and into the 
field, I approached Belalcázar as fieldwork territory (Kester, 2004). However, given the 
imperialist history of anthropology and its tendency to study subjects that represent the 
exotic and the other to Western social value systems, I was very careful not to bring 
into my practice-based research residues that can be passed on in cross-disciplinary 
adventures, as explained in the previous subchapter Decolonising Value and Worth in 
my Practice.  

When I arrived in Belalcázar in October 2012 I asked the organiser to put me in touch 
with local farmers and shepherds. My initial plan for the residency was to look at value 
through food production and production of other knowledges, but I did not have a clear 
idea of what I wanted to do apart from being open to experience the place and listen to 
the people who were most deeply connected to it. This methodological approach 
extended throughout the subsequent years as I agree with Mika Hannula that 
democracy of experiences is led by exercising both openness and critical self reflection 
because ‘in the artistic research, experience studies experience, producing new 
experiences. Research is the circular way for experience to study, organise and 
change itself, and no areas or axioms of experience remain in principle outside this 
circular self-reflection’ (Hannula et al, 2005, p. 59).  

The two families I contacted, Muñoz Molina and Galindo Pizarro, and the heads of 
each family, Antonio and Andrés, were very happy to welcome me. I started my 
research by being witness to people’s activities, I arrived with my camera and this 
established a common understanding that photography and video are my languages. 
They took me in as I was, with all my limitations and capabilities and, like many years 
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before in San Javier, we got on with life, which included working on the land, taking 
sheep to pasture and selling vegetables. 

Once the initial residency ended, it was followed up by visits every year. And as the 
research about value, meaning and worth developed in each visit, working-with the 
locals in ‘mutually-empowering’ (Torbert, W. 1981) adventures, it allowed the unfolding 
and deepening of the practice and promoted a combination of methodologies, which 
activated moment-to-moment enquiry (Hannula, 2009) and allowed photography, video 
and interventions the flexibility to weave into an integrative and reflective process, 
which can be summarised in simple terms as to listen more and to interrupt less. An 
example of this can be found in the work 50095, in which a camera was attached to 
one of the sheep to record three days of pastoral walks (Figure 20), and in which the 
watching of the video afterwards provided a space for unstructured dialogue (Figures 
21, 22). 

Figure 20 

The experience would not have been as rich had a form to fill in been employed, which 
would have interrupted the flow of reactions when the video recordings where watched 
together. Value was clearly identified by Andrés, through his reaction when watching 
the video as he exclaimed that the sheep can show la belleza del campo (the beauty of 
the land).  

Figures 21, 22 
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Combining photography, video and reflection was quite an effective way of eliciting 
values from the images as it involved perceptual intelligence and the experience in the 
first person (Steier, F. 1991). The work 50095 was one of the last ones I produced and 
it is one in which reflection was activated when watching the footage together, which 
allowed for different meanings and values of beauty to be admired, contrasted and 
exchanged, deepening the cognitive processes around ideas of value, which in turn 
elucidated culturally constructed attitudes towards them (Eriksen,  T. 2001). 

Timing of Visits and Time Limited Fieldwork: Extreme Present  

One aspect of the field trips to Belalcázar is the time limited nature of visits, which 
draws special attention to the connection between practice and time and the idea of 
extreme present as a formative and rich element in the making of the practice.  

In his article What is the Future of Art? Hans-Ulrich Obrist questions the context in 
which art practices exists in the present world. ‘This new world’ he explains, ‘is what we 
call “extreme present,” a time in which it feels impossible to maintain pace with the 
present, never mind to chart the future.’ Obrist, 2015). Adopting Obrist's idea of 
extreme present and applying it to my practice-based research highlighted the possible 
avenues of investigation in researching-by-doing, making it open and flexible to what it 
emerged in the present. The practice-based research positions itself in a time frame 
modus operandi which Otto Scharmer describes as ‘learning from the future as it 
emerges’ (Scharmer, 2009, p.16). This positioning is particularly adept for the long term 
project in Belalcázar as it allows the flexibility and openness required to link the visits 
and the time in between. Listening in the present to what is wanting to emerge from the 
future is also a quality that can be exercised through the medium of photography (and I 
would claim also video) because it can register moment-to-moment enquires. 
Photography in my practice is also employed in its capacity to relate to the past, which, 
combined with its capacity to elicit reflections, associations and memories, can be 
considered ‘so that it acquires something of the surprising conclusiveness of that which 
was and is.’ (Berger, 1997, p. 47). Photography helped to reinforce my relationship with 
Belalcázar’s families as they reminded us, as Berger says, that which was and is, in 
between visits. 

I have visited Belalcázar every year from 2012 to 2019. I travelled to Belalcázar in 
autumn, winter and spring, making efforts for my visits to coincide with particular events 
in the cultural and agricultural calendar. I did not visit Belalcázar in the summer for a 
number of reasons:  
- the people who emigrated to the cities but that keep a house in the pueblo come back   
for the summer, sometimes overwhelming the local markets and bars 
- the summer heat can be very intense and I am not hot weather tolerant  
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- the olives are harvested in autumn and winter 
- the wine is made in autumn 
- the almond trees blossom in spring 
- lambing takes place in autumn  

Each year I was invited for the events that marked the rhythm of the farm, such as 
lambing, grape, almond or olive harvest, and the rhythms of the village, such as the 
festivities (Rocío) of the Virgen de la Alcantarilla or the passing of the transhumant 
shepherds and their flocks. If I could not travel there to experience it, they would send 
me pictures, videos or descriptions of the events via mobile phone. These events 
provided a time frame for conversations, which included them asking after my 
daughters and the events in their lives, making it a two-way entanglement of care and 
expressions of affection. In these conversation I introduced Andrés’ family to projects 
such as La Via Campesina  and Olivares Vivos .  7 8

The fieldwork provided experiences, images and dialogical moments that fed into my 
practice and offered me opportunities to feel proximity to the land and to explore global 
environmental issues through situated knowledges. The conversations that we had 
about their lives and culture, which informed my understanding of rural knowledges and 
the development of my projects, were interlaced visually by photographs and videos, 
and became richer and abundant in scope, establishing an entanglement of care and 
affection that will carry on beyond the doctoral research.  

 https://viacampesina.org/en/ 7

 https://olivaresvivos.com/en/8
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Zahorí 

This chapter will explore how the aesthetic experience conducted through human 
senses can lead to the creation of a space in which to revisit one’s values, by referring 
to my work Zahorí, and works by Lara Almarcegui and Shelley Sacks. These works will 
be approached through the lens of the research questions, employing art practice to 
find entry points to identify attitudes towards values and by looking at sensing, 
cognising and experiential learning as human attributes which are involved in the 
aesthetic experience and which allows one to connect with inner knowledge as well as 
to connect to the world and to each other. 

Sensing Through Things: Cognising Through the Camera and the Stick 

The work Zahorí consists of video, photographs, conversations, walks, objects and 
explorations. The videos, photographs and interventions have in common 
investigations around water as a poetic metaphor for connectivity and life sustaining 
element; and cognising through sensing as a form of creating and accessing value 
around water, co-working and rural knowledges. The rural area of Belalcázar offered a 
perfect field in which to explore these issues for the web of relations between people 
and the land is accessible to me, the researcher: as a researcher I am positioned as a 
non-local agent whose research and familiarity grants her the double viewpoint of 
insider and outsider simultaneously and because of this I can step in and step out of 
diverse individual and collective value systems in the town.  

In my conversations with the local inhabitants, which would take place while working 
alongside them in the fields, relaxing in the local bar in the plaza or working together in 
the market, it became clear that water is everybody’s business. Traditionally, people 
with special skills, the zahorí, were employed to find subterranean water by means of a 
Y shaped twig with which to sense the land while walking, like Antonio is seen doing in 
the picture in  Figure 23.  

Figure 23 
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I learnt that zahorís are not separated from the social fabric of the town. Zahorí is not a 
profession in itself but rather a skill or gift and dowsing is performed by whoever 
possesses it. The skilled person would be called on to dowse the land and he or she 
would not charge for those services. From the point of view of my research about value 
and in the context of the agricultural environment of Belalcázar, this is of interest as it 
places the skill and the work of the dowser separate from the web of relations and 
connections of monetary exchange. The value of the skill and the work performed by 
the dowser is not translated into currency but made visible by means of less 
quantifiable and yet recognisable aspects of social exchange such as friendship, 
reciprocity, solidarity and co-working.  

Unlike many anthropological studies of specific social groups who practice non-
economic social exchange, the most cited being Malinowski’s investigation of the Kula 
ring in Papua New Guinea, the zahorí exchange does not involve an object to be 
exchanged (Malinowski, 2002). The object that the zahorí employs in his work is a twig, 
which is usually cut from a nearby tree and which is discarded after use. Tim Ingold 
would argue that the stick should not be called an object but rather a thing, because, 
he asks, ‘taking a walk outside, surrounded by branches and trunks, would we perceive 
it cluttered by objects?’ (Ingold, 2010, p.4). Referring to trees, Ingold elaborates his 
idea: ‘the tree is not an object at all, but a certain gathering together of the threads of 
life. That is what I mean by a thing.’(Ingold, 2010, p.4). Using Ingold’s idea of the world 
being populated by things that are ready to be transformed, rather than congealed 
objects, I would argue that the dowsing stick is a thing/object that presents both 
possibilities, to be transformed and to be temporarily fixed. Value is attached to the 
thing/object but not in a monetary way, instead the value is activated through the thing/
object’s purpose while in use and removed once its purpose has been fulfilled. The 
value of the activity of dowsing is also quite significant and the general feeling I 
gathered during my fieldwork in this area is that it is precisely this significance that 
allows it to operate outside monetary remuneration. ‘For although it may be true that 
people everywhere try to maximise value,’ says anthropologist Thomas Eriksen, ‘what 
is considered valuable varies cross-culturally and between individuals.’ (Eriksen, p. 
176). Pride and generosity seem to be regarded, in the dowsing exchange, at a higher 
value than money.  

Unlike anthropological research, my art practice positions itself at a different angle 
insofar as the actors, in this case the locals and the artist, understand that the research 
will feed into the creation of an artwork, and videoing and photographing was 
welcomed and encouraged. On the days that I turned up without the camera the 
question ‘Are you not filming today?’ would follow with a hint of disappointment. It was 
understood that the camera was for me the object with which to sense and connect as 
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much as the dowsing stick was for the dowser. People kept silent while I was shooting 
and they also contributed with opinions about lighting, filming angles and even giving 
instructions to Antonio not to move so fast, for example, while he was climbing up the 
tree to cut the twigs for the dowsing stick. 

It was slightly disconcerting for me to learn that dowsing is considered simultaneously a 
transferable and a non-transferable skill, meaning that it can be taught, or transferred 
to another person but, at the same time, it cannot be taught as I was told, one has to 
be born with the gift. Antonio taught me to dowse, guiding me by grabbing my hands 
and moulding them around each end of the sticks. He explained to me how to walk, 
what to focus on while walking and what to activate, by saying ‘tienes que sentir la 
tierra’, which translates to English as both ‘you have to feel the soil’ and ‘you have to 
listen to the soil’. The experience reminded me of deep ecology and its principle of 
connectedness to nature, both in the sense of self-realisation through relationship 
between self and nature and for dowsing being an example of lifestyle that protect the 
earth (Naess, A. 1988). No drilling, noise pollution, heavy machinery or other invasive 
methods were employed, just us and the stick and silently walking while sensing.  

He observed me walking and the stick, which by then was moving up and down 
randomly. After a few minutes of me walking down the land he declared that I too 
possess the gift of dowsing. The teaching and learning process, such as the act of 
dowsing itself, does not involve monetary exchange.  

After performing my newly acquired, yet always there, skill of dowsing, discussions 
about water and dowsing unfolded, such as who in the family or in the town has the gift 
or who is still actively dowsing in the town or in neighbouring towns. There were 
anecdotes about people who do not have the gift trying dowsing without success, 
which increased admiration and respect towards those who can do it. Conversation 
flows easily when dowsing is discussed, with comments about what tree is best to 
make the stick from and double blind dowsing, which implies certain proof that the 
ways of the zahorí are as infallible as an ultrasound scanner.  

In these conversations there was a tacit understanding that dowsing as a practice is 
not completely accepted by the church nor learned people and yet there is this 
palpable shared belief among the town inhabitants that dowsing is real, and that the 
dowser gets accurate results. The responsibility placed on the dowser’s shoulders is 
only comparable to his pride in doing it. Drilling a well in this rocky dry land is 
expensive, mistakes can cost the farmers dearly. I witnessed discussions about 
hydrogeology and the use of scientific methods to locate groundwater, how expensive it 
can be to call in a survey by a hydrogeological company and also tales about failed 
surveys and inaccurate results.   
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Ideas around water and dowsing, encapsulated in the dowsing stick, highlighted other 
ways people organise themselves socially, for instance, when monetary value is taken 
out of the equation. As such, someone who might have not been regarded as highly 
placed in the social hierarchical microcosm of the town (perhaps because of being a 
non-frequent church goer, being poor, or a heavy drinker) would be seen in a different 
light if he or she was known to possess the gift of dowsing. 

Through photographing, videoing and dowsing, the collaborative processes allowed the 
dowsing stick and the camera to become the entry points to elucidate values in 
complex discussions around the value of water and social value systems in this town. 
The dowsing stick acted as an object through which I could perceive processes of 
proximity to the land and I could sense that these processes inform values, such as the 
value of water, the value of co-working, the value of pride and the value of cognising 
the land. The camera acted as an object through which I could sense processes of 
perception of these values, which are registered in video, photography and audio.  

‘Every new object, clearly seen, opens up a new organ of perception in us’ (Goethe, 
1998 p. 38). Goethe advocates for embracing unquantifiable, fluid and invisible 
elements such as imagination, intuition and sensuality, claiming that they would not 
cloud rational capacities but enhance them (Goethe, 1998). The dowsing stick and the 
camera acted as objects that, through the artistic process, expanded sensing and 
perception to the point in which I imagined that new organs of perception were created 
in me: an organ that could perceive values. 

Dowsing as an Act of Cognition 

Professor Shelley Sacks’ practice works primarily with the invisible elements described 
above, expanding a conversation about such elements across time and which can be 
traced from Goethe to Rudolf Steiner (Steiner, 1906), from Steiner to Joseph Beuys 
(Beuys & Boll, 1973) and from Beuys to Sacks, who was a student of the latter (Sacks, 
2019). Sacks calls these invisible elements formative forces and subtle materials, and 
form the invisible materials with which she works in her Social Sculpture Research Unit 
project .  9

The main characteristic of these forces is that they operate in one’s inner realms by 
means of insights, creative processes, awareness, reflections, thinking and imagining. 
As such, the emphasis on creating inner ateliers in which cognition can take place 
resonates with Goethe’s ideas of cognition as a double aspect of human capacities for 
understanding: ‘The human being knows himself only insofar as he knows the world; 
he perceives the world only in himself, and himself only in the world.’ (Goethe, 1998 p. 
38).  

 http://www.social-sculpture.org9
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Similar to the camera and the stick in Zahorí, Sacks’ project University of the Trees  10

(or UoT) is an example of artistic intervention that uses objects which can act as agents 
of connectivity and can help in developing inner and outer cognising activities. The UoT 
is described as a flexible framework for social and ecological action in which the trees 
are the teachers and the ecological crisis is seen as an opportunity for change. The 
UoT consists of a kit that includes objects such as a sling to attach oneself to a tree 
one has chosen for the experience. These objects are intended to create a space for 
exploring one’s relationship with trees and learn from them how to relate to the world in 
a different way, based on new insights. Such insights are described by Sacks as active 
imagination and she explains that active imagination’s main role is to empower one to 
shape a different kind of world.  

I contend that in the Spanish rural area where I do my fieldwork, the act of dowsing is 
sustained by such active imagination as it offers the people of this land an opportunity 
to relate to the land and other people in a different way than the one dictated by the 
usual web of social agreements. To photograph and video the act of dowsing the land 
helped to spell out the activity of dowsing and the stick’s merits, its value, its power of 
creativity, connectivity and attachment. The video and photographs created can help to 
visualise and investigate the object's role in developing what Fritjof Capra calls eco-
literacy: the object opens up perceptive processes and augments one’s knowledge of 
the land one is dowsing (Capra, 1999). The dowsing stick as seen through the lens of 
the art practice also helped me to understand other forms of knowledge, such as sense 
of self, inner knowledges, knowledges linked to the land, the rural and sense of mixed 
Spanish heritage and culture.   

Zahorí unfolded in organic and unexpected ways as the focus on dowsing came about 
as the research progressed, making the necessity to employ ‘methodology abundance’ 
and a willingness to work with the unknown more poignant (Hannula, 2005). The 
original idea was to photograph and video the watering of the trees and vegetables in 
the farm. Antonio chose the date where we would meet on his land to record the 
process. While onsite and prepared to video, Antonio spontaneously started talking 
about dowsing and demonstrating it in action; I witnessed the topic unfold and 
registered his actions and his words with the camera. As was often the case in my 
fieldwork in Belalcázar, I had little say on the matter as to when and where things would 
happen so I took my cameras and lenses everywhere I went. Antonio is a strong 
Iberian man, short and well built and I had trouble keeping up with him as he moved 
very fast among the uneven terrain and around the plants and shrubs of his farm. His 
easy gait and his physical closeness to the ground made me look in comparison 
clumsy and heavy, weighed down by my not inconsiderable amount of cameras and 

 www.universityofthetrees.org10
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lenses. I followed him as he went from tree to tree, looking for the perfect twig to make 
the dowsing stick.  

I meditate now as I write this on the differences and similarities between Sacks’ object 
(sling) and Antonio’s object (stick) for enhancing perception. Whereas Sacks had 
previously thought, designed and built the object to be given with precise instructions 
as to how to use it, Antonio moved from tree to tree looking for a branch that would fork 
in such way that, according to him, would resist the pressure and not split when used 
for dowsing. In a way, Antonio co-created the dowsing stick together with the tree and I 
in turn co-created the video and photographs with Antonio. 

Finally, he spotted a good branch and he climbed the tree holding a knife in his mouth 
(Figure 24). He cut the branch and climbed down. He then shaped it into a 
recognisable dowsing stick by removing splinters, making the two sides equally long 
and smoothing the rough surfaces of the wood. He did this with the same knife while 
explaining to me why the forking twig had to be of a certain thickness, demonstrating 
the flexibility of the branch by bending it in different directions. 

Figure 24 

The twig became a clearly discernible object, or thing as Ingold suggests (Ingold, 
2010), which made the activity of dowsing possible (Figure 25). 

This object (the dowsing stick) conveys and carries meaning to those involved in the 
action of dowsing, but once discarded it would not look particularly special to any 
passer by who spots it lying on the ground. The meaning of the dowsing stick is 
embedded in value: the dowsing stick speaks to me about the essential relationship 
that humans have with water and it also conveys to me the idea of transmission of 
knowledge and the human’s sensory perceptions.  
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Figure 25 

My activity of recording Antonio’s dowsing was an aesthetic gesture that hoped to 
highlight, explore and preserve the value of dowsing and the other social and 
ecological values related to it. This gesture was extended in presentations in two 
different spaces: to the farmers in Belalcázar and to conference attendees in academic 
circles at Of The Earth Conference in Plymouth University in the UK, in 2014, and at 
Sensing Practices Conference, organised by the American Association of 
Geographers, as part of the Goldsmith’s University of London panel, in San Francisco, 
USA in 2016.  

The work was shown in Belalcázar’s market in 2013, the videos were projected onto a 
white bedsheet stretched and attached to two columns. The people portrayed in the 
videos were invited to the projection in an informal celebratory gathering which took 
place as one of the many town celebrations of the Virgen de la Alcantarilla festivities. 
When the work was seen by the people of Belalcázar the reaction was very similar to 
when the dowsing was performed and conversations about dowsing experiences 
ensued. Doing dowsing and watching dowsing being done elicited similar responses 
among the local people, perhaps because of proximity to, and familiarity with, the act of 
dowsing itself. There was a sense of pride and acknowledgement among the viewers, 
which reminded me of Rosi Braidotti’s ideas about politics of affirmation and their 
potential to become people’s own regenerative force (Braidotti, 2011). Braidotti’s stance 
on affirmation is not to be confused with positivism, which could be used as an artificial 
leveller that prevents change and does not discern between the different grades of 
localised precariousness in communities around the world. Nor it is to be exercised 
instead of critique. Affirmation does not constitute an implicit agreement with the status 
quo and in fact it can be experienced, as it is in the case of dowsing I am addressing, 
as an alternative option that inserts a crack into models of accepted and valued 
knowledges. Affirmation has been critiqued for its insistence on embracing the world ‘in 
its unpredictability, contingency and interdependency’ (Dicenso, 1992, p.36). 
Affirmation as an idea is also critiqued because, on the surface, it may appear as if the 
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responsibility to transform negative situations into positive assertions would depend on 
the individual alone rather than on oppressive political apparatuses (Alt, S. 2019). By 
contrast, I argue for the importance of affirmation, a position also emphasised by the 
scholars and attendees at the week long study course directed by Braidotti at Utrecht 
University, which I attended in 2019. Drawing on works by Braidotti consolidated my 
feminist views and actions, empowered me and ‘gave me permission’ to feel joyful, 
unapologetic and energised in my intersectional position of woman, artist, immigrant, 
mixed race, mother and researcher. Braidotti’s ethics of joy and affirmation are as far 
removed from New Age self help ideas as they are by supporting the status quo. They 
are not about avoiding negative feelings but about developing tools to transform 
frustration into affirmative action, which can be seen as a philosophical and feminist 
way of re-valuing one’s presence and contribution in the world, particularly for the 
oppressed and invisible: women, minorities, peasants. My practice-based research is 
testament to politics of affirmation, because it empowers me and also provides a 
platform for critical analysis of the existing web of domination and power and complex 
localised issues.  

In the case of Belalcázar’s complex problematic of desertification, ageing population 
and environmental and financial breakdown, the re-valuing of cultural capital and 
environmental knowledges acted as a regenerative force, which was expressed in their 
conversations and animated participation in telling their own dowsing related stories. It 
is also present in peoples’ desire for me to present their rural knowledges in 
conferences and symposia. On several occasions they asked me to show their culture 
to the world, and the request was expressed in different ways, such as for example:  
‘presenta nuestra cultura por allí , ‘para que esto se conozca, para que las gentes 
vean’ (go out there in the world and tell others about our culture, so people would know 
about it). 

The work elicited responses of a more abstract nature among the audiences in the two 
conferences. The exchanges tended to be politicised by problematising things such as 
the value of indigenous culture, which created discussions about devalued cultures, 
such as the devaluing of cultivating the land at small scale or devaluing of rural 
knowledges. The conversation also included different-valued elements, such as the 
culturally relative value of local activities like dowsing. Even if some of these 
conversations approached the idea of revaluing dowsing as a cultural activity that is 
worth preserving in its locality, there was no evidence that dowsing could be regarded 
as scientific. This reluctance of accepting a traditional ecological knowledge as 
scientific made it evident that value is a never neutral element and that one’s approach 
to the value of things or people is already, consciously or unconsciously, tinted with 
one’s own values. The disqualification of dowsing as scientific methodology could be 
considered a response to perceiving dowsing as a traditional knowledge and a 
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challenge to the values (positivist, reductionist, transparent) of dominant western 
science, or, as Berkes calls it, ‘positivist-reductionist paradigm’ (Berkes, 2018, p. 285), 
which prevents both a dialogue and the possibility of co-production between science 
and traditional knowledge. The discussions about dowsing as empirical evidence 
versus dowsing as a cultural activity was provoked by the work and offered those 
involved in the conversation an insight into own values and received ideas about 
classification of indigenous knowledge either as myth or unscientific cultural activity. In 
both cases, an individual/inner as well as a social/outer space for conversations about 
value to unfold were created by the work. What happens in these created spaces is 
unforeseeable and this unpredictability highlights the fragility but also the power of the 
artwork. 

Art as an act of cognition 

Acknowledging the cognitive revolution  that started in the 1950s, and looking at the 11

research question that enquires into the distribution of attitudes towards value, it is 
relevant for this research to look into the psychological elements that inform perception, 
which are: expectations, motivational states, emotions, personal attitudes and 
perceptual defences (Hayes, 2000, p. 41). These elements are manifestations of the 
person’s inner values, such as in the case of perceptual defences, which filter out 
things in the field of perception which are not aligned with one’s values; and given that 
they will affect and influence perception, it can be affirmed that what is perceived and 
what is paid attention to is partly dictated by one’s values (Hayes, 2000, p. 41). This 
was evident in the different reactions that the photographs and videos of dowsing 
created in different contexts (local and academic) as explained earlier.  

Cognition is an activity that depends on the person’s capacities of meaning making as 
cognition is, simply put, the act of making sense of what it is being perceived (Hayes, 
2000, p. 28). As perception is affected by one’s values and cognition is affected by 
one’s ability to make sense of what one perceives, I would be inclined to consider that 
cognition itself is affected by one’s values. In considering art as an act of cognition it 
has to be taken into account that the personal values and the emotional state of the 
viewer or participant will be involved in the perception of the work. In the case of 
Zahorí, the extremely subjective experience of dowsing was experienced by the 
viewers mediated by the videos and photographs of the art work and, as suggested by 
the feedback received in both conferences, looking at Antonio dowsing activates 
imagining such sensing of the land. 

 ‘Cognitive science is a child of the 1950s, the product of a time when psychology, 11

anthropology and linguistics were redefining themselves and computer science and 
neuroscience as disciplines were coming into existence. Psychology could not participate in the 
cognitive revolution until it had freed itself from behaviorism, thus restoring cognition to scientific 
respectability.’ (Miller, 2003). 
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The cognitive process involved in the perception and sense making of the aesthetic 
experience take place in people’s inner spaces for imaginal practices, which can be re-
visited through the experience of the art work (Sacks, 2018). These inner spaces are, 
Sacks points out, inner expanses where people ‘can experience how they think, how 
they see and how they can change the lenses with which they see, what is emerging in 
them’ (Sacks, 2018, p. 177). Sacks calls for a reevaluation of the role of individual 
agency and individual consciousness and highlights the inner ateliers as the inner 
spaces where human capacities can be developed and strengthened (Sacks, 2018, p. 
177). The images in Zahorí helped to create such inner spaces in those who 
experiences them.  

Cognising in the Research Process: Making Sense of Localised Responses to 
Environmental Change  

The art practice processes involved in the creation of Zahorí opened up opportunities 
to explore a more urgent issue which the people in these lands are facing today: 
progressive desertification. Climate change has precipitated and intensified areas of 
desertification in many parts of the globe and in rural parts of southern Spain, 
desertification is neither regarded by the local people a geopolitical game nor an 
abstract computer modelling simulation, but a stark reality. Vicente Andreu, who works 
in this area of research for the Desertification Research Center, says that there is a 
lack of appreciation of just how serious the situation is. Andreu says that desertification 
is less about camels and dunes and more about loss of biological production due to 
human action, which compromises the sustainability of the ecosystem (Andreu, 2000).  

With temperatures rising and precipitation in decline, finding subterranean water in this 
part of Spain has become vital for farmers and shepherds alike. The Y-shaped stick 
carries tremendous and increasing value, employed as an antenna through which to 
sense the land and enhance perception. With this tool Antonio engages his attentive 
consciousness and, while tracing invisible lines of knowledge between himself and the 
earth, he cognises the scorched soil beneath his feet with every step.  

As part of my practice, the issue of climate change and water scarcity was discussed in 
the context of the academic conferences where the work Zahorí was presented. I 
discussed desertification with scholars who work in the modelling and prediction of 
human displacement and wars for resources in disaster scenarios. The discussion 
about climate change turned abstract very quickly when the topic was intellectualised. 
However, when the same participants focused on discussing the same topic through 
the video of Antonio dowsing, the conversation had a different tone, less abstract, more 
connected to inner experiences. Cognising only through intellect feels incomplete in 
comparison with the cognising that it is facilitated by the artistic experience, in which 
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the making sense of what is being perceived involves the senses and emotions as well 
as the intellect. The cognising that the aesthetic experience facilitates reminds me of 
Maturana and Varela’s idea that the process of cognition is the process of life 
(Maturana & Varela, 1972). As they explain in the Santiago Theory, cognition does not 
depend on it being processed by the organism’s nervous system. Maturana and Varela 
assert that life is in itself a cognitive process. ’Living systems are cognitive systems’ 
they claim, ‘living as a process is a process of cognition. This statement is valid for all 
organisms, with or without a nervous system.’ as all organisms live in reference to 
themselves (Maturana, H., Varela, F. 1980, p. 13). Through cognition, life reaffirms 
itself: Antonio paces and listens to the dry soil, dowsing for waters which will bring life 
back to the fields. The land knows just as Antonio knows; the act of mutual cognition 
brings them together in a gesture of intense connectedness.  

Through the work Zahorí I suggest that the shape of the dowsing stick makes visible 
the way in which people are linked to their land and each other. This shape reminds me 
of the change in paradigm explained by Fritjof Capra; a change that goes from objects 
to relationships, from quantities to qualities and from measuring to mapping (Capra, 
2014). This shape can be understood as the connector in Capra’s System Thinking 
theory, offering the possibility to branch out and connect to more than one, also offering 
the possibility to concentrate from multiple to one. The geometry of this mapping  
replicates what is to be found in nature, in tree branches, in the veins of its leaves, in 
courses of rivers and molecular arrangements.  

Capra’s illustration (Figure 26) in which drawing A represents objects and B shows 
relationships, the shift from one to the other reveals a multitude of bifurcations. In the 
mechanistic view of A the world is a collection of objects which interact with one 
another, but these interactions, represented by dotted lines, are secondary. In the 
systems view of B the objects themselves are networks of relationships, embedded in 
larger networks. Capra explains that ‘for the systems thinker the relationships are 
primary, whereas the boundaries of the discernible patterns (or the so-called objects) 
are secondary.’ (Capra, 2014, p.80). 

Figure 26 
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Similarly to what happens in this rural area, boundaries become secondary not only 
because of their constant permutability but also because the relationships between 
land, flora, fauna and humans are the central aspect in the creation of the system, not 
its boundaries. In rural Andalucía, the connections between human agents and non-
human agents map out a rhizome of extraordinary presence and vitality.  

The system thinking of the rural could be considered as the last anti-colonial bastion, 
its knowledge a form of resistance, not only against desertification and climate change 
but also against the propagation of corporate ways of food production. Desertification in 
this region is not simply a matter of climate change, it also comes in the shape of 
migration to the cities, death of centuries-old cultures and knowledges, loss of values 
and meanings and destruction of ecosystems. There is a direct relationship, says 
scholar and activist Winona LaDuke, between the loss of biodiversity and the loss of 
cultural diversity (LaDuke, 2015). Climate change, loss of rural culture and the pressure 
of a globalised market impact on the land and its people. Losing the ability to connect 
to and understand the land are in themselves acts of desertification. Mono-crops and 
agro-industry intensive farming embody another kind of desertification: the drying out of 
other ways of knowledge.  

Boundary-resistant rural knowledge, embodied in fields and people in equal measure 
and in which cognition is not a strategy to obtain profit but a way of life, are a form of 
consciousness where practices and politics of positivism can be created. This thesis 
argues that certain artworks can bring about such a form of cognising by looking at the 
values that the works elicit, which may help to protect pluralistic considerations of 
knowledge (such as rural knowledges) and may promote diversity of life forms (such as 
biodiversity in small scale farming).  

This argument reflects the aim of this thesis: to allow the art practice to reflect, embody 
and investigate value, by using a multiplicity of media and strategies and by analysing 
and utilising the multi-vocality of meaning and the complexity of human interaction with 
their environment using the art practice as a lens that shifts the focus as the research 
progresses. 

The project Zahorí brought about further artistic explorations, such as organising a 
dowsing workshop for Cambridge Sustainability Residency 2015 participant artists and 
submitting the dowsing stick used by Antonio to the Museo de Arte Util, initiative of 
Cuban artist Tania Bruguera. These explorations mapped out rhizomatic connections, 
creating an unstable and temporary system-thinking, which existed by virtue of the 
cognising process which the work created. These different interventions of the work 
made possible for the activity of dowsing to exist without the need for it to be fixed or 
validated by any discipline or belief system. Echoing Capra’s System Theory where he 
states that system-thinking is alive because it is not fixed, artistic interventions, in their 
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unstable and unfixed nature, grant the necessary space where cognising as a process 
of life can occur (Capra, 2014). 

Cognition as Activity: Ecopedagogy, Ecoliteracy, Learning from the Land 

Returning to Sack’s project UoT and comparing it to Zahorí and Spanish artist Lara 
Almarcegui’s work, I will explore the idea of nature as teacher.  

The word ecology comes from the Greek word oikos, meaning home or place to live 
and it was coined by zoologist Ernst Haeckel, who applied it to define the ‘relation of 
the animal both to its organic as well as inorganic environment’ (Haeckel 1998, p. 703). 
Ecology refers to the whole, where the organism and its environment are seen as a 
system. Ecology, understood as the pattern that connects the systems, environment 
and culture, the individual and society, can be seen as a system of values (Bateson, G. 
1972). 

Different thinkers approach the idea of connection in different ways. What for Capra is 
branches (see previous subchapter), for Donna Haraway is the entanglement of the 
cat’s cradles (Haraway, 1994). These ideas inform my practice and help me to tune my 
attention to perceive how the different elements in my projects (water, land, people, 
animals, photography, etc.) are interconnected. Whilst looking for the patterns that 
connect these systems of values, I would suggest that the attention to the invisible and 
the unsaid in the experience of the artwork is a process of cognition that can highlight 
the connections between systems. Taking cognition as a continuous process of doing 
and undoing patterns, creating entanglements of values and passing them on, 
positions the individual always inside some kind of system. Hungarian philosopher 
Georg Kuhlewind considers cognition as a continuing process and he believes that 
cognition sits at the threshold between the inner and outer realms of the person 
(Kuhlewind 1984). He suggests that what I can cognise marks the end of myself and 
the beginning of what is not me. He explains that cognition is ‘brought into the realm of 
appearance by man and it determines inner and outer’ (Kuhlewind, 1984 p 69). 
Kuhlewind does not specify the brain as the organ in which cognition necessarily takes 
place, he suggests that it takes place in the whole of the being instead. In the case of 
Zahorí, the being-boundary of Antonio could be imagined expanded through his action 
of cognising the land and the limit of his personhood expanded to include dowsing 
stick, rocks, soil, water, plants, insects. This chimes with Donna Haraway’s ideas of 
making-with and seeing human-nature as a continuum (Haraway, 2015). Haraway’s 
idea of making-with reflects her concept of sympoiesis, which is a keyword she coined 
to illustrate the idea that ‘nothing makes itself’ and that everything and everyone is 
inside ‘complex, dynamic, situated, historical systems.’ (Haraway, 2015, p. 58).  
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Art works employ diverse strategies for making visible these complex, entangled 
connections, such as deconstruction, separation and visibility. Spanish artist Lara 
Almarcegui has developed a practice with which she thinks about the land and 
explores how it is destroyed by humans, mainly for the construction of cities. She looks 
at buildings, analyses the materials used to build them, and then she deconstructs that 
into separate piles of matter (Figure 27).  

Figure 27 

In thinking about what a building is made of, Almarcegui’s works highlight what these 
materials are and question where they come from. Almarcegui’s practice has refocused 
on the resources beneath the land and she discovered that in most countries these 
substrata belong to governments and corporations, even when individuals may own the 
land above. One of her works involve the acquisition of mineral rights on an iron 
deposit of 1 km2 in Norway in 2017 (Figure 28). 

Figure 28 

Mineral rights encompass the earth underneath the land all the way to the centre of the 
Earth. Almarcegui managed to acquire this right in spite of her being a citizen, not a 
mining company, for nine years. Almarcegui’s focus of this work is to use the law of 
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exclusivity to protect the trees, rocks and species that live on that square kilometre of 
land. For as long as she owns these rights, no company or government can access 
these resources and destroy ecosystems above.  

Thinking about the spaces these works create for values to emerge (value of natural 
resources such as trees, water and iron, value of the individual versus a corporation, 
value of healthy ecosystems), Almarcegui’s works show the residue of human 
presence in the patterns of entanglement of the systems it explores, whereas Zahorí 
and UoT focus more on the moment in which the human presence activates the 
entanglements. Seeing these works through the lens of ecoliteracy, a term coined by 
Fritjof Capra in the 1990s (Capra, 1997), meaning education with focus on the 
wellbeing of the earth as a whole, it is evident to me that both UoT and Zahorí speak in 
a different tone to Almarcegui’s  works. The tone and focus of these two projects 
remind me of ecoliterate indigenous methodologies, being re-discovered and re-valued 
by some scholars, such as Leanne Betasamosake Simpson. Betasamosake 
emphasises that this type of learning takes place in the context of relations and that it 
‘lacks overt coercion and authority’ (Betasamosake, 2014, p. 7). The same can be said 
of these two art projects, in which learning is not separate from experience and 
cognition is an embodied practice within the entanglement of the systems. ‘Theory’, 
says Betasamosake, ‘isn’t just an intellectual pursuit- it is woven within kinetics, 
spiritual presence and emotion, it is contextual and relational.’ (Betasamosake, 2014, p. 
7). Both projects offer the opportunity of a personal and intimate process of ecoliteracy 
to unfold. Learning from the trees and sensing the land positions the learning-sensing 
agent in a non-invasive situation, quietly trying to listen and learn from nature. As 
exemplified in Figure 29 showing participants in the UoT activity and Figure 30 my 
youngest daughter learning to dowse guided by Antonio. 

 

  
Figure 29     Figure 30 
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Making the material extracted from the earth visible, as done by Almarcegui, and 
creating opportunities for people to visualise the links between humans and nature are 
very different artistic strategies. The latter resonates with ideas linked to ecopedagogy, 
a movement based on Paulo Freire’s ideas of Critical Pedagogy, because these works 
provide the opportunity for people to participate in the creation of the world they want to 
see, and exercise their ability to respond (response-ability) and to be part in creating an 
environment conducive for living and dying well together.  

Ecopedagogy was developed in the 1990s in Brazil, and consolidated in The Earth 
Charter in the Perspective of Education symposium and the First International Forum 
on Ecopedagogy, supported by UNESCO (Kahn, 2010, p. 18). It is now being 
supported by the Paulo Freire Institute and further developed by thinkers and 
educators, such as Arantxa Ugartexea, whose work in Chile and Spain advanced the 
incorporation of aspects of ecopedagogy in mainstream institutionalised education.  

Freire’s ecopedagogy and Betasamosake’s learning from the land both base their 
principles of education for sustainability around the idea of liberation, not through pre-
existing theories but by allowing the dynamic, meaningful and spiritual process of 
learning to unfold. Similarly, Zahorí and University of the Trees create spaces where 
alternative ways of relating to, and learning from, the land can be explored and where 
meaning-making becomes an inside phenomenon (Meyers, 2014). Both works can be 
analysed through the lens of ecopedagogy as they synthesise the intrinsic value of 
other species and natural resources with the ‘emancipatory potential of human 
aesthetic experience of nature’  (Jahn, 2010, p.19).   

A dowsing stick or a band to attach oneself to a tree; these objects, highlighted by the 
art works, stand for things with which to sense the world as well as one’s own inner 
world. The works discussed in this chapter created opportunities to consider that 
information without meaning is not conducive to cognition as a process of life and that 
the aesthetic experience, involving emotions and narratives, can facilitate richer and 
wider-ranging cognitive adventures. Through my art practice the activity of dowsing and 
the values around it came to light, and through the artistic process these values are 
addressed as knowledges, to prevent what Vandana Shiva calls the negation of local 
knowledges by rendering them invisible (Shiva, 1993). 
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 Hermano Animal 

‘Man knows himself only to the extent that he knows the world; 
he becomes aware of himself only within the world, 

and aware of the world only within himself. 
Every object, well contemplated, opens up a new organ of perception within us.’ 

Johann Wolfgang von Goethe 

Having explored cognising through objects and cognition as a process of life from the 
lens of situated knowledges, I now turn to artworks by herman de vries, Roman Ondák, 
Katie Paterson and my own work, Hermano Animal, as processes of perceiving the 
world and becoming aware of one’s own values in relation to the natural world. These 
works will be analysed by investigating ideas around time, language and thinking, 
explored through the lens of artistic practice and artistic experience.  

I will first approach the research question ‘How do art works create spaces to 
experience value, meaning and worth?’ by looking at the practice of Dutch artist 
herman de vries (Figure 31). I will briefly explore his practice through language and 
thinking as human capacities which are interlinked in the experience of the artwork and 
through which values are expressed. 

Figure 31 

Meaning and translation are intrinsic parts of value making and value transforming 
because values that represent a set of meanings in a specific cultural background 
would have to be translated to another culturally specific background for the meanings 
to be understood. Anthropologists Whorf and Sapir postulated in 1954 that ‘there is an 
intimate connection between the categories and structure of language and the ways in 
which humans are able to experience the world.’ (Eriksen, p. 227). Whorf studied the 
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language of the Native American Hopis and realised that it lacked standard nouns and 
verb conjugations. He attributed this aspect to the fact that their language is oriented to 
movement and process, whereas European languages, such as English, are oriented 
towards things, suggesting that societies will develop linguistic tools to express 
meaning and solve the tasks they perceive as necessary.  

Exploring de vries’ practice in the light of Whorf’s argument, one needs to ask: How 
does the artist experience the world and what is it that he perceives as necessary in his 
practice? For de vries, going out every day to have communion with nature is as much 
of a necessity as it is to find the poetry of things in the things themselves. In an 
interview for the exhibition to be all ways to be at the Dutch Pavilion in The Venice 
Biennale in 2015, de vries expresses that he wants to show the process to the viewer 
and that he wants to create art that is as simple as possible. Using simplicity and 
nature as ‘primary and basic reality’ he translates soil, plants, rocks and flowers, from 
the outside world into the gallery space, by bringing them in. De vries shows the gallery 
visitor what he finds relevant and invites them to notice nature using the gallery as a 
space for this observation to take place. He wants visitors to develop awareness, to 
foster a closer relationship with nature and hopes to bring people’s attention back when 
they ‘forget to look at nature’. Awareness is regarded a very high value in de vries’ 
personal cosmology of values. He says that his teacher is the squirrel, as it is always 
awake and aware of his surroundings. In the same video interview he says that his aim 
is to become ‘as conscious as a squirrel’ and he adds ‘why not?’ with smiling eyes.  

Originally trained as a natural scientist, de vries started his art practice in 1953. In the 
catalogue of the first New European School art exhibition he is described as an 
autodidact, meaning that he is self taught. As such, de vries’ practice has developed 
outside the constraints of academic artistic research and it offers a fresh view on, and 
immediate access to, the creative process. He describes the artist’s practice as 
experiences and he explains that he goes out to walk in the woods or the dunes, he 
looks around, he hears the birds, and that his job as an artist is to communicate these 
experiences. The forests and beaches are his studio, where he creates works that 
navigate the cognising of the world and the cognising of the self, as stated in Goethe’s 
quote, in equal measure.  

In the Venice Biennale Dutch Pavilion in 2015 he also showed a book with the names 
of all the plants which he could remember having consumed at some point. This work 
is called flora incorporata, and lists the plants which he had ‘put in his body’. It is a little 
green book with a name of a plant on every page, which the visitors are invited to 
browse. In the light of Goethe’s text at the beginning of this chapter, flora incorporata 
places in front of the viewer de vries’ inner and outer cognitive exercises: he knows 
himself to the extent that he knows the world, which he incorporates into his own being. 
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He becomes the plants and the plants become him. He is in the world, he cognises it 
and then he communicates this to the viewer.  

Visiting that Dutch Pavilion as an artist and viewer, I experienced de vries’ experiences 
through his work. De vries’ work gives me the space to reflect on my ‘job’ as an artist 
and my ‘job’ as a human being. The work flora incorporata prompts me to think of the 
plants which I have consumed and transformed into energy, and it makes me reflect on 
the profound connection between nature, my own being and what I need to be alive. It 
also makes me reflect on the value that plants have for me, for him and for all of 
humanity.  

In the video interview de vries also discusses his framed collection of earth drawings, 
which were included in the exhibition at the Biennale. He says that this work is 
incomplete and that it is the spectator who makes his work complete by looking at it, by 
experiencing it, by following his experiences, possibly widening their own or, possibly, 
finding security in the fact that someone else (the artist) has had a similar experience 
before.  

Shifting Value 

In an interview in which he discusses his exhibition Chance and Change at the MUSAC 
in León, Spain, de vries describes his methodologies and the thinking behind them. He 
explains why he made a work with collected stones from different landscapes: ‘Every 
stone is individual, has its own character and process of change, we are changing, the 
stones are changing, we have something in common. That’s beautiful.’ (Figure 32). De 
vries experiences his connection with nature as something beautiful and he invites the 
viewer to access his work through the sense of beauty. ‘This connection is my 
existence’ he says. 

Figure 32 

The shift in value that de vries wants the viewer to experience is accessible and direct: 
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1- What is the value of a stone? 

The stone is the same stone that de vries found in his walks, but as the stone goes 
through the artist’s experiential process, it is transformed. The aesthetic gesture of the 
artist as he presents the stone as a singularity in all its rareness and richness 
enhances each stone visually and conceptually. De vries’ aesthetic choice to place 
each stone on a wooden plinth has elevated them, actually and metaphorically.  

2- What is the value of the stone now, after it has been touched by the artist’s 
intervention? 

Through his aesthetic gesture, de vries employed stones as agents, that is as a 
vehicle, to convey both beauty and value. The stones were beautiful before he placed 
them on a plinth, but perhaps their beauty was overlooked and not necessarily 
attached to value, given that most minerals’ value is seen as resources to extract raw 
materials for human consumption to feed Western-like life styles. De vries brings 
together beauty, value and agency in a unifying gesture that synthesises the intrinsic 
value of the natural world. A similar value shift will have to happen if humanity is to 
change the current extractive and polluting model of relating to nature to cover its 
needs. This would allow for nature to possess value regardless of whether it is 
quantifiable as resources to exploit.  

De vries’ work allows the viewer to approach and relate to the stone without engaging 
in extraction models based on financial values, such as marble is more expensive than 
granite or the vein of gold in the stone is more valuable than the stone itself. The 
viewer is invited to relate to the stones engaging aesthetic values through connections 
of affective proximity. De vries’ work encourages me to engage in this relational 
experience in a quiet, non-invasive, non-exploitative manner and I am, like the public 
around me in the exhibition, moved by the beauty of the stones.    

Shifting Thinking 

The shift in value I experienced through the work of de vries made me realise that 
shifting the way one thinks is linked to one’s ability to shift value. Had I not been able to 
experience it free from my regular pattern of thinking habits I would not have been able 
to see and experience the stone anew.  

Shelley Sacks has been preoccupied with this in relation to artistic practices for 
decades, enquiring about sensing and understanding paradigm shift in practice, and 
how to get to the habit level of thinking. Similar to the meaning behind Goethe’s 
statement, Sacks believes that a shift in thinking would allow for a positive encounter 
between the I and what is not I (other people, animals, plants, whole ecosystems) and 
that this will happen by means of strengthening the sense of I. In short, one has to 
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know oneself first. This is not dissimilar to de vries’ exploration of himself in the work 
flora incorporata, because in this work self knowledge is the key to a shift in thinking.  

In the artistic practice, the shift in one’s thinking can happen as part of the aesthetic 
experience, because it generates oblique, tangential and non-linear thinking. In linear 
thinking there is a correlation between input and output: the greater the force the 
greater the change; but in non-linear thinking a small cause can produce variable 
effect, great effect or no effect at all (Radman, Braidotti, Dolphijn, 2014, p. 77-80). The 
unpredictability that the aesthetic experience offers is the creation of the space for, and 
the invitation to, thinking beyond thinking habits.  

The work Hermano Animal, which was shown as part of the exhibition Experiencing 
Change, Changing Experience, at ONCA Gallery in Brighton in 2016, operates through 
non-linear experience. The work consists of a video and a drawing (Figure 33).  

Figure 33 

I will reflect on the visitor’s reactions to the work through the ideas of shifting from 
linear thinking to non-linear thinking as a way of revising values and the possibility of 
creation of different values. 

The video was obtained in Belalcázar, when working with shepherd Andrés Galindo 
Pizarro. An action camera was secured to one of the sheep and the camera recorded 
the full length of the walks Andrés and his sheep take daily on his land. The video 
shows the rocks, pastures, trees, crops, hills, spring, fences and other elements of the 
landscape, including the other sheep and the shepherd. The video pace, angle and 
tempo is dictated by the rhythm and movement of the sheep. 

Next to the video sits a drawing of a biographic line of Andrés’ land, showing on the 
inner part of the line key dates and landmarks of the farm and the activity of its people: 
events such as when the first olive trees were planted, when the farm stopped having 
cattle and introduced sheep, floods or a year of great drought. On the outside of the 
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biographic timeline some events reflect what was going on in Spain and the rest of the 
world during that time (Figure 34). 

Figure 34 

The result is a comparison of different experiences of time. On the one hand an olive 
tree lifespan sees the Spanish Civil War, WWII, Franco’s dictatorship, transition to 
democracy, Spain becoming a member of the EU, adoption of the euro, the financial 
crisis of 2008 and the creation of the sheep-cam video. On the other hand a financial 
and political decision could end its life in a swift action, as olive oil production quotas, 
access to land or irrigation rights are decisions that would affect the farm directly but 
that are not taken within the confines of the farm. Both timelines in the biography 
converse with each other and set context for the video, which in turn, also informs the 
biography. 

I was invited by the ONCA exhibition’s organiser, Valerie Furnham, to help install my 
work and that of others and to stay for the Private View. The exhibition was a spin off 
from the Cambridge Sustainability Residency that I led for five years and in which 
Valerie was an artist participant in the 2014 edition. All the artists exhibiting work in this 
show had spent time together in that residency. This created a relaxed atmosphere, 
which twinned with the fact that ONCA is a small gallery specialised in social and 
environmental justice and that the PV guests were already tuned in to environmental 
issues, made the PV a good opportunity to engage in conversation with the gallery 
visitors. Similar to my approach in Belalcázar, I made myself available for dialogue 
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instead of employing questionnaires for the visitors. I was introduced to the PV visitors 
by the organiser and this offered me the opportunity to discuss the work with them. I 
engaged in conversations about the value of old olive trees and sheep, traditional 
farming and the impact of human activity on the natural world. During these 
conversations, cognitive connections and processes bounced to and fro between video 
and drawing, establishing new connections, making new thinking as new meanings 
were contemplated, negotiated and activated. The main question that the work elicited 
among viewers indicated a shift, evidenced by displacement of anthropocentric 
concerns: How are man-made events, such as war, experienced by animals or trees? 

Past, Present, Future  

To further contextualise the work Hermano Animal I will mention two works by 
contemporary artists which also address time and humans relationship with nature: 
Future Library by Katie Paterson and Event Horizon, by Roman Ondák.  

Future Library involves the planting of a forest in Norway, which will supply paper for an 
anthology of books to be printed in one hundred years time. Every year a selected 
writer will contribute a text, which will be held in trust, unpublished, until 2114. Paterson 
says that the conceptual counterpoint of the work lies in the writers who are to 
‘conceive and produce a work in the hopes of finding a receptive reader in an unknown 
future.’ (Paterson, 2014). 

Through her work Paterson assigns a value to a tree: it is valuable to humans insofar 
as it can provide matter for the dissemination of their ideas. She also assigns value to 
the little forest of trees which were planted for this work: the value is measured in 
human enjoyment of the forest as it will be open to the public to visit.  

Comparing Future Library with the work by de vries where he uses stones, brings to 
light how different artist practices approach similar subjects, such as the human 
relationship with the natural world, in different ways and how the different intentions in 
the creative process are visible in the final work. Both works create a space for 
tangential, non-linear thinking and considerations of values in relation to the natural 
world, represented by trees and stones. But whereas Paterson’s work is poetic and 
hopeful, these qualities rest on, and are measured by, human enjoyment. By contrast, 
de vries’ poetic gesture is about the stones’ intrinsic value, the only human enjoyment 
that this work may address is the appreciation of beauty, although de vries makes clear 
his intentions that the stones are beautiful in themselves, regardless of whether the 
human is there to activate this beauty or not.  

I contend that, even when complex and rich artworks can provoke unexpected 
reactions in the viewer, sometimes reactions that the artist herself did not intend to 
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provoke, there is an element of the artist’s intention that shines through the work. De 
vries’ works put me in a state of mind and contemplation that might not be dissimilar to 
the one he might have had when he created the work (Herwitz, 1991). 

Ondák’s work Event Horizon  also uses trees and time as media, but, unlike Paterson’s 
forward looking intention, Ondák looks at the past in order to see the future. The work 
is made from a hundred year old oak tree, which came from Ondák’s motherland, 
Slovakia. The tree was sliced into a hundred disks, each slice representing a year. In 
each disk Ondák indicates an event that happened on that year. For instance, Ondák 
assigned the year 1917 to the first disk and on it he marked the Russian Revolution.  

Both Ondák’s and Paterson’s works point to the slowness of the tree growth compared 
to human time scale and they measure human activity in relation to that time scale. 
Event Horizon speaks of the impossibility of an unbiased, objective historic viewpoint. 
Future Library fires milestones of hope into the future, trusting that this action will help 
those who print and read the essays in a hundred years time, to understand the past.  

The position of Hermano Animal is different from these two works insofar that it 
questions anthropocentrism by favouring the angle of the camera from the back of a 
sheep and the timescale of the tree. Both Ondák and Paterson place the human being 
at the centre of their works. ‘The tie between my works is the human being,’ says 
Paterson in an interview for art publication 52 Insights (Paterson, 2015). ‘Roman 
Ondák is a conceptual artist whose work ‘explores patterns of behaviour and 
alternative social and political possibilities’ reads Ondák’s biography notes on the South 
London Gallery exhibition, ‘often born of observations of post-communist society in his 
native Slovakia.’ (Ondák, 2017).  

In Hermano Animal the visual dialogue between the information indicated in the farm’s 
biography drawing and the sheep-cam video, opens up a space of relations in which 
the human is just another agent in the history of the farm. The video and the biography, 
which indicates the struggles that the farm had gone through over the years, suggest 
that the shepherd has to fight for his agency to be valued, but so have the sheep, the 
trees and the farm as a whole. The video shows the sheep’s interests rather than a 
person’s interest: greener pastures behind a fence, the call of her lamb, the trot to 
catch up when she is left behind by the herd, the manoeuvres when she tries to avoid a 
tricky part of the terrain. The human being is present in an oblique way and not at the 
centre of the work. The human brings food, takes away her lamb, opens and closes 
gates, modifies the landscape. He plants trees and cuts them. He makes wars and 
makes peace.  

By shifting the viewpoint away from anthropos, time is also modified. For both Ondák 
and Paterson time is signalled by the longevity of the tree. The arbitrary time scale the 
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artists chose is one hundred years, which is enough for one to imagine a past in which 
the one who experiences the artwork was not there yet and a future where the 
experiencer will not be. Both artists use trees as indicators of slow growth and 
witnesses of human history. The oak tree in Event Horizon indicates events which 
happened in the past hundred years, the trees in the forest in Future Library are the 
recipients of hopes for the future hundred years. In Hermano Animal the video taken by 
sheep-cam brings about a sense of being rooted in the present. This presentness is 
also a value shift from the anthropocentric viewpoint in the sense that it avoids the very 
human tendency of living in the past or in the future but seldom in the present (Waiten, 
2007).  

Comparing the works of de vries, Paterson, Ondák and Hermano Animal, highlighted 
the difference in attention and intention of the different art practices and how this 
affects the value(s) that the works make visible. All the works investigated here address 
time and value in different ways, but it is Hermano Animal’s less anthropocentric angle 
that brings attention to the fragile, ephemeral, always becoming present while focusing 
on subjects whose agency may not conventionally be assigned intrinsic value (Hirose & 
Olson, 2018). In this chapter I have discussed how artworks can help one to become 
aware of one’s own values through the non-linear thinking of the aesthetic experience 
and how the experience can generate awareness and appreciation towards the values 
that the artworks address in the context of the natural world.  
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Plough Through 

‘Dig where you stand’ goes the expression that came to encapsulate social movements 
inspired by Lindqvist's paper of that title and that address counter expert-led and 
hegemonic reading of history in the making, refocusing the authorship towards the 
subjects who experience it first hand (Lindqvist, 1979). One of my ‘diggings’ in 
Belalcázar has produced the work Plough Through. Geographically, this digging is 
situated in rural Spain; culturally, it is situated in a more personal and non-geographical 
space, made up of memories and hardwired values inspired by my own grandfather 
(Figure 35), a primary school headteacher and violinist with a stubborn admiration for 
Miguel de Unamuno and who instilled in me views of social justice and responsibility 
towards nature and other species. Dig where I stand I do. 

Figure 35 

Plough Through is a project that employs methodologies of intra-action, where that 
which emerges is seen as the result of the relationship between agents. Intra-action, a 
term coined by Karen Barad, differs from inter-action as it does not assume there are 
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independent, individual entities (which Barad calls agents) that are pre-determined 
(Barad, 2007, p. 128). Barad says that individuals can only exist within phenomena and 
that agency is an enactment, rather than something that someone has prior to intra-
acting with others, which positions the agent in simultaneous and always unfolding 
states, similar to Rosi Braidotti’s ideas of the agent in constant metamorphoses and 
becomings (Barad, 2007, Braidotti, 2002).  

In practical terms, this work involves me the artist, a family of farmers and their 
clientele in the local farmer’s market. The family comprises MariCarmen, Antonio and 
their two daughters, Alba and Maria. The work came from the time I spent with them 
labouring the land and selling vegetables whilst documenting their activities through 
photography and video.  

This work addresses multilayered issues, as one layer was peeled off, the next one 
was revealed. Specifically investigating the issue of food production led me to the issue 
of access to water (the farmer needs water for the crops), which in turn led me to the 
issue of positions of power and influence (political decisions of water distribution and 
allocation can benefit those close to political and social elites) and this in turn led me to 
the problematic of youth exodus (the young emigrate to the big cities to pursue 
university studies as a way of gaining access to such positions of power) and the dying 
of the traditional farming knowledges (ageing farmers’ children do not want to work as 
farmers, some preferring to remain unemployed in the cities where they had moved to 
study). Traditional knowledge is understood in this thesis as the living body of 
knowledge, passed within a community, from one generation to the next, be they 
genetic resources, knowhow or cultural expressions. Its value may be contested and 
appropriated by both neoliberal forces behind agro industry corporations and forces of 
conservative nationalist tendencies. In this thesis, the value(s) of traditional 
knowledges related to the rural are seen as a living, changing phenomena, in which the 
agents’ enactment can make them ‘response-able to the way they make the world and 
consider the effects the knowledge-making processes have on the world’ (Barad, 2007, 
p. 381).  

The issues that the project Plough Through addresses, which are mentioned above, 
seem to be connected in a web of interdependent relations and activities, through 
which I moved with my camera, photographing and participating, without actually 
focusing on one single aspect of farming. Through my practice I have identified certain 
key elements in this web, but the list is not conclusive: food production, water 
resources, cultural gains and losses, preservation and transformation of the 
countryside and people’s attachment to the land and each other. I will argue that the 
invisible connections between these elements are shaped and held together by 
value(s) and I contend that art practices can, in their capacities to explore complex and 
ambiguous meaning, help in making those value(s) visible. Art’s ability to create spaces 
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in which people are invited to stay in non clear-cut states and where further questions 
are provided rather than answers, motivates inquisitive attitudes which set in motion 
deeper digging for meaning.  

Focusing on the research question and the idea of identifying indicators of value, or 
entry points to those values, allowed me to identify the following indicators through the 
making of the work: proximity (focus on the labour of locally grown food), transmission 
and transformation (of rural knowledge and of art) and conveyance (relevance and 
value of such knowledge, economic value of food, value of art), which will be expanded 
below through selected moments, and which it is hoped will illustrate the work in action. 
These indicators were activated and made visible to me through the photography, 
video, intervention, collaborations and conversations that comprise the work.  

Art Intervention is not Theatre 

Poet and playwright Federico García Lorca saw theatre as a school for the poor and a 
vehicle for political education and emancipation of the oppressed. Together with other 
liberal intellectuals he created an itinerant theatre company called La Barranca, which, 
during the Spanish Second Republic that lasted from 1931 to 1939, toured the Spanish 
countryside, bringing theatre and socialism to the impoverished inhabitants of rural 
villages (Gibson, I, 1989). Garcia Lorca was not the only intellectual who saw theatre 
as a means for political liberation of the exploited. In his book Theatre of the 
Oppressed, Augusto Boal makes the point that all theatre is political because, he says, 
all human activity is political and theatre is one of them (Boal, A. 2000). He questions 
whether art should educate, organise and incite to action or should be an object of 
pleasure (Boal, A. 2000). But Boal’s division of art in terms of art-for-contemplation and 
art-for-education, positions art as either something to be passively consumed or art as 
a vehicle for transference of political awareness. On the other hand, Paulo Freire’s 
ideas of education require that the autonomy and the knowledges of those who are 
being educated are taken into account and respected (Freire, P. 2004). Which 
represents a good description of the art intervention in the local market, one of the 
many layers of the project Plough Through. Whereas pedagogy as a methodology can 
assert an affirmative turn in the research, it may also assume a situation in which, akin 
to Boal’s and Garcia Lorca’s ideas, there is the one who knows, the artist, and the one 
who does not, the oppressed.  

I do not do theatre or performance. I mediate the works formally through photography, 
video, conversations, working-with and interventions and I am more comfortable with 
the term art intervention to describe the action I did in the local market. Tate Dictionary 
of Art Terms states that art intervention applies to art designed specifically to interact 
with an existing structure or situation (Wilson & Lack, 2008). I positioned my 
intervention in the existing local market, where Antonio and MariCarmen sell their 
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vegetables every week. It took place in the Autumn, when local residents are the only 
visitors.  

Using temporary displacement (of the usual paper they employ in the market) and 
visibility (making the farmer’s work visible in images rather than implicit in the final 
product of the vegetables) as ephemeral methodology, photographs of the farmers 
working the land were printed onto 45 g paper and used as wrapping paper in the 
market stall intervention, where the vegetable produce is sold (Figures 36, 37, 38).  

 

 

Figures 36, 37, 38 
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The displacement was enacted by the photographs occupying a space that usually 
would have been taken by individual plastic bags and packaging, and also because, 
traditionally, the photographs would have been framed and exhibited on the walls, 
instead of being displaced to become a useful material to wrap vegetables. Once 
displaced, these photographs acted as an agent of connectivity between the work in 
the farm and the consumer. This layer, which served the practical purpose of 
separating the vegetables in the shopping bag or trolley, also acted as a visual 
reminder of the lack of brand packaging and logos, depositary of corporate trust and 
carrier of information in corporate food production and distribution, which local 
residents are exposed to when they shop for groceries in a supermarket. 

The printed photographic images were not traceable after the intervention and they 
took a life of their own, becoming perhaps recyclable matter, perhaps a point of 
conversation, perhaps a collectable. In this work, the values scrutinised were: 

- proximity and connection: to the land, to where the produce had originated, to the 
producer 

- transmission: rural knowledges, knowledges about art 

- transformation: of the photographic work itself, which became recycling material, of 
the vegetables, from seed to food, of the town as the young emigrate 

- conveyance of economic values: price of fruit and vegetables, organisation of the 
weekly market as a local ecosystem of economies, price of art                        

The photographs provided entry points to these values as they performed multifaceted 
acts as wrapping paper, point of conversation, aesthetic gesture, document, record and 
embodiment of multilayered meaning. They made visible to me people’s visions and 
understandings of their world because they elicited through conversations and people’s 
reactions values which I understand represent how they see and shape their world.  

Co-working: Dialogical Approach to the Value of Farming 

In their essay Dialogue- A Proposal, Bohm, Factor and Garrett explain that dialogue is 
like a river of meaning flowing through and around the participants and that this image 
is encapsulated in the etymology of the word as it derives from dia, meaning through, 
and logos, word, or more specifically, the meaning of the word (Bohm, Factor and 
Garrett, 1991). Bohm et al propose dialogue as a tool for observing ‘how hidden values 
and intentions can control our behaviour’, which chimes with my proposal that the art 
work can open up spaces where values can emerge and be contemplated and shared 
(Bohm, Factor and Garrett, 1991, p.2). However, the type of dialogue that Bohm et al 
propose is one managed by a facilitator and it ‘involves a group of between twenty and 

79



forty people seated in a circle talking together .’ (Bohm, Factor and Garrett, 1991, p. 3). 
This methodology looks similar to Shelley Sacks’ work Earth Forum, which will be 
analysed in chapter 50095, but it is not directly applicable to my art intervention in the 
market or the working-with the farmers in the farm because I do not position myself as 
the facilitator of the dialogue nor do I employ a purposefully created space for the 
dialogue to occur. And unlike Bohm’s proposal of dialogue, the art interventions in 
Belalcázar do not follow a step by step process for dialogue with starting, duration, 
subject matter and ending. The dialogue in the works flourished spontaneously and 
flowed without structure. The conversation themes weaved in and out whatever activity 
we were doing at the farm, from gathering pomegranates to macerating olives or 
plating bunches of garlic. And in the market, conversation got flowing around situational 
themes, such as the frost the night before and how that affected the crops, comparing 
the flavour of locally grown vegetables to supermarket vegetables or expressions of 
curiosity about my presence in the stall and comments on the photographs as wrapping 
paper.  

I worked with the farmers on food production on several occasions, immersing myself 
in the daily work, learning how to cultivate the land, how to harvest and prepare things 
to be sold in the local market. I did this while photographing the process. Learning to 
work with them in their rural labours also opened the door to learning about their 
values. Learning that the stall in the local market has no electric light and that it relies 
on the general market illumination opened up a learning opportunity to visualise the 
vegetables on offer without the artificial light so ubiquitous in supermarkets. The 
dimmed light had a visual and sensory effect on the farmers and their customers as 
well as the camera with which I photographed the event. Learning about the electricity 
situation also offered a window into regional cultural values of friendship, how they deal 
with legal issues and how they make ends meet. These farmers do not pay rent for the 
stall they use, they run an extension cable from the next stall, the cheese maker, who 
kindly allows them to plug in their electronic scale. The market inspector is aware of 
this situation but he turns a blind eye and even comes to buy vegetables from the very 
stall he is supposed to fine. There is a picture of the Virgin Mary on the wall of the stall, 
as the patron saint Virgen de la Alcantarilla, for blessings and protection, I was told.  

The day before market day we dug and collected the vegetables for the stall. I learnt 
how to change the water for the olives which are being marinated, to wash the root 
vegetables and to make bundles of onions (Figures 39, 40). 
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Figures 39, 40 

We organised the vegetables in boxes and we loaded the little van. The next day we 
met in the market at 5 am and after a strong coffee in the churros stall, we unloaded 
the boxes and organised the vegetables in a pleasing display of colourful greenery. I 
am not used to seeing vegetables for sale without packaging and the shock of missing 
information about origin, weight, calories, fat, logos, allergy warnings, best before date, 
price and bar code took a long time to fade.  

The aesthetic gesture and artistic intervention of the photographs acted not as a 
package but as a skin for the food to be presented in, reminding the local consumers of 
the provenance proximity of the produce as well as the labour entailed in producing it, 
perhaps reminding them of their own ability to grow food. The photographs acted as 
conversation starters, conversation directors and value exchangers, as exemplified in 
the following conversation: 

‘I used to grow these also’, said one of the customers, referring to the purple carrots on 
offer, ‘but these days I get the large orange ones in the supermarket. Very cheap’, she 
added. ‘I got these asparagus in the outdoor market, look how big’, said another 
customer. ‘Where do they come from?’, I asked. ‘I don’t know’, he replied. We both 
looked at the label, they came from Peru. ‘Are you working in the stall now?’, I heard 
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another customer asking. ‘Nooo, she’s doing art’, said MariCarmen. ‘Art?’, asked the 
customer. ‘Well, I took these photographs’, I explained. ‘Oh, what a shame they are all 
crumpled now’, said the customer. ‘Can I keep them?’, she added. ‘Of course’, I 
replied.  

Art interventions, particularly those that take place outside art institutions or those that 
are not signposted or endorsed as art, are sometimes received with confusion. 
Intervention and action performance artist Jiří Kovanda presented two works that 
address human intimacy and invitation to human encounter, in two different times and 
settings. The first one, Kissing Through Glass, was presented at Tate Modern in 2007, 
advertised on their website and indicated by signs. The other one, Untitled (On an 
escalator ... turning around, I look into the eyes of the person standing behind me …) 
performed in 1977, took place in a public space without signposts or indication that this 
was a work of art (Mancuska, J. 2008). The former was well received, visitors 
responded to the work in the knowledge that it was an art work whereas the latter was 
met with a mix of curiosity and puzzlement (Mancuska, J. 2008). I will contest that what 
makes it art is the intention of the artist, which is what is left when, like in the case of 
interventions or actions, the art work does not consist of a single discreet object. Apart 
from one surviving image of the intervention on the escalator, there is nothing else but 
the account of Kovanda of and his experience. Kovanda uses his body and action to 
communicate experiences of intimacy. I use photography and intervention to create 
spaces to discuss values. What makes it art is the disruption of the everyday, the 
intention of the artist, the infiltration of the cracks in existing situations.  

Similarly to the work of Denes, discussed in subchapter Environmental and Ecological 
Practices, my intervention does not have clear boundaries, and the blurriness and 
entanglement become part of the artwork. Immersion in the farmers’ lives for a few 
days preceding the intervention in the market pushed the boundaries of the work into 
an extended intervention and facilitated the dialogue. After working together in the 
fields for four days, when the day of the market arrived, the conversation was relaxed, 
mixing jokes, comments, stories, anecdotes and future hopes.  

In the market conversation flowed easily throughout the day, touching topics such as 
weather, crops, farming, farms which have disappeared, farmers growing older, 
younger generations not eating healthily and not interested in the town, how the crops 
and sowing calendar used to be marked by festivities involving saints, how to keep 
seeds for the next year, how the European Union changed farming and how it is 
politically advantageous to fly under their radar, unless it is to do with subsidies. The 
conversation also included comments related to me as a person and artist. The 
customers wanted to know where I lived, whether I had children, whether I minded that 
my photographs were getting wet and spoiled, how nice of me to have helped Antonio 
and MariCarmen and would they now help me taking photographs. There were 
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expressions of incredulity to my assertion that the market selling intervention was art 
(Figures 41, 42, 43). 

Figures 41, 42, 43 

The work created spaces for these dialogues to happen and opened up an interesting 
discussion about art. The incredulity of the market clients about  the intervention as art 
might have its roots in widespread ideas that art necessitates a viewer, for whom the 
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artwork is made, or in the case of socially engaged art for instance, a participant. In art 
interventions, on the other hand, there are no viewers or participants in the 
conventional sense, as the agents that are in the situation find themselves activating 
the artwork simply by doing what they had planned to do. In the case of Plough 
Through, to buy vegetables at MariCarmen’s stall in the village market. Status such as 
viewer, facilitator or participant, all collapse, giving way for the agents (artist, farmer, 
client) to go about their business in a more horizontal way, illustrated in the 
conversations, which touched upon art, the weather, family matters and vegetables on 
the same level. This same principle applies to the analysis of all the other projects 
apart from Hermano Animal, which is analysed within the gallery space, with clear 
indication of what the art was (signalled by a label and a catalogue) and who the 
viewers were (the exhibition visitors). What follows is that the work creates the space 
for values to emerge, sometimes through dialogue, both in the non-conventional setting 
of an art intervention and in the more conventional setting of the art gallery.  

Dialogue and conversation offer opportunities for those involved to share insights and 
patterns of thoughts that reveal opinions and beliefs (Bohm, Factor and Garrett, 1991).  
In Plough Trough the photographs together with my intervention in the market 
generated spaces for such dialogues to happen. The spaces created were not 
prescribed nor structured because the unstructured nature of the art practice put the 
participants ‘in a situation where you know roughly the direction of your journey but at 
the same time, nevertheless, you can not be certain where your journey will take 
you.’ (Hannula, 2005, p. 56). These interventions were open ended and allowed 
people’s values to emerge in an integrated manner. Based on the conversations had 
during the intervention, I identified values that were almost invariably presented as 
contradictions without resolution, such as:  

- growing one’s food is good but not many people do it these days  

- not knowing where food comes from or who cultivated it is not desirable 

- supermarket food is not good but it is cheap and cheap is good 

- making a living from cultivating the land is hard, one earns very little considering the 
effort it takes 

- young people do not want to cultivate the land and that’s not good 

- farmers want their children to study and do better in life so they do not have to do the 
hard work of farming and that is good 

- farms are being lost, farming traditions and knowledge are being lost and that is not 
good 
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The above list of contradictory issues is just a sample of the many inconsistent and 
clashing  values present in the town’s inhabitants’ vision of their world as they transition 
from a rural environment to an uncertain future. Plough Through allowed for those 
contradictions to be made visible, to be said and to sit side by side without calling for 
resolution. One particular conversation, in which some resolution of the contradictions 
at hand was achieved, went from discussing farming as very hard work with little 
rewards, then to the benefits of eating locally grown fresh products, followed by a 
discussion of why the photographing the farmers and the market intervention is art to 
finally ending in a remark ‘¡Entonces lo que hacen los granjeros es arte!’ (What farmers 
do is art then!).  

My photographs, printed on paper to be used as wrapping for the vegetables had an 
ephemeral but remarkable life (Figure 44). They interrupted the market transaction 
routine and they elicited questions. They also represented my experience and the way I 
view the farmer’s work. Packing experience into an image is an act of translation of that 
experience, it is a way of making visible what is cognised through the experience, and 
this is powerful. In her book On Photography, Susan Sontag speaks of the force of 
photographic images and how this force comes from them being ‘reality in their own 
right, richly informative deposits left in the wake of whatever emitted them’ (Sontag, 
1977, p. 150). 

Figure 44 

The photographs invited people to visit, as Shelley Sacks calls it, their inner atelier of 
imagination, where one can picture what once was and what one would like it to be 
(Sacks, 2018). ‘I remember when I was a girl my mother used to grow these purple 
carrots’ or ‘I wish the young would carry on cultivating the land’ were some of the 
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comments among the market visitors. A collective visit to inner ateliers through the 
conversations around the photographs in the context of the market allowed the 
participants to revisit memories, geographies, experiences and feelings. The work 
opened up spaces for making sense of those memories and feelings through the 
conversation and dialogue. Memories and feelings carried values, which were 
experienced in their opposition to a more modern way of life where convenience and 
low prices are presented by modern capitalism as the most valuable assets in food 
production and consumption.  

The interventions in the farm and in the market involved me, the artist, as active part of 
the expanded aesthetic gesture. The work generated a dialogical situation in which, 
similar to Paulo Freire’s methodology for political consciousness building, every 
participant was a subject of their own lives, rather than an object being acted upon 
(Freire, 1971). The work Plough Through created a palpable social substance in which 
me, the artist, was part of, echoing the poetic phrase coined by the Social Sculpture 
Research Unit ‘There is only one field of transformation, and no one is outside’.  

Thinking about the moment of convergence of Plough Through and which the locals, 
the farmers and I experienced and made-with, I realise now that the sentence ‘Dig 
where you stand’ can also be interpreted in the plural, communally lived in situated 
knowledges and values. 
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50095 

Having looked at working-with, situated knowledges and art intervention and 
photography as strategies to access values, I now turn the focus on the dialogical in 
the artwork. This will be explored through my own work 50095, which consists of a 
video of the land taken from a sheep’s back using an action camera, the watching of 
the videos together with the shepherd and the conversation that this elicited. As well as 
50095, this chapter will explore the work Earth Forum, by Shelley Sacks, through the 
lens of imagination as a way to access value and inner knowledges. 50095 will be 
explored as video, practice in action, handing over video making (to sheep and 
shepherd) and the power of video to elicit values in dialogue.  

Connection to Value(s): Video 

This work uses two main video methodologies, one is what in cinema studies is 
referred to as animal-borne imaging, and the other one is ethnographic video, used in 
human geography studies (Erickson, R. 2013, Garrett, 2010, Kindon, 2003, Parr, 
2007). The idea of using these types of videoing took a long time to mature. During my 
visits to Belalcázar I worked with shepherd Andrés Galindo Pizarro, accompanying and 
helping him in his work while learning about sheep husbandry. In between visits we 
would keep in contact via email and social media. At some point, Andrés and I spent a 
year discussing via WhatsApp the idea of using an action camera on one of the sheep, 
with the aim to film the land from the angle of the sheep’s back. We discussed 
practicalities and bounced ideas and, after buying an action camera, I finally traveled to 
Belalcázar in 2016 to put the sheep-cam into action.  

The combination of methodologies granted the work access to areas that can be off 
limits (such as interaction between the sheep when the human is not physically 
present) and a focus on the subjectivity (the subjectivities of the shepherd and the 
researcher and the people who were involved in the videoing, watching and dialogue).   
Video ethnographic research focuses on participatory approach, meaning that those 
conventionally researched are directly involved in the research. But art practices allow 
for combinations and adaptations of methodologies such as these because of its merits 
as an open and flexible framework. My artistic interventions do not separate between 
the one researching and the one being researched (Kindon, S. & Pain, R. 2007). 
Through the artistic process artist, shepherd, sheep and land became entangled in the 
shared experiential moment and this experience was revisited afterwards in the 
dialogical space opened by watching the video footage together and where values 
emerged.  

Our first discussion of how to attach the camera to a rope around the sheep brought 
about the  discussion of which sheep was going to carry the action camera. Andrés 
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wanted his best sheep to be the camera carrier, but after doing some filming carrying 
the camera ourselves, it was decided that in order for the best sheep to appear in the 
footage she should not be the carrier. This honour was assigned to one of his oldest 
sheep, La Viejita, because she has a nice smooth trot, behaves like a pet and loves 
cuddles and a fuss. Getting the rope around La Viejita’s body was easy and the camera 
was firmly secured thanks to the soft wool which both cushioned and held it in place 
(Figure 45). This conversation, prior to any actual video recording from the sheep’s 
back, elicited the value of looks versus character in sheep beauty reflected in the 
shepherd’s pride as he was more proud of the handsome sheep than the not very good 
looking but gentle one. 

Figure 45 

We went for the first walk and video together in Andrés land, which surrounds the farm 
house. Sometimes we could spot La Viejita among the flock but mainly she was 
undistinguishable from the others and the action camera was not visible from long and 
medium distances (Figures 46,47).  

Figure 46 
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Figure 47 

Andrés owns a large expanse of land, in which the farm house was built. The stables, 
sheep pens and enclosures, water reservoir pool, vegetable patch, granary, chicken 
coop and patio are all arranged around the house. The almond trees, olive grooves, 
quarry and land for pasture extend beyond this inner circle. Dogs are kept near the 
house and also within the boundaries of the land, to raise the alarm in case of 
intruders. During the walk Andrés showed me trees which had been planted by his 
grandfather and great grandfather, pointed at the quarry and explained how workers 
used to extract stone from it. He showed me the young olive trees, the almond trees in 
blossom, the bees and insects, the water reservoirs, the neighbouring lands and the 
other shepherds who, he explained, keep non-indigenous sheep. Andrés explained that 
those sheep are larger but more susceptible to disease and are generally weaker than 
his native sheep. Conversation flows easily while walking. Most of the time we followed 
the sheep, occasionally redirecting them.  

After taking the sheep for a walk we returned to the house, where the fogón (fire place) 
is permanently lit. Andrés’ mother and brother would be cooking food in the fireplace, 
for all to share. We retrieved the camera and I downloaded the footage to watch 
together with my daughter, Andrés and Andrés’ mother and brother. The footage was 
watched unedited, each video comprising an hour long single shot. Using this type of 
video, based on ethnographic methods of recording video during the experience and 
then watching the video together to make sense of the experience, allowed for 
conversation and analysis of the recorded activity (Garrett, 2016). Andrés was 
surprised at seeing his land from the sheep’s physical angle of vision, which is much 
lower than human angle of vision. He laughed at seeing himself and his dog in the 
footage and also at the sheep’s trot and how the landscape would sway up and down 
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as if viewed from a ship at sea (Figure 48). He announced that he wanted to take the 
sheep to another part of the land the next day to video it. 

Figure 48 

Watching the videos together opened up an imaginal mode of making sense of the 
experience; it created a space for reflection and consideration in which laughter, 
comments, jokes and stories weaved in and out of the shared activity of watching. The 
videos obtained in this manner can be, according to videographer and geographer 
Bradley Garrett, a mediation of the experience, which chimes with my practice’s 
approach to photography and video as I employ them to map out cartographies of 
experiences (Garrett, 2010). Watching the footage provided opportunities to reflect on 
that experience from a different (physical) angle of vision, where the land seemed 
closer and bigger. It activated creative memory as the conversations that arose from 
watching the footage together were evocative and reflective.    

As an artist who is used to being the director of frame, light, exposure, angle and 
direction of the filming, it was a good challenge not to be in control of the filming 
process. It made me reflect on my process of documenting the lives of peoples and 
creatures in this rural area and  how this process had been transformed throughout the 
years of fieldwork, culminating in this letting go of the artistic control. Not being in 
complete control of the videoing activated some kind of intuitive trust in the process. 
This intuitive trust also allowed for the work to be open ended, affirmative and inclusive.  
Inclusivity in my research is exercised as addition because I understand that in this 
manner the work will be open for as many value(s) to emerge as possible. This kind of 
open, inclusive approach to research is inspired by Rosi Bradotti’s ideas about 
inclusivity and affirmation, insofar as affirmative relations are actualised by ‘whatever 
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works to create sustainable lines and productive planes of transversal interconnection 
among entities and subjects that are related by empathy and affective 
affinity.’ (Braidotti, R. 2011, p. 33). Inclusivity is exercised by what Braidotti calls the 
philosophical approach of the and, and. By using this approach, Braidotti moves away 
from discourses of duality and tendencies to classify the world into either-or, undoing 
dualisms entrenched in opposition and opening up epistemological spaces for 
nomadic, creative thinking (Braidotti, 2017). The idea of the and, and is that it can be 
expanded and it is inclusive in its exercise of tolerance; as one can keep adding, 
troubled and contradictory values can sit side by side in the experience, as explained in 
Plough Through. In the case of 50095, this can be interpreted as including in the 
conversation the experience of the artist and that of the shepherd, and the video with a 
view from the sheep’s back, and the reaction of those who looked at the footage 
together, and the meal that was being cooked back in the house while the sheep were 
being taken for pasture, and the conversation about keeping dogs in chains their whole 
life, and mentioning the slaughterhouse his family used to run in the town,  and, and, 
and. 

As with the other projects in this thesis, the boundaries of 50095 are blurred, and what 
constitutes the work and what does not is actualised in the constant becoming of the 
work in its multiple nomadic manifestations, such as exhibitions, paper presentations, 
writing and partial use of footage to inform other works. 50095 as a project is more 
preoccupied with the values that the artistic experience can elicit and less about what 
constitutes the artwork in the traditional sense. As such, and echoing what has been 
addressed in the chapter Contextualising the Practice, specifically in relation to the 
work of Agnes Denes, the same questions can be asked in relation to 50095: where is 
the artwork, is it the preparation for the sheep cam, is it the videos, the photographic 
material, the walks, the conversations, the watching  the footage together or the shared 
meals? The images remaining from these activities are not necessarily documentation 
in the strict sense of the word, but a visual mapping that constitutes the cartography of 
the shared experiences and holds together memories. Focusing on creating spaces for 
value(s) to emerge through the artistic experience and having no clear cut approaches 
(such as activity/documentation-of-the-activity), increases opportunities for value(s) to 
be made visible because, ‘in the course of a research, artistic experience can occur at 
different times, be of different durations and different importance.’ (Klein, J. 2010).  

Employing video in similar ways as it is being used in ethnographic research made me 
consider that the flexibility these methods require are similar to the open-ended 
approach used in artistic practices. However, there is a difference in approach between 
artistic practice methodologies I employ and video as used in geographic research; this 
lies in the positioning of the one who conducts the research. Whereas in ethnographic 
video the one who is being recorded is the subject of research, in my practice the artist 
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becomes one more subject because she is not kept outside the experience (Garrett, 
2010). From the ethnographic video methodology I incorporated the idea of using video 
without templates because it is similar to my approach to videoing without setting an a 
priori rigid blueprint. This is driven by the idea that artistic practices are shaped by 
subjects’ situations and perceptions, which means one has to be open to accommodate 
whatever emerges in the artistic research process. Moving away from artistic control of 
the footage allows for such flexibility as Andrés, his family and his sheep guided me to 
what they thought is important, setting the agenda spontaneously as we moved, 
creating spaces where experience, cultural memory and everyday life emerged. The 
moments of imagining reside in these spaces of experience captured by the camera, 
whether the camera is in my hands, theirs, or, in this case, La Viejita’s back.  

The role of imagination in our relationship is powerful and bonding. As a pragmatic  
person, Andrés does not engage with subjunctive modes of imagining, accepting the 
past as it was. The conversations we had helped me to picture how people used to 
gather to conduct communal rural activities at certain times in the year, such as 
pressing the olives to make oil, the matanza of the pig or harvesting almonds. 
Imagining together through images and experiences took at times the form of 
reminiscence of particular events, like when Andrés saw the quarry in the video and he 
was reminded that people used it as a hiding place during the civil war. At times it 
helped me to picture their hopes for the future, like when Andrés mentioned the idea of 
taking a young shepherd under his wing to pass on his knowledges. I told Andrés about 
artist Fernando García Dory’s Shepherds’ School initiative in the sierras of Madrid, and 
we imagined together how it would be like to have something like a shepherd school in 
Belalcázar.  

Connection to Value(s): Sheep 

The day after the first recording, La Viejita came to us without being called, as if 
knowing that we were going to be videoing again. We clicked the camera in place and 
off we went. The walk involved me trying to be useful and trying to keep up with Andrés’ 
fast pace. The sheep would slow down in certain areas of pasture but we had to keep 
them moving as Andrés explained that certain type of grass could bloat them. Moments 
of motion and moments of contemplation punctuated the walk (Figures 49, 50), 
prompting different avenues of conversations that reflected values related to the rural. 
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Figures 49, 50 

Some values that emerged during our pastoral walks were very diverse in nature and 
they were measured against the central agent of importance: the whole sheep rearing 
ecosystem. Based on the conversations with Andrés, I have clustered these values into 
two groups, according as to whether they are beneficial or not to the shepherd. 

Good:  

- indigenous breeds are more adapted to the land  

- the farm’s pastures make healthy sheep, Andrés methods of grazing sheep are 
better than of other shepherds who feed their sheep solely on industrial sheep food 

- uneven terrain make robust and resilient sheep 

- a good dog is essential but must not be kept as a pet as this would distract her from 
her work  

93



- the shepherd can direct the sheep’s grazing so as to avoid them eating plants that 
are not good for them or to protect the plants and trees which have been planted by 
the family  

Not so good: 

- some plants make the sheep bloat and they can die from it 

- vet’s bills are very expensive 

- unregistered abattoirs are not legal, the family had to stop slaughtering its own 
animals 

- the wolf, the fox, stray dogs  

- Romanian immigrants, as they are believed to steal sheep (this would position 
Romanians at a lower value than Spaniards) 

- a lamb’s diarrhoea is not easy to stop, if he gets it you will most likely loose the lamb 

- unusually hot summers 

Some values that are mentioned in these two groups are easy to access, such as the 
value of indigenous sheep, which are seen by Andrés as more valuable that the non 
indigenous breeds because they are more adapted to the land or that a Spanish citizen 
would automatically (in Andrés’ cosmology of values) be placed higher in the hierarchy 
of values than a Romanian migrant. Some other issues emerged, such as a recent 
increase in heatwaves that might be linked to climate change, highlighted  lack of 
preparation from the government, lack of a plan to work with the farmers on how to 
tackle these issues.  

Other values which emerged during the walks and the watching of the footage 
afterwards were more complex, such as the conversations about rocks and Andrés 
remarks ‘Allí donde se crían las piedras’, implying that rocks can be born and grow up 
by the use of the verb criar. In my own cosmology of values rocks are inert material but 
in Andrés’ cosmology of values they seem to be animated. 50095 opened up spaces of 
imagination where values such as these could be contemplated and explored. I still 
think that rocks cannot grow, but I have succeeded in imagining other time scales, as 
experience rather than as intellectualised figures or numbers.  

Other values which emerged in our walks, videoing and watching of the footage 
together were related to Andrés’ communication with his sheep, which is done by 
means of sounds, calls, clicks and whistles. He acquired this knowledge during his 
childhood through being exposed to fellow shepherds’ calls. After a few walks I could 
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identify the melody and rhythm of Andrés’ language for communicating with his sheep 
and I began to recognise some codes and patterns. However, there is more to this 
communication than the sound as it was revealed to me when I tried to employ it 
myself without result. The sheep simply ignored me. The values that I can see in this 
experience are related to connection between animal and human, the value of 
husbandry knowledge and the value of the ability to connect with inner sources of 
knowledge that allows Andrés to communicate with his sheep, to understand what they 
need at every given moment and to read their signs of illness, discomfort, feeling lost, 
being afraid or being content.  

Connection to Value(s): Artistic and Aesthetic Experience 

The walks, videoing and watching the footage afterwards created spaces that were not 
prescribed nor sharply defined. These were spaces in which it would be possible to 
imagine that rocks can grow and that sheep and shepherd are deeply and intuitively 
connected.  

Undefined and unfixed are usual attributes of the experience of art, which are qualities 
that allow people to be comfortable with the idea of grey areas and open-ended 
findings. These loosely defined areas are spaces in which people’s values are not 
required to be fixed, they are allowed to show certain plasticity, which is a condition that 
makes it possible for them to be transformed. Such spaces are seen in this thesis as 
spaces of aesthetic and artistic experience, defined as experiences that are 
qualitatively different from everyday experiences. Julian Klein, director of the Institute 
for artistic Research in Berlin, proposes that the artistic and aesthetic experience are 
informed by aesthetic sensing perception, which is ‘present to itself, opaque and 
sensible’ (Klein, J. 2010). Klein describes the aesthetic and artistic experience as 
‘sensible interfering frames’, where having an artistic and aesthetic experience ‘means 
to have a look from outside of a frame and simultaneously enter into it.’ (Klein, J. 2010). 
I see the aesthetic and artistic experience as a liminal experience, in which modes of 
perception are constantly available. As such, I strive to create as many opportunities for 
artistic and aesthetic experiences to occur in my projects (walking, videoing, watching 
videos, photographing, creating dialogical spaces, working together), including as 
many voices as possible because experience is something that cannot be delegated. 
This informs my research because artistic research, says Klein, is a reflection on the 
artistic experience, which happens not from the outside but at a subjective level (Klein, 
J. 2010).  

Elicited by emotional and sensorial perception through the artistic and aesthetic 
experience, values emerged from the conception of the idea of using a sheep-cam and 
choosing the sheep. Andrés and I called this sheep La Viejita, which is not really a 
name, it is an adjective, but as the diminutive -ita at the end of the word points out, it is 
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transformed into a name because in Spanish, grammatically and culturally speaking, 
diminutives carry the value of affection in certain contexts. This denotes values of 
affection and proximity, as not many sheep are given names.  

The title 50095 originates from the ear tag that La Viejita carries.The title of the work 
refers to her as the carrier of the camera and also conveys the meaning that animals in 
rural settings are assigned a number to keep the emotional distance required so they 
can be used as commodities. The meaning of the word commodity is understood in this 
passage as defining a thing, an article or object to buy and sell, a piece of merchandise 
whose value is dictated by the market, not by affections.   

Looking at art as a commodity necessitates of the singular object to be traded and 
consumed, or in the absence of the discrete object, other things related to the artistic 
and aesthetic experience, such as documentation, instructions or conversations, can 
be traded (Gimpel, R. 2000). The idea of value in the art market is linked to price, and it 
is usually generated by dealers, as in the case of the coefficient to valuate modern 
painting, taking ‘age, size, artist’s reputation and other factors into account in order to 
calculate the price in such a way as to avoid the question of value’ (Graw, 2009, p. 30). 

In the case of 50095, the artistic and aesthetic experiences it generated were created 
for the purpose of investigating value in the rural context of Belalcázar and advancing 
artistic research, and it can be suggested that the value of an art object in the art 
market and the value of the artistic and aesthetic experience in artistic research might 
exist independently and be validated by different entities. The former, by independent 
art galleries, museums and auction houses, the latter by academic institutions. Looking 
at the value of art not as a commodity to trade in and speculate financially but as a 
generator of social change positions the artistic and aesthetic experience closer to 
anyone who is open to engage with it.  

The artistic and aesthetic experience of 50095 brought me emotionally close to La 
Viejita. She had had a lamb and was kept in the pen for mothers and their lambs, 
separate from the rest of the herd. Unless they manage to wriggle out of the pen and 
follow their sheep mother, the lambs are not taken out to pasture as they are too small 
to keep up with the herd and because they might eat some plants that, being so young, 
they cannot yet digest. When the sheep mothers are taken to pasture they keep 
looking back when they hear the call of their respective lamb. I felt for La Viejita as she 
kept looking back at the pen where her lamb was, thinking that she might have 
experienced premature lamb separation many times throughout her life. Andrés saw no 
contradiction in feeling emotionally close to the sheep and her lamb and at the same 
time profiting from the selling of the lamb for meat. The artistic and aesthetic 
experience opened up spaces where different values such as these could be 
contemplated side by side, by employing inclusive methodologies of the and, and, as 
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explained in the first subchapter of 50095. Andrés sees the job of the shepherd as the 
action of taking care of the sheep, they are his responsibility and as a good shepherd 
he looks after them well, until they are sold and their welfare are not seen as his 
responsibility any more. We discussed this topic and Andrés made it clear that 
emotional attachment to farm animals is something that urban people do, but that they 
fail to see the link and their responsibility towards this aspect of farming when they buy 
lamb chops on styrofoam trays in supermarkets.  

One contemporary artist whose works involve tapping into people’s sense of 
responsibility towards environmental and social issues is Shelley Sacks. She looks at 
the aesthetic and artistic experience as connected to responsibility and she suggests 
that aesthetics is the antidote to anaesthetics (or numbness) because of its ability to 
stimulate people’s lives. Sacks emphasises that there is a link between the ‘enlivening 
aesthetic process and the ability-to-respond’ (Sacks, 2018, p. 175). I see responsibility, 
both as an individual and collective ability-to-respond to social and environmental 
issues, profoundly connected to imagination and values. That is, imagination defined 
as the ambivalent space in which the impossible can be imagined possible and where 
values can be transformed. The one who experiences the artwork is stimulated by it, 
the artwork frees up the rigidity of the impossible and the unthinkable as other worlds 
are allowed to exist in the imagined. This freeing up occurs because imagination is, 
according to Sacks, what enables us ‘to connect emotionally, aesthetically and morally’ 
with what otherwise would remain only conceptual understanding’ (Sacks, 2018, p. 
175).  

The aesthetic and artistic experience process can be ambiguous and non-defined, it 
can operate in non clear cut grey areas and might involve the invisible material of the 
unconscious and the subjectivity of emotions. The aesthetic and artistic experience can 
open up a space in which other worlds can be imagined, such as a world in which the 
sense of responsibility towards other species is not trapped in a financial system that 
treats animals as commodities for profit or distorted by philosophical, scientific, cultural 
or religious systems that see animals as inferior to humans.   

The imagining that 50095 created acted as an antidote to anaesthesia, opening up 
spaces to explore, together with Andrés and his family, values related to various 
different themes, such as speciesism, politics, biodiversity, care, husbandry, non-
human animals and rural forms of knowledges. Failure of imagination can restrict 
freedom. The aesthetic experience can soften rigidity of imagination because it can 
allow and possibly resolve conflicting values as new possibilities are imagined. Sacks 
explains the imaginative process and the capacities for resolving conflicting values it 
elicits as the key to human freedom of thinking: ’It is this capacity to see what we see, 
including what we feel and think’ says Sacks, ‘that creates the conditions of becoming 
free, self determined beings’ (Sacks, 2018 p. 172).  
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Connection to Value(s): Time  

The reflective and experiential processes of the artistic and aesthetic experience of 
50095 opened up and activated spaces for imagining. These are the spaces where 
mental representations, abilities for abstraction and creation of concepts and values 
take place. Without opportunities for imagining, concepts could become rigid or 
deficient. I can relate this to my own experience of sense of identity and how other’s 
lack of imagination can affect it when, for instance, people ask me from where I am 
originally, showing rigidity of thinking and an impossibility of imagining that identity can 
be multiple, multilayered, malleable and not necessarily defined by one’s physical 
appearance. 

Failure of imagination also affects one’s ability to see how actions in the present can 
have an impact in the future and also how it might hinder the possibility of imagining 
other futures. Concepts such as time are shaped and held together by individual and 
collective imagining; some cultures have imagined time as alternating cycles of 
creation and destruction, each cycle lasting millions of years (Sagan, 2003). In the 
majority of the world’s dominant societies it is believed that time is something of which 
one can have much or little, it can be spent or saved and it can also be valued, 
something that is reflected in the saying time is money. Time is usually represented as 
a line with an arrow at the right hand end, symbolising permanent forward movement 
(Figure 51).  
  
              past ———————————————————————————> future  

Figure 51 

Other groups organise time differently and, for some human societies, time exists only 
embedded in process and actions (Eriksen, p. 242 ). Many groups do not consider time 
in the future as being the same abstract concept as time in the present. Logically and 
philosophically analysed, if time is related to events and future events have not 
happened yet, there is little point in measuring something that is unmarked and 
unpredictable. In the West, time was first related to rituals and the first Europeans to 
use clocks were monks (Eriksen, p. 242). This emphasises the idea that the same 
concept can be created by different groups for different reasons and that they assign 
them different meanings and values.  

In relation to the work 50095, time was experienced by the duration of the walks,  
watching of the footage, sharing of meals and conversations. Time in Andrés’ farm is 
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mainly dictated by nature, but there is another relation to time which we briefly 
discussed and which is linked to the future: he is ageing and he has no children to pass 
on his shepherding knowledges. Andrés’ situation is not unique and artist Fernando 
García Dory’s initiative, a Shepherd’s School, was born as a response to the same 
problematic he saw replicated all over Spain.  

The Shepherd’s School can be seen as an art action group, with a strong focus on 
bringing about social change, in line with influential art groups such as WochenKlausur. 
They claim to be a group that conducts social interventions and unconventional 
approaches to achieve improvements in human coexistence. As such, the group 
presents alternative options for art that brings it closer to activism and away from value 
dictated by market-oriented mechanisms (Zinggl, W. 2001). The group  operates under 
a self-imposed timeframe of eight weeks of intense artistic collaboration, by the end of 
which they would have produced a long-lasting solution to a specific social problem. 
Since its beginning in Vienna in 1993, the group has developed programmes as 
diverse as medical care for homeless, pension schemes for drug-addicted women and 
assisted immigrants to obtain legal residency. WochenKlausur, with its core of eight 
artists and several associate artists that take part in the interventions, operates within a 
framework of art institutions. They claim that, since it is the art institution that invites 
them to create and execute a project, then what they do is art. The invitation of the art 
institution not only enables them to carry the label of art in what they do, it also results 
in funding provided for the projects. The Shepherd’s School is similar to 
WochenKlausur insofar as it is organised and developed by a group of artists and 
associates and it looks for long-lasting solutions to the problematic of the dramatic 
decrease of shepherds, the dying of the profession and with it, its way of life, culture 
and knowledges. My projects, on the other hand, are realised by myself. Additionally, 
whereas I investigate value in a specific place (Belalcázar) and record its inhabitants’ 
way of living, the Shepherd’s School focuses on improving shelters used in 
transhumance or designing portable cheese makers adapted to pastoral nomadism, as 
well as offering cheese making workshops in the cities. Andrés and I discussed the 
Shepherd’s School and how it could be adapted to his needs and that of other 
shepherds in the area. We explored the idea of inviting a shepherd school to the region 
and this might materialise as a post-doctoral studies project in the near future.  

The importance of preserving traditional shepherding knowledges and ways of life is 
not only culturally relevant, it is also environmentally smart. The impact on climate 
change that mega animal agro industries have on the land will increase as sustainable 
scale shepherding like Andrés’ are lost and replaced by the former. The conversations 
that emerged watching the sheep-cam footage also addressed environmental and 
climate change as well as what values will the countryside have for future generations 
(el campo translates as farm, land and countryside simultaneously). The values that 
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emerged in relation to the rural were similar to those that emerged in Plough Through, 
insofar as they touched upon pride (in rural knowledges such as animal husbandry 
knowhow and growing crops de secano meaning without watering) and belonging (to 
Belalcázar, its landscape, culture and people). But unlike the conversations in Plough 
Through, which showed contradictory value conflict when the farmers expressed their 
desire for their daughters to both emigrate to the city and stay in Belalcázar, Andrés’ 
values were not in contradiction. They were very rooted, and even when he enjoyed 
listening to stories of my life in Cambridge and my travels, he emphasised that his 
world was the farm and that he was content there.  

Connection to Value(s): Crisis and Inner Knowledges 

There is an environmental and ecological global crisis, warn the Alliance of World 
Scientists, which threatens ‘natural ecosystems and the fate of humanity’ and that will 
require humanity to take steps to lessen and mitigate its effects (Ripple et al, 2017). 
Crisis can be experienced as a warning and an opportunity to change course, and 
some cultures  see crisis as a window into inner knowledges.   

In their research about ancient visions of rural people, Bertus Haverkort and Wim 
Hiemstra investigate the concept of time held by the people of the Andes region of 
South America. They explain that for some indigenous people of this region time is 
intricately related to nature and agricultural experience. Their calendar and rituals 
synchronise the ‘productive practices’ with the ‘rhythms and cycles of the 
cosmos’ (Hiemstra, 1999 p. 181). The relationship between society and nature is 
constructed through the idea of Pacha, which symbolises both space and time. In this 
space and time continuum, development does not happen without envelopment, where 
a moment of crisis and rediscovering must take place. This rediscovering refers to 
one’s own knowledge, pointing at the idea that one is already in a position to know and 
is able to meet this knowledge because of a change of direction provoked by a moment 
of crisis (Figure 52). 

Figure 52 
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Similar to the Andean vision, scholar Richard Kahn approaches crisis as a ‘diagnostic  
philosophical concept that indicates  the need for personal critical deliberation toward  
the possibility of affecting meaningful change’ (Kahn, 2010, page 4). Because, he 
explains, the meaning of the word crisis is related to the ancient Greek verb krinein,  
meaning to decide.  

Seeing the moment of crisis as a precursor to a rediscovery of inner knowledge chimes 
with Shelley Sacks’ ideas of one’s ‘inner atelier’ as a space where one can go to 
imagine other possibilities. Sack’s ongoing work Earth Forum is based on this principle. 
In her essay for the book Personal Sustainability, Sacks describes a dialogue 
organised in a South African village in 2002 as an example of how Earth Forum works 
(Sacks, 2018). In this event she worked with representatives of five different parties, 
each holding vested interest in a conflict involving a car manufacturer development 
proposal. The parties were: the church, the youth, the traditional healers, the car 
company and the village committee elders. Sacks describes the process as one of trust 
and undoing political deadlocks, but does not shy away from recognising the complex 
social problems that were enacted through a conflict about land and access to land 
resources in this village. She asked people in the meeting to close their eyes and to 
imagine the contested area by the river: ‘to hold it, look at it very carefully, and also try 
to see the things that were not directly there, like the village upstream and the village 
downstream, and the seasons’ (Sacks, 2018, p. 179). After this initial imagining 
exercise she asked them to re-visit the imagining space and picture the car factory and 
connect with how they felt about it. The final exercise involved asking them to imagine 
how they hoped the place would be in a hundred years time. After these three visits to 
their inner ateliers they were invited to share what they have imagined with the rest of 
the group by exercising some active listening. Sacks explains that this process was 
intense and significant and that people shared their fears, hopes, dilemmas and 
feelings through their pictures. After this event, the car company dropped the project.  

In this work, Sacks’ position could be seen, using Bohn’s idea of dialogue described in 
Plough Through, as the position of facilitator. Equally, it could be seen as a position of 
learning, in the sense that she engages in working-with the community and learning 
with them about the problems and the possible solutions. Her teacher and mentor, 
Joseph Beuys, defined learning as something that happens in freedom. As a teacher 
himself, he would explain that ‘I never in any way attempted to force my own idea of art 
onto people. On the contrary, I always sought those possibilities which are inside every 
individual one of us’ (Glozer, L. 1984, p. 200). Similar to the point of crisis and the 
freedom of choice it generates (freedom to decide, to change direction), the position of 
dialogue is a position of learning in freedom (Richter, P. 2017). For Sacks, the outcome 
of the crisis through the process of dialogue was the confirmation that trying to resolve 
things by debating and arguing is not conducive to change, in contrast to ‘engaging 
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with a situation in a mode that enables collective imaginary engagement’ (Sacks, 2018, 
p. 179). For me this confirms the wisdom present in the Andean model of Pacha 
explored above, because the moment of crisis that the people in this village 
experienced was also an opportunity for enveloping, to rediscover their inner 
knowledge and then continue developing in a different direction.  

Discussing with Andrés, the future of his farm, his age and declining health and the 
possibility of imagining a future where shepherding has disappeared, is emotionally 
challenging. As we sat on the ground watching the sheep we discussed plans for the 
future, which involve teaching shepherding to primary school children. Having the 
space to imagine together other possible futures makes it easier to carry the weight of 
Andrés’ present predicament.  

Ecological and social issues related to the Anthropocene represent humanity’s crisis 
and a new lexicon and new knowledges will have to be imagined to speak of such 
things. New words, new situations and possible scenarios will have to be created as 
well as solutions to social and environmental problems. This means that new 
paradigms of affective affinity will have to be imagined, and art can contribute to the act 
of enveloping to visit one’s inner ateliers and one’s sources of knowledges to face the 
crisis. My works that came out of the investigations in Belalcázar align with the work 
that researchers such as Hiemstra and Haverkort do in promoting the conservation of 
other knowledges, support systems and ways of understanding which do not stand the 
test of Western scientific methodologies. Their investigative work helps to prevent neo-
colonisation, ecocide and cultural genocide as languages, social organisations and 
systems of knowledge are preserved and disseminated. The intention behind my works 
is that they equally help to preserve and disseminate rural knowledges from this part of 
the world and that they become more valued and valuable as a result. 
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Camelopard 

This chapter will be centred around the video work Camelopard, the focus will be 
placed on art as a means of connection between humans and animals and 
understanding and transforming human capacities to relate to and to care for non-
human animals. My own work Camelopard and works by artists Candida Hofer, 
Ackroyd & Harvey, Marcus Coates and Joseph Beuys will be analysed through 
questions such as: What value do humans place on animals? What do humans have in 
common with them? Are they a commodity for humans to use? What kind of 
relationship do humans choose to have with animals and what responsibility do 
humans have towards animals’ wellbeing and their habitats? 

Zoologischer Garten Paris II: exploring humans’ limited imagination and 
distortions in relation to animals 

Camelopard is a time based media work which comprises video, photography, 
drawings,  text, voice and sound. These visual and audio elements are put together in 
the video using digital and analogue collage. Employing this technique helped to reflect 
on ideas of global assemblages visually, highlighting the connections between living 
beings and their environment. Stylistically, it stands as a metaphor for biodiversity and 
multiplicity in relation to multi-species living.  

The video features images taken from the internet, such as images of polar bears 
scavenging for food in a polar base dump and images of dead polar bears, possibly 
killed by starvation caused by loss of habitat and climate change. Other images in the 
video, such a medieval drawing of a giraffe, are juxtaposed with photographs of 
animals to address problematics of representation of more-than-human animals. 
Another example is the image of a desert gazelle, taken during a visit to the Dubai 
Desert Conservation Reserve, and an anthropomorphic image of a pair of goats, taken 
from the Historiae Naturalis de Quadruples, a book by naturalist Jan Jonston, 
published in 1657. Combining images in this manner creates visual links, such as the 
undulating neck of a giraffe and the waves that the skin of the deceased polar bear, 
and creates a space in which human perception of more-than-human animals can be 
contemplated.   

The collages provide a background for the text, read by a male voice. The choice of a 
male narrator whose first language is English also forms part of the aesthetic decisions 
in the making of this video. The text uses a feminist perspective, critiquing the male 
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tendency of taking for granted access and consumption of the bodies of others, 
including animals. Employing a male voice to speak about maleness domination 
contribute to the idea of creating spaces for revising one’s values. 

The script is a text collage inspired by Rosi Braidotti’s book Nomadic Thinking, and it 
opens with words that speak about definition of self and others. This sets a narrative of 
division between beings and categorises that-what-is-not-I into otherness, highlighting 
current Western modes of understanding the world through separation rather than as a 
whole. At the centre of the creation of the other lies the idea that it is the self who labels 
what-is-not-self as other, exercising a form of Western anthropogenic tendency to 
extract the self from the whole and to perceive separation through negative difference. 
This idea will be further explored later on through the lens of ethologist Frans de Waal 
and his critique of the word non-human animal to define animals as lacking something.  

As the text unfolds, so does the video, playing with superimposing clips of a sheep 
whose bleating partially merges with the narrator’s voice. Because the text positions 
the other as the oppressed and powerless and names it as the woman, the racialised 
other, plants and animals, the sheep is positioned in its otherness to the male narrator.  

Describing the other as having a negative difference is accentuated by a medieval 
book illustration of a giraffe, showing a camel with a disproportionately long neck 
(Figure 53). 

Figure 53  

The word camelopard originates from Medieval Latin camēlopardus and from Greek 
kamēlopardalis, and it is composed by the words camel and leopard because the 
giraffe was thought to be a combination of both animals. Most artists and naturalists 
had never seen a giraffe in real life and had to rely on second hand experiences. In his 
book Historiæ naturalis de quadrupetibus, published in 1650, Polish scholar and 
physician Jan Jonston shows the camelopard together with illustrations of dragons, 
unicorns and hydras. The illustrations make up an account of the animal kingdom 
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which was dominated by the scholar’s imagination of the animal’s physical appearance 
and behaviour (Figure 54). 

                       
Figure 54 

Investigating Jan Jonston’s book, available at the Earth Sciences library in the 
University of Cambridge, is an invitation to visit a strange space where science, art and 
myth mix in equal measure. In this book, illustrated by Matthäus Merian, 
anthropomorphic, fantastic and realistic drawings are presented side by side. The 
drawings are organised on the same levelling plane of the book page which, together 
with the text in Latin, gives order, gravitas and value to Jonston’s study of the 
quadrupeds (Figure 55).  

 Figure 55 

Whereas it is easy to both dismiss and marvel at some of the drawings in this book, it is 
interesting to meditate on the value of these documents at the time of production as 
well as question what they might represent today. In the case of Jonston’s research, 
imagination mediated his scientific investigation in a way that distorted his intention of 
producing an objective representation of these animals. Incorporating the camelopard 

105



in my work addresses distortions in human perception of animals and sets the tone for 
Braidotti’s text.  

Some contemporary artists, such as Candida Hofer, use photography as a medium to 
access aspects of human-animal relationship. Operating from her habitus (Western, 
white, European) but with a discerning and critical photographic gaze, she has 
portrayed wild animals kept in zoos. In this thesis, habitus is understood to be the all 
permeating, prior to self conscious invisible environment common to a group of people 
which ‘is inscribed into the bodies and minds of humans as an internalised, implicit 
programme for action.’ (Eriksen, 2001, p.91).  

In her study of captive animals in zoos, Hofer addresses collective imagination, or lack 
of it, in relation to the wild in its present state, which appears as something controlled, 
managed and artificial. The images show wild animals kept in painted and sculpted 
enclosures with backdrop landscapes resembling dusty opera theatre stages. Looking 
at Hofer’s works makes me reflect on human capabilities and limitations to relate to 
animals and how that affects animals and their habitat (Figure 56). 

 Figure 56 

Hofer’s photographs raise questions about displacement and domination and they 
speak of values and emotional human-animal distancing. Camelopard explores 
proximity and distance between humans and animals, both visually and through 
Braidotti’s text, suggesting that it is humans’ limitations of the understanding of animals’ 
nature that shapes humans’ relationship with animals. 

In the video Andrés’ mules can be seen in full plough gear and collar, guided by him, to 
move forward, hauling something with difficulty. The narrator’s voice speaks of the 
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other as structurally necessary for validating the dominant systems and for rendering it 
its meaning. As the camera zooms out and the mules move away from the camera, the 
carrying artefact that they are pulling is slowly revealed. Contraptions such as these 
are hand made by the farmers and they demonstrate a sophisticated understanding of 
even distribution of weight as well as minimum friction and consequent damage-
limitation when dragged along the soil.  

Braidotti’s text, read by a male voice in the video, appeals for the ‘disengagement of 
social practices of difference from the web of relations of power and domination’. As the 
mules walk away, guided by the shepherd, the narrator’s voice says ‘in which they have 
been functioning for so long’. The mules carry on walking. The silence acts as a space 
for sense-making of both video and text and allows for questions related to the issue of 
domination to emerge. Is the video referring to human domination of nature and 
animals? Is it also referring to domination of one type of knowledge, the scientific 
knowledge, over other more organic knowledges of the countryside, its peoples and 
animals? Is it the domination of the capitalists agro industries over the biodiversity 
respectful ways of traditional farming? Or is it the domination of reason over 
imagination?  

Conflicted Seeds + Spirit and Red List:  species extinction, imagination and 
childhood experiences  

Conflicted Seeds + Spirit is a work by artists Ackroyd & Harvey which engages with the 
distressing aspect of species extinction due to human activity. Through this work I will 
explore how art can be a catalyst to elucidate value in relation to human responsibility 
towards other species. 

Conflicted Seeds + Spirit was commissioned by the University of Cambridge Museums 
in 2016. Ackroyd and Harvey germinated seeds of trees which are on the brink of 
extinction and showed them together with photographs of animals preserved in spirit 
from the Cambridge Museum of Zoology collection (Figure 57). They presented the 
trees coupled with the animals with which they would have had some interaction, 
bringing to the viewer’s attention that trees are habitat to a myriad of species. 

Ackroyd & Harvey made the decision to use photographs in this work to depict the 
extinct animals. These images are taken from the university’s archives and they 
resemble photographs one could find in a lab or in scientific books. These aesthetic 
and artistic decisions bring about associations of values, like in this case, values 
related to science.  
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Figure 57 

Camelopard employs a diversity of photographs, taken from books,  the internet, or 
specifically shot by me. It also includes family photographs, such as the image of my 
daughter, then three years old, interacting with our donkey. This image is presented in 
tandem with the narrator’s voice saying ‘the key term here is complexity’. The decision 
to include the image of a child at this point in the video intends to engage with the idea 
that inter-species connections must be fostered at an early age if disconnection from 
nature is to be bridged (Berger. J. 2009). For British artist Marcus Coates, his 
relationship with nature and his fascination with wildlife, particularly endangered 
animals, started when he was a child. He and his brother developed a strong physical 
attachment with the Siberian tiger, by imaginarily measuring its size in their childhood 
house. Remarkably, his obsession with the Siberian tiger lasted until the day his father 
took him and his brother to the zoo to see one. He lost interest in the animal because it 
was not mediated by imagination any longer and he could not engage with the animal 
in an insightful and intimate experiential way. For primatologist and ethnologist Frans 
de Waal the role of imagination in humans’ relationship with animals is paramount: 
‘Even though we can’t feel what they feel’ he says, ‘we can still try to step outside our 
own narrow Umwelt  and apply our imagination to theirs.’ (de Waal, 2016, p.9). 12

Something that is also supported by John Berger: ’To suppose that animals first 
entered the human imagination as meat or leather or horn is to project a 19th century 
attitude backwards across the millennia’ suggesting instead that animals entered 
human imagination as messengers and promises first (Berger, 2009, p.4).  

The work Camelopard appeals for imagination to open up the discussion of the animal-
human relationship in all its complexity. The narrator says ‘any argument for multiplicity, 
which does not respect the complexity, which means the internal dissonances, is 
merely a quantitative variation of one-directional thinking’. Interspecies commitment 
advocates (SPANA, The Donkey Sanctuary, Development and Cooperation, SPCA) 
and the press (The Guardian, BBC, Ghana Press) have been raising the alarming 

 the world, environment and surroundings as it is experienced by a particular organism12
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news that donkeys are being killed in their thousands around the world for their skin to 
be sold in China to make an elixir which Chinese people believe boosts fertility. The 
complex issue of animal exploitation to the point of extinction raises multiple ethical and 
philosophical questions, which often remain unsaid, buried under heavyweight 
arguments of profit, right of poor nations to develop whatever the price for other beings, 
globalisation and progress.  

The photographs of dead and extinct animals in the work Conflicted Seeds + Spirit 
provoked in me the feeling of being in the presence of something unique, something 
which has been and cannot be reproduced. Roland Barthes discusses time as one of 
the components of photography, he calls it the unexpected flash that sometimes 
crosses the field of the photograph and which is composed of intensity. Time, he says, 
is the lacerating emphasis of knowing that what we are looking at was once there, that 
which has been (Barthes, 2000, p.96). The medium of photography, albeit an example 
of reproducibility, is used by Ackroyd & Harvey to convey to the viewer the uniqueness 
of the animal photographed, the irreversibility of its loss, the slice of time in which they 
were still alive, but now frozen in spirit and photograph alike.  

The emotions and memories that these photographs elicit in me act as an entry point to 
my internalised values. I am, as a viewer, connected through my feelings to these 
photographs of dead animals suspended in jars and I am transported to my childhood. 
My grandfather used to buy for me the Encyclopaedia of Animals, a series of weekly 
collectable magazines which, when put together, made for an impressive and 
comprehensive compendium, with photographs in full colour (Figure 58).  

  Figure 58 

I engaged with the images of the animals and it was through this encyclopaedia that I 
learnt the meaning of the word extinct. I remember the clear emotion prompted by 
seeing a photograph and learning that the animal in the image was extinct. I was aware 
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that I was a child but that I was feeling a profound emotion which belonged to the world 
of adults. 

Have I been, all this time, making art backwards for that girl who experienced the 
tremendous solitude of realising that the species she belonged to was responsible for 
another species’ extinction? 

Red List, by Ackroyd & Harvey complement this project, consisting of a large canvas 
with the names of endangered species printed onto it, both in Latin and common 
names. Visitors were invited to choose one of the names and highlight it with a marker, 
which was provided by the exhibition invigilators. Being a personal friend of the artists, I 
attended the private view and opening, for which Sir David Attenborough was guest of 
honour. He, myself and several other visitors participated in the gesture of highlighting 
the names of those species listed on the Red List canvas (Figures 59, 60). Discussions 
about animals seen in abundance in childhood but now very rarely multiplied among 
the attendees during the event. The work created the space for these discussions to 
happen.  

            

  

  Figures 59, 60 

Stranded: entry point to loss due to environmental degradation 

Facing ecological challenges, such as a species extinction, can be a daunting 
prospect, not because of lack of information about it but because of not knowing how to 
process such information and make sense of it. There is an emergent field of 
psychology which is focused on this particular aspect and addresses how people deal 
with loss and mourning of ecological dimensions. American psychologist Renee 
Lertzman specialises in this field, and she believes that the ‘greatest barrier facing 
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engagement is not more education or awareness-raising about these issues but how 
people feel about them instead.’ (Lertzman, 2015, p. 33). Lertzman’s current research 
sits on previous investigations in the field, when back in 1960 the father of 
ecopsychology, Robert Greenway, often irritated his teachers at Brandeis University 
with his insistence about the linkage between ecology and psychology  (Greenway, 13

2000). 

Psychology is still largely unused as a tool to understand the many complex strategies 
that human beings employ, consciously or unconsciously, to avoid painful experiences 
and distress. Lertzman advocates for psychology, with its ‘fine-grained attention’ as 
uniquely positioned to elucidate issues about human-nonhuman relationships 
(Lertzman, 2015, p.12). In her book Environmental Melancholia, she says that we need 
to move away from a sense of loss that disruption caused by environmental issues 
sometimes brings about, to a new kind of environmental subjectivity which overcomes 
the apathy of detachment and the resignation of passivity. Lertzman addresses the 
idea that value plays a major role in this process: ‘I realised we needed radically 
different ways of addressing the lived experience of ecological degradation. That is, to 
go beyond whatever values, opinions or attitudes we may have and to appreciate the 
messier, complicated negotiations that can come with an environmental 
awareness.’ (Lertzman, 2015, p.14). Whereas the ability to initiate this shift is 
something that Lertzman attributes exclusively to the discipline of psychology, this 
thesis advocates for the idea that art can provoke a revision of one’s values by finding 
entry points to those values, sometimes deeply buried in the unconscious, and creating 
space for the viewer to come face to face with those values. This idea rests on theories 
that the unconscious  of the artist speaks directly to the unconscious of the viewer 14

through the artwork (Perry, 2015). Certain works of art can activate experiential 
moments whose qualities go beyond the analytical and the verbalised, opening doors 
to unconscious associations and emotions that are elusive to everyday consciousness, 
maybe because, as Italo Calvino suggests, ’the unconscious is the ocean of the 
unsayable’ (Calvino,  1982, p.19). Sensing the workings of the unconscious is partially 
accessible through signals and certain artworks can elicit such signals through a rich 
fusion of emotions and alignments created by imaginative identification (Wilson, 2002). 
Some aesthetic experiences of artworks can pull out associative data that build bridges 
between the conscious and the unconscious, which can contribute to create an inner 
space for reflection in the one who is experiencing the work.  

 https://www.ecopsychology.org/journal/gatherings/personal.htm13

 The word unconscious is not used in this thesis as the Freudian definition of unconscious  14

and his division of the unconscious into categories of ego, superego and id, read as primitive 
and animalistic in opposition to conscious thought which he considered rational and 
sophisticated. This thesis uses the term unconscious in line with current understandings of the 
unconscious as a sophisticated and adaptable human attribute which helps the human mind to 
operate more efficiently (Wilson, 2002)

111



I will attempt to unpack the psychological effect that Ackroyd & Harvey’s work Stranded 
provoked in me (Figure 61). This work was produced while the artists were 
collaborating with the Cetacean Stranding Programme in 2005. For this work, they 
removed a stranded whale’s skeleton and cleaned the bones. They then immersed the 
bones in a highly saturated alum solution which encrusted the bones with a chemical 
growth of crystals. The result of this process makes the skeleton strangely beautiful 
and decorated, although the crystal formations represent, according to the artists, 
something more sinister: the acidification of the oceans. Stranded speaks of how the 
delicate chemistry of the water has changed due to an increase in carbon dioxide 
entering the atmosphere caused by the burning of fossil fuels. Ackroyd & Harvey want 
to communicate with the work that the seawater is turning sour and that this negatively 
affects marine creatures, corals, molluscs and tiny zooplankton, the major food source 
of many marine animals, including whales.  
 

 Figure 61 

Ackroyd & Harvey’s acidified skeleton points at loss beyond repair, as coral reefs are 
on course to become the first ecosystem that human activity will eliminate entirely. The 
sense of loss that Stranded communicates to the viewer connects with the sense of 
loss that moved the artists to produce it in the first place. They had to process the idea 
of being part of the species that is causing the planet’s pollution and degradation. Their 
work opens up a space in which one can meditate on such loss: one can look at the 
beauty of the crusted crystals, admire the perfection of the whale skeleton’s design, 
engage with the text intellectually and with the installation as a whole aesthetically; 
while at the same time processing the idea that it is not only one species but a whole 
ecosystem that can be lost due to human-made acidification of the oceans. These 
complex insights are allowed to unfold in the space created by the experiencing of the 
work. In this space one can reflect on beauty, nature, tragedy, cause, effect and the 
consequences of human excess and make connections between them.  
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These associations create bridges between the conscious and the unconscious.  I can 
see myself in those connections. I do not want whales to become extinct or coral reefs 
to disappear. I look at my values, I see my part in this mess, I see how difficult it is to 
change things in the social economic system that created the pollution in the first place. 
I think about this. I feel about this. These psychological processes were triggered by 
the work and they unfolded in a space also created by it. 

Apology to the Great Auk: creation of a space where to address responsibility 
and conservation of threatened species 

Marcus Coates’ 2017 video work Apology to the Great Auk, deals with these complex 
human emotions, which are elicited by the acknowledgement that people were 
responsible for another species’ extinction. The video starts with a view over Fogo 
Island landscape and a superimposed text which reads ‘The Great Auk, a bird once 
numerous around Fogo Island, Canada, was killed in vast numbers for its meat and 
feathers. By 1844 it was extinct worldwide.’ 

Coates travelled to Fogo Island where he organised a committee of residents to write 
together an apology to the once ubiquitous bird. He met with the island’s mayor and 
handed him the statement that the committee had agreed on. The mayor was asked to 
ratify it and read it out in public at an apology event, which was set up for the occasion.  

One of the first questions that was addressed by the committee was who is this 
apology coming from and who is it on behalf of? This was the most discussed issue 
among the committee members, the artist and the mayor and judging by the tone and 
precaution displayed in the conversations, attributing responsibility for another species’ 
demise is a controversial and delicate matter within the complexity of species 
extinction. Consensus was reached when the participants established that they would 
apologise as representatives of humankind.  

The committee decided that they would do the announcement towards the sea,  
emphasising that the people of the island were taking a lead in apologising for the 
bird’s extinction (Figure 62).  The text reads ‘we acknowledge the historical habitation 
of these territories for over five million years. We acknowledge your numerous and 
successful populations here, the largest of your breeding colonies in the world. You had 
the right as a species to inhabit these territories and to exist in the manner you were 
uniquely adapted to.’ The apology does not shy away from sentiments of loss and 
responsibility, such as stating that ‘Your absence is an irreparable loss which we will 
continue to mourn.’ and ‘we apologise for those who were directly responsible for killing 
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you in numbers that exceeded the need for personal survival and whose actions were 
motivated by financial profit or gain.’ 
 

Figure 62 

The apology ends on a forward looking note, advocating for learning from this mistake 
and making sure that people remain vigilant over their capacity for destruction, it calls 
to strengthen relationships between species and do everything to scrutinise motivations 
and actions towards other species.  

As the mayor reads the text through a megaphone to a sea and coastal landscape, the 
emptiness left by the extinction of the great auk grows and fills the space. The bird is 
there no more and in a way, as a viewer, my only option is to connect to this bird, like 
Coates connected to the Siberian tiger when he was a child, through my imagination 
and my feelings.  

Coates has often expressed that by his commitment to his imagination he is able to 
challenge the idea that one lives in one reality, and that by engaging his imagination he 
is able to enter into this other world where he can see things clearly. He has stated that 
imagination is devalued by society but to him it is a tool to access his unconscious and 
his inner knowledge. Speaking at Meaning 2015 Conference he invites people to place 
greater value in the unconscious and to use its power to solve the problems faced. 
Coates’ approach is aligned with the previously discussed Andean cosmology ideas of 
access to inner knowledge as well as with the previously mentioned statement by 
Grayson Perry about the unconscious and art.  

I will put forward the idea that works such as this one help to identify that one’s values 
can be invisible to one, that they are not necessarily the result of one’s conscious 
choices but of socially constructed habitus and that entry points to habitus can happen 
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tangentially through the artwork, which creates a space for values to become visible 
(Crossick & Kaszynska, 2016).  

In the work Camelopard imagination is partially provoked by the constructions and 
obstructions that the collage of words, images, drawings, videos and sound create. 
This rich tapestry of images and sound, presented in succession, allows for 
connections, links and mappings to be made. These connections may be formal and 
meaningful,  such as the teeth of the monkey being used in a lab echoing the teeth in 
the monkey in Jonston’s book (Figures 63, 64).  

Figures 63, 64 

The video offers, in its time medium, a sense of forward movement. Unlike in this 
thesis, where the two images can be seen side by side on the same page, the video 
does not show the two images side by side on a split screen for them to be compared 
directly. Once an image is replaced by the next one in the video, all the viewer has are 
residues and traces of the previous image and its evanescing details. While the 
viewer’s act of looking is already engaged with the next image, those residues and 
traces linger to become attached to any similarities in the new image so as to anchor 
the previous one and link it to the new image in cinematic succession.  

This technique is used throughout the video because photography, viewed as a static 
frame, serves as surfaces of information which are, using Deleuze’s words, ‘legible as 
well as visible’ (Deleuze, 1986, p. 14). Deleuze’s stance in relation to the frame is that 
the limitation of its legibility lies with the viewer, not with the image. ‘If we see very few 
things in an image’ says Deleuze in his book Cinema 1, ‘this is because we do not 
know how to read it’ (Deleuze, 1986, p14). Deleuze’s idea of the frame as agent that 
teaches the viewer what to read in the image implies that the image, and by extension 
the photograph that would constitute the image in each frame, is a source of 
information. In digital video there is no actual physical frame developed onto celluloid, 
and deconstructing the moving image into a collection of stills that give the illusion of 
movement when projected in succession remains elusive in the pixelated binary world 
of the digital video. However, the idea of a frame serves the purpose of accessing the 
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video through the reading of the image, using the static frame as proxy for the 
photographs that compose it. ‘The image is not just given to be seen’ says Deleuze, 
which reinforces the idea explained above that what is read in an image on a video 
lingers once the image has disappeared, being replaced by another image (Deleuze, 
1986, p 14). As the image that follows contains certain visual and thematic aspects that 
are similar (small monkey, monkey’s teeth), some aspects of what is read from the 
previous image attaches itself to the next one. As such, Deleuze’s idea that the image 
is legible as well as visible refers to the visual, emotional and psychological 
understanding of the image in question. This means that each individual image is read 
for meaning as well as form, and this affects the reading of the video as a whole 
experiential time base media.  

The video also combines images of camels taken at the annual most prestigious camel 
race in Kuwait, which I had the opportunity to visit as a guest. The champion camel’s 
head is plastered in saffron ointment, which will stain his hair for months, so as to be 
recognised as a champion wherever he goes (Figure 65).  

Figure 65 

These are visual indicators of value that emit signs for those who can, as Deleuze 
says, read them. Together with the images of the pampered champion camels, the 
video shows images of ex lab chimps abandoned on a Liberian island, extending their 
hands and begging for food. Juxtaposing these images allow for an emotional as well 
as intellectual montage that explores connections between different values that are 
assigned to animals as they are elevated to the category of prestige and equally 
discarded when their bodies and their abilities do not serve humans any longer. The 
collage of images in the time based media creates narratives such as the above 
explained about the use of animals as carriers of values but it does so in a not 
completely explicit way, which brings forward the need of sense making to be activated. 
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Dawn Chorus and Camelopard: entry points to anthropocentrism and endo and 
exo groups 

Another one of Coates’ works, Dawn Chorus, approaches the question ‘How does it 
feel to be an animal?’ by exploring it through the media of video. This work is a fourteen 
video installation, each portraying a person singing like a bird (Figure 66).  

Figure 66 

The collectivity and immersive experience of this installation recreates a morning 
chorus in a woodland, with birds singing ferociously during spring time. The video is 
speeded up, resulting in each person being portrayed exhibiting movements and 
physical behaviour similar to birds. The characters in each video move and emit sound 
with comical yet uneasy urgency, as if possessed by a strong force, not completely in 
control of what it is happening to them.  

In its aesthetic integration of two species, Dawn Chorus questions the idea of 
separating homo sapiens from birds. The work prompts one to consider the way in 
which separation brings about classification, value judgement and hierarchies. I am 
reminded of Frans de Waal and his insistence not to compare ‘between humans and 
animals but between one animal species -ours- and a vast array of others.’ (de Waal, 
2016, p.5). In Dawn Chorus Coates reverses anthropomorphism and blurs the 
differences by projecting the behaviour of birds onto humans, which results in altering 
of values by mixing hierarchies. Coates’ work elicits the question of how does being a 
bird feel, poetically, visually and aesthetically. Watching Dawn Chorus does not provide 
a sense of experiencing the animal’s umwelt but it strangely allows for some oblique 
experiential metaphor as humans are seen in their own umwelt (a hotel room, a car, an 
office) performing a bird-like behaviour.  
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In the video Camelopard, the action camera attached to the sheep may grant the 
viewer a metaphor, which has to be completed by the viewer’s imagination, for the 
sheep’s way of perceiving her own umwelt. As the sheep moves from one patch of 
grass to the next in between the other sheep and lambs, the narrator’s voice completes 
the sentence [an intimate and inner-looking relationship] ‘framed nonetheless by the 
dominant human and structurally masculine habit of taking for granted free access to 
and consumption of the bodies of others, animals included.’ Suddenly, these words 
affect the manner in which the sheep in the frame are seen: they are livestock, they are 
bodies whose sole purpose is to be consumed by humans.  

If a body of an animal is kept to be consumed, the human must not allow for this body 
to be animal, it must be viewed as a thing, a commodity. Emotional attachment does 
not come into the equation in order to maintain these values. Spanish philosopher and 
environmentalist Jorge Riechmann explains that wild animals do not belong to our 
emotionally invested spheres and farm animals, albeit physically close to our spheres, 
are emotionally kept out of them (Riechmann, 2005). Riechmann claims that our 
emotional map of relationships creates endo groups and exo groups, meaning inside a 
group or outside a group respectively. He says that it comes naturally to treat members 
of the endo group one belongs to with empathy and compassion because our feelings 
are invested in it, we protect those that belong with us. By contrast, it does not come 
naturally to treat beings in exo groups with empathy. Endo and exo groups demarcate 
emotional, psychological and geopolitical territories and they assign value to a being 
depending on which group it is placed in. Riechmann thinks that humans choose to let 
some into the emotional space of endo groups, which are called pets, whereas they 
choose to leave others out, those are called livestock, wild or pests. The emotional 
value of the animal changes depending on a deliberate decision to allow them in or 
leave them out of the group. 

In the work Camelopard, the endo and exo group conundrum is addressed through the 
text by unpacking and exploring the ideas of otherness and differentiation as the 
impulses behind value assignment to animals, justified by the hierarchy that reason 
exerts over those regarded as different. This is apparent in Braidotti’s statement ‘The 
ancient metaphysics of otherness rests on an assumed political anatomy, according to 
which the counterpart of the power of reason is the notion of Man as rational animal.’ 
The narrator’s voice reads this sentence as an orang-utan moves up and down a fallen 
tree, and faces a bulldozer being used to make a clearing in the jungle to cultivate palm 
oil. The voice continues, ‘This ruthless exploitation was due not only to the species 
hierarchy upheld by the old metaphysical system, namely, their alleged lack of innate 
rational soul and consequently a will and sovereign subjectivity of their own’. 
Camelopard may create a space in which to question the idea that animals do not have 
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agency for a subjective experience of their own umwelt as a result of lacking a rational 
soul. In this space other possible realities can be imagined.  

I Like America and America Likes Me: entry point to human and animal shared 
animality 

In May 1974 Beuys made use of a coyote in this carefully choreographed performance 
for the occasion of the opening of Rene Block Gallery, in New York. In a video which 
documents this performance Beuys can be seen arriving at JFK airport, then walking 
towards an ambulance which is waiting for him, his right hand covering his eyes. He is 
received by a group of assistants who proceed to wrap him in blankets, lay him down 
on a stretcher carrier and lift him into the ambulance. The ambulance drives off to the 
gallery, where artist and coyote spend three days in the same room, furnished with only 
a number of objects: a felt blanket, a shepherd’s stick, gloves, a flashlight and copies of 
the Wall Street Journal, the latter delivered daily for the duration of the performance.  

Having been part of the German air force during WWII, Beuys was very conscious of 
the destructive effects of division between peoples and of the urgency of healing as an 
act of creativity. For I like America and America Likes Me Beuys meets the coyote as a 
German shaman, someone who seeks visionary contact with an animal to obtain 
deeper meaningful understanding and, ultimately, healing. Shamanic methods require 
the shaman to take the power of the animal, including its language (Eriksen, 2001). In 
shamanic ceremonies both the shaman and the animal look together for a polluting 
object to obliterate. In this performance, Beuys and coyote worked with the Wall Street 
Journal as the polluted and polluting object, which had to be healed and which the 
coyote dutifully urinated on.  

With this performance Beuys challenges American values and hegemony. By seeing 
nothing of America from his arrival to his departure but the coyote, Beuys places value 
on the animal above all the rest of America. Bypassing the history of European settlers, 
he connects directly to the Native American peoples’ culture, for whom the coyote was 
believed to posses the power to move between the physical and the spiritual world. 
After the arrival of the European settlers, coyotes were seen as a pest to be 
exterminated. Beuys both uses the coyote as the medium for healing and a symbol of 
the cultural genocide and damage inflicted on the First Nations at the hands of white 
men. 

On the occasion of art event White Wood Forum, Art and Sustainability: Joseph Beuys 
and Beyond, held in Scotland in 2016 where I was invited to present a paper, I was 
able to experience again this video together with other previously unseen videos of  
Beuys. There I met Rhea Thonges-Stringaris, who co-organised documenta 6 with 
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Beuys and collaborated with him on many occasions afterwards. I had then the 
opportunity to discuss the work I love America and America loves me with Rhea and 
other attendees: the work created the space for us to discuss non-human animals as a 
source of inner knowledge and healing. The conversation explored aspects of human-
animal shared animality and learning from animals. Professor Shelley Sacks, keynote 
speaker at this event, contributed to this discussion with the idea that when new 
conversations and new synergies emerge triggered by art works it is as if people were 
making social honey, which implies working-with and co-learning.  

I watched the film again at the exhibition Animals and Us at Turner Contemporary, 
Margate, in 2018. I spent a day observing people’s reactions to the work and informally 
talking about it with visitors (Figures 67, 68, 69).  

Figures 67, 68, 69 

The common themes of the conversations I had revolved around ideas of proximity 
between animal and human, and animals as providers of answers and wisdom for 
humans. It is interesting to note that these might not represent Beuys’ original 
intentions when he conceived and performed this work. This thesis is not concerned 
with perfect alignments between artists’ intentions and impact on viewers but with what 
values are made visible by the work and what spaces are created by the art practice 
and artistic experience for revising those values in different contexts. This work, which 
was created in 1974, takes on a distinct relevance now as the WWF Living Planet 
Index reveals that populations of 4,005 species have declined by 60% in abundance 
since 1970.  
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Camelopard: entry point to animals’ otherness  

Returning to the work Camelopard, the footage showing the encounter of an orang-
utan, a group of loggers workers and their bulldozer illustrates the link between palm 
oil, deforestation, loss of habitat for the orang-utan and their decline in numbers. The 
men are clearing an area of the rainforest where the orang-utans live, to make way for 
palm oil plantations. When the narrator mentions reason the orang-utan moves down 
the tree trunk towards the right side of the screen where the large arm and claw of a 
bulldozer appears from the right upper corner of the screen. The orang-utan moves 
towards it and confronts it raising his arms. He looks desperately vulnerable against the 
machine, which is, strangely, of a similar orange colour as the animal. The orang-utan 
either climbs down the tree or falls because of the shooting of a tranquilliser dart, it is 
not clear. There is no sound in this clip but the last words spoken by the narrator still 
resonate while this drama unfolds, and the words ‘power of reason’ and ‘man as 
rational animal’ sound quite unfitting and incongruent for this footage. The narrator’s 
voice returns and asks: ‘how can we respect animal’s otherness, how can we address 
this issue in its immanent and material specificity without falling into the worn-out 
rhetoric of human dignity defined as the denial of our shared animality?’. This passage 
offers a space to reflect on the value of reason and the value of animals’ habitat and to 
ponder about whether allowing animals emotionally and physically into human’s endo 
group is enough to guarantee that their needs are understood and wellbeing is 
protected.  

In Spain, the legal status of an animal is still today the same as of a thing, like, for 
instance, a football ball. There is an argument that criticises this ‘Kantianism for people, 
utilitarianism for animals’ approach and puts forward the idea that non-human animals 
are subjects-of-a-life and as such they posses inherent value, without the need to be 
proven valuable to humans (Nozick, 1974, p.39). The phrase Kantianism for people 
comes from the seminal work Anarchy, State and Utopia, by Robert Nozick and it refers 
to the ‘underlying Kantian principle that individuals are ends and not merely 
means’ (Nozick, 1974, p. 31). As such, human beings may not be used, harmed or 
sacrificed to achieve higher or other ends without their consent. Nozick points out that 
this is not the case for how animals are used by humans, hence the idea that, in an 
utilitarian view of other species, animals are seen as objects rather than subjects. In  a 
prominent social psychology and ethics paper by Caviola, Kahane, Everett, Teperman, 
Savulescu and Faber, published by Harvard University, the authors explore theories 
about harm, harming others and harming animals, capturing and exploring inter-
species moral differences. In this paper they explain that deontological constraints in 
harming other humans are based on Kantian theories of humans’ unique rational 
nature. If it is scientifically and philosophically accepted that animals do not possess a 
rational nature, thus humans are not faced with ethical dilemmas and harming restraint  
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towards animals because they are not rational. Ethically prioritising humans over 
animals is based on ideas and values of species-membership, which is called 
speciesism (Caviola et al., 2019; Horta, 2010; Singer, 1975). This analysis echoes 
Braidotti’s text explained above and her magnificent use of compound adjective worn 
out to address the idea that human dignity rests on rhetorics of denial of human 
animality, which humans share with non-human animals. Even this description (non-
human animal) rests on human efforts to separate himself from the animal kingdom, if 
not by exclusive repository of tool usage ability, then, by exclusive depositary of reason 
(Kant). Primatologist Frans de Waal dislikes the adjective non-human because it lumps 
in one group all the other species under the value of absence, as if they were ‘missing 
something’ (de Waal, 2016 p. 28). Humorously, he says that if an orang-utan is a non-
human animal it should also be called non-penguin, non-hyena and so forth.  

How then can this otherness be addressed, understood and respected? Artistic 
practices offer other ways of observing which are ways of looking through and beyond, 
offering thus a different perspective when addressing animals’ perceived otherness. 
Most scientific animal researches approach animals as objects of human knowledge. 
‘What we know about them’, says John Berger, ‘is an index of our power, and thus an 
index of what separates us from them. The more we know, the further away they 
are.’ (Berger, 2009, p.16). Artistic practices can bring another kind of knowing, one that 
is not necessarily based on indexes of power but one that considers animals as having 
access to their own capacities for knowing and their individuality. It is this recognition of 
the animal’s individuality and agency which will spearhead the shift from exo to endo 
grouping of animals. The work Camelopard speaks visually and poetically of the 
attempt to create a single animal-human endo group for both humans and non-human 
animals alike by employing other knowledges to connect to animals and understand 
their needs.  

The footage of the orang-utan confronting the bulldozer is followed by an image of an 
orang-utan behind bars, kept in a rescue centre, his left hand amputated. It is possible 
that he had lost his hand in incidents related to deforestation, he is not in his habitat 
and he is not free. The narrator’s voice closes the text and the questions asked 
throughout the video with the following statement: ‘My answer is: by stepping beyond 
anthropocentrism……..’. This sentence is narrated while the images change in quick 
succession, the first image shows two scientists in lab coats in a lab environment 
forcing something down a beagle dog’s throat through a tube. The lab workers wear a 
face protection mask and gloves, which suggest whatever they are forcing the dog to 
swallow is toxic. 

The last image in the video shows a girl and a donkey. Her gaze and her body 
language express warm feelings of attachment to the donkey. The narrator’s voice still 
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lingers and mixes with the girl’s look ‘to try and look at the world from a dramatically 
different perspective’. The words and the image combined can be read as a genuine 
invitation to feel like a child can feel. The girl in her yellow t-shirt and jeans supported 
by braces is lying back on top of the donkey (Figure 70). The donkey is casually 
grazing, the girl is completely relaxed. She looks at the camera. The video ends.  

Figure 70 

Camelopard: entry point to acts of domination 

The above image sits in contrast to an archival image which I came across in my 
research for the making of Camelopard and which speaks about the themes that 
Braidotti’s text addresses in the video: value and domination through otherness. It 
depicts a mountain of bison skulls to be used as fertiliser by North American settlers in 
Rougeville, Michigan, ca.1890. A human is standing on top of the ‘animal’ making the 
animal’s otherness extreme, the human-animal difference exploitative and the life of the 
animal diminished in value compared to what the animal can render in profit when dead 
(Figure 71).  

 

Figure 71 

Decolonising discourses critique the use of socially constructed otherness to justify 
exploitation, oppression and extractive practices, common to colonialism. If thinking 
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colonially can be identified with Western thinking, it is important to point out that, albeit 
having roots in European thinking, not all of Europe is western and not all western 
thinking is linked to Europe. According to Stuart Hall, the West is mainly a language for 
imagining social relationships which grants license to condense complex societies into 
systems of representation that justify oppression by othering (Hall, 1992). As such, 
reducing complex life systems through othering stands for ideologies and practices that 
can be replicated in different settings, against different subjects, as Braidotti’s text in 
Camelopard suggests, these can be the woman, the racialised other, the animals and 
the environment.  

There is an argument for linking the colonialist mind set of appropriation through 
othering to anthropogenic ecological destruction caused by extractive capitalism. 
Concepts such as the West (or western), colonialism and capitalism, do not represent 
single meanings but short-hand generalisations of ideas and figurations, historically, 
geographically, politically and culturally entangled. The West can be defined as a type 
of society that stands for development and industrialisation, and aspiring to become 
western might get caught up in discourses for development. Camelopard visually 
addresses western ideas of development represented, for example, by the workers 
operating a bulldozer; as well as ideas of othering being imposed on the orang-utan, 
who had to be shot by a dart and removed from his habitat as he was, in this case, 
obstructing industrial development.  

However, this thesis is not preoccupied with solving sociological problems as to what 
came first, the idea of the West or western societies, nor to try to unpack and 
understand the complexities of the West and its colonial legacies. The position of my 
practice-based research in relation to western thinking is that, by investigating the 
connections between colonial, western and advanced capitalist practices in relation to 
othering it highlights values, such as supremacy of one group over another, that justify 
exploitation and domination. As such, the aim of the thesis is not to put forward causal 
interpretations of capitalism by either taking Weberian stances (that capitalism was 
born out of religion) or Marxist ideas (that all social endeavours are based on economic 
foundations), but to try to find the common link in these mechanisms of exploitation 
(Weber, 2011, Federici, 1975). This thesis’ position is that the idea of supremacy, in 
whichever form it might take, be it white race over black race, settler over native, male 
over female or human over non-human animal, entails oppression and exploitation and 
leaves traces of trauma and obscenity.   

The link that this thesis proposes is that certain values present in colonialism and 
advanced western capitalism are based on the subjugation of one form of life by the 
hands of another. The text in Camelopard offers a resolution, a way out of subjugation 
and exploitation: using Braidotti’s text it proposes to step beyond anthropocentrism. 
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Braidotti’s words and the images and photographs that make the video conspire to 
suggest that thinking decolonially and thinking beyond anthropocentrism might offer the 
possibility to deconstruct structures and habits of exploitation through othering.   

This chapter has explored the links between devaluing, exploitation and domination by 
othering through the analysis of artworks that address extinction, extraction and 
obliteration. Camelopard and the other art works analysed in this chapter open up 
spaces for a multiplicity of answers to the complex questions around value and 
exploitation to emerge and allow for emotions, inner unresolved issues and 
contradictions to coexist in these spaces of self-reflection. These works have shown 
that the value of animals can be dictated by culture (Red List), that shamanism and art 
can operate outside social conventions and can seek deeper meanings, connections 
and healing (I Love America and America Loves Me), that humans and animals have in 
common sensory and sentient capacities (Dawn Chorus), that awareness can be born 
out of experience of loss (Apology to the Great Auk) and that failing to value other 
beings can result in obliteration of biological diversities (Camelopard). 
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Shifting Gaze, Shifting Value 

In this chapter an image will be analysed in relation to value, by investigating what is 
worth photographing and the qualities of photography to communicate value within the 
context of the fieldwork in Belalcázar.   

This image depicts Andrés Galindo Pizarro and his mules, posing on his land. The 
image was taken and sent to me by Andrés’ lifelong partner, Eugenia Vigara Cabanillas 
(Figure 72). This image is pivotal from the years spent on visits and field trips 
photographing the shepherds’ and farmers’ animals, land, trees, crops and tools. The 
reason why I consider this image relevant will be explained below. 

 Figure 72 

When I first arrived in Belalcázar in 2012 with my camera I asked if I could photograph 
and video things and activities. I particularly asked whether I could photograph rural 
tools, such as the shepherd’s stick or the dowser stick, as I consider these an 
embodiment of other forms of thinking, other forms of knowledge and other forms of 
connecting, as explained in previous chapters. I also showed interest in the farm 
animals and I photographed and videoed many.  

After seeing my interest in rural life, Andrés and his family made it their task to decide 
what was worth seeing, which in itself allowed me to understand what they thought was 
valuable to show to an outsider. Before I arrived on my second visit, Andrés and his 
family had already prepared a busy agenda of all the things and places they wanted 
me to see. Animals such as the mules were not included.  

I accepted this way of relinquishing control, which worked well with the open and 
unstructured qualities of my practice and also ensured that local people would make 
their own narratives. I also asked to photograph the animals; which was well received 
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and made me feel welcome to express my own interests. I navigated these elements in 
an organic way, following both my interests and whatever Andrés’ family wanted to 
show me.  

I spent many years going back to do fieldwork and the bond between the people I 
worked with in Belalcázar and I grew stronger, particularly the bond with Andrés and his 
family. Their sensitivity and warmheartedness connected with me in ways that went 
beyond our respective activities: theirs the farm, mine the art projects. Our 
communication in between trips is abundant and varied. We miss each other and we 
express this through communication apps, which allow for the sharing of recorded 
voice messages, written messages, videos, photographs and emoticons (Figure 73). 
They want to know about  me and my family and they share things that they think will 
be of interest to us. 

Andrés and his family are very eager to share their culture, they are very proud of their 
way of life and their rural habitat. They always want to know what people think of the 
beauty of their land and they encourage me to show photographs and videos far and 
wide. Whenever the works are shown I send them extensive reports and share with 
them people’s reactions, like in the case where the work Hermano Animal was shown 
in Brighton  (Figure 74). 
 

Figure 73                                                               Figure 74 

In 2013, after my second visit, Andrés’ partner Eugenia bought a tablet. She taught 
herself how to take pictures and video with it and she started taking pictures of the 
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farm, the farm activities and the animals. She would send pictures and videos to me 
with comments, one of those pictures is the one addressed in this chapter, which she 
sent to me via email. The more I showed interest in their tools, animals and 
knowledges, the more Andrés’ family’s gaze turned inwardly towards their own culture 
and place.  

According to Gillian Rose, there are four sites that affect the meanings of the image: 
site of production, site of the image itself, site of circulation of the image and site of its 
audience (Rose, 2007). These sites contribute to how the image is created and seen 
and, in the instance when this image was shown in the exhibition in Belalcázar, the four 
sites overlap. In the figures below Eugenia is choosing where to place the printed 
image (Figures 75, 76).  

Figures 75, 76 

The site in which this image was produced and the site in which it was seen is, 
unusually, the same, and this allows for a meta-analysis of how the image was created 
and the multiple meanings it can carry in relation to value as the link between maker, 
subject and viewer is short and accessible. 

This image is relevant not only for what it shows but, using John Berger’s analytical 
angle, also for the way of seeing it invites. Eugenia accompanied Andrés’ mother  to 
the exhibition’s opening day, showed her the photograph and described it to her using 
expressions of love and praise towards her partner and his profession (Figure 77). The 
image allowed for connections between the creator, the subject and the viewer, these 
links were readable to me as witness and I could also read how the image, in which I 
had no part as creator or subject, had been created partly for my gaze.  ’We never look 
at one thing’ says Berger, ‘we are always looking at the relations between things and 
ourselves’, which made me realise that I was being shown the emotional value of the 
mules and the pride in being a shepherd and farmer (Berger, 1972, p. 9). Unpacking 
not only how the photograph looks but also how it is looked at, opens up layers of 
meaning in which the gaze (of Eugenia looking at Andrés, Andrés closing his eyes to 
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the tablet’s lens, me looking at Andrés’ mother and Eugenia looking at the picture) can 
act as a reminder that seeing and visuality are linked, making the decision to include 
this image in the exhibition more poignant (Sturken and Cartwright, 2009). 

Figure 77 

This image represents a turning point in the shifting of value and the way the animals in 
the farm are perceived. At a formal level, the image is quite accomplished: the sun 
shines on half of Andrés face, the other half is shaded by a straw hat. He looks proud 
and happy. The image is artistically pleasing; the colours, composition and pose of the 
subjects relate to centuries of art history portraiture, but unlike historical paintings of 
regal powerful men on horses, this image presents Andrés’ face sandwiched between 
two mules. Mules are not considered, in the Spanish animal value scale, as particularly 
beautiful nor status symbols. Regardless, the mules are shown with pride in this 
portrait. The mules were born in 1984 and 1988 respectively, and in the past they 
would have been employed in a noria, which was a mill-like machine used for irrigation 
of the crops, by pumping water through a net of small aqueducts. The mules in the 
image have not been re-valued to become pets, which is a problematic concept in itself 
in the rural, but their position as beasts of burden has shifted, mainly because their 
function and purpose has become redundant with the installation of a solar powered 
irrigation system. These mules will be allowed to live on the farm until they die but they 
will not be replaced. The mules’ surplus status combined with their past services and a 
certain degree of emotional attachment to humans also resulted in these mules 
acquiring a different value and a different meaning and worth in the cosmology of the 
farm. However, I believe that what most influenced this shift in value was the attention, 
the interest, the re-discovering of them, emotionally and aesthetically, by the research 
and art practice.  

This image also speaks of the value of the profession of shepherd and farmer, 
evidenced by Andrés’ expression and body language but also by Eugenia’s choice of 
frame and composition. While moving one’s gaze over the surface of the image one 
takes in elements of its composition and the relationship between them, returning to 
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elements one saw before and adding this new layer to the whole of the gazing process. 
In this way, says Vilem Flusser, ‘the time reconstructed by scanning is an eternal 
recurrence of the same process.’ (Flusser, 2000, p 9). The most relevant aspect of this 
process of scanning the elements in order to construct a relationship between them is 
that one can return again and again to a specific element of the image and, as Flusser 
claims, ‘elevate it to the level of carrier of the image’s significance.’ (Flusser, 2000, p 9). 
In the case of this image, the image-significance can be constructed by the scanned 
space of mutual significance of the two mules’ heads and Andrés’ head between them. 
I believe that the word significance is here representative of worth and, ultimately, 
value.   

Photographing the farm, its tools, landscape, trees and animals has provoked the gaze 
of the farmers to look inwards and re-connect and re-value their own culture and 
knowledge. This image is proof of this claim.  

Perhaps, the creative act is able to ‘reveal another world. A world that is completely 
new yet always already there.’ (Dolphijn, 2014, p.185). The images and ideas that 
emerged from the works explored in this thesis, from the wrapping of the vegetables to 
the conversations while watching the sheep-camera footage, reveal a world where co-
working, animal agency, nature and rural knowledges need to be valued so they can be 
protected from degradation and exploitation. My job as an artist is, as de vries states, 
to draw attention to this when people forget.  
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Contribution to Knowledge Through Artistic Practice 

This thesis has explored art practice in relation to values around nature, the land, rural 
knowledges and other species by exploring and reflecting on five works produced in 
response to experiences in rural Spain. These works and the thesis have contributed to 
the idea that art can create spaces in which value can be addressed and discussed in 
the light of complex ethical and environmental issues. This final chapter constitutes the 
conclusion of the thesis, in which  I will revisit the research questions, further elaborate 
on the nature of the contribution to knowledge through artistic practice that these five 
projects have facilitated and suggest ways in which the practice and research can 
continue to develop after the doctoral studies. 

Revisiting the Research Questions 

The first research question How do artworks create spaces to experience value, 
meaning and worth? generated opportunities to consider my work and other artists’ 
works, using the question as a lens to analyse and understand how different artworks 
concerning the land, rural knowledges and social and environmental justice, create 
these spaces in different ways.  

This research question helped to find that, even when different works seemed to open 
up similar spaces for values to emerge, there were differences in methodologies and 
nuances in the outcomes, which involved the positioning of the artist and the overall 
aesthetic quality of the work. To give an example, it can be said that both my work 
Plough Through and Shelley Sacks’ work Earth Forum, analysed in chapter Plough 
Through, created spaces where those who experienced the artwork were encouraged 
to confront their own and others’ cultural values, and unconscious, conflicting and 
internalised values pertaining to the environment, through the emotional and 
imaginative experiential moment the work generated. Employing the research question 
and asking how these two artworks generated these spaces made evident certain 
differences. The work Earth Forum created access to this inner atelier by applying 
dialogical methodologies similar to those created by Bohm, Factor and Garrett’s in their 
Dialogue, A Proposal manifesto, where the artist is positioned as the lead and 
moderator of the dialogue, which follows a structure, and the space for the dialogue is 
created in advance, separated from everyday life activity, in a purposely constructed 
layout.  
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In my work Plough Through, on the other hand, the space for dialogue was created 
using printed photographs of the farmers working, used as wrapping paper for the 
vegetables, and the artistic intervention took place in the everyday life activity of the 
local farmers’ market day. The position of the artist, me, was not as a leader but as one 
more person in the constellation of the market day event and my presence, the 
photographs and the previous working-with days spent with the farmers contributed to 
generate a dialogue that, albeit unstructured, weaved together topics related to the 
value of farming, small local farms, food sovereignty, food traditions and agricultural 
calendar, the future of local farms and young people emigrating.  

The differences in methodologies employed resulted in the creation or the absence of 
‘categories’  or types of participation for those who experienced the works. In Earth 
Forum the people involved were assigned the role of participant, which were 
superposed on their individual roles in society, whereas in Plough Through those who 
took part in it were the customers, farmers and regulars of the covered local market 
plaza and there was no expectation for them to inhabit any other role.  

Decisions about the space where the work took place also generated a different quality 
in the experience of the people involved. From the analysis by Shelley Sacks of her 
own work, it seems that the space she creates is reverential and sets the tone for 
people to open up their innermost feelings in deep respect (as explained fully on page 
101). Whereas Sacks may consider it relevant to the work that the participants stop 
everyday life activities and enter something that looks and feels like a sacred space, I 
chose not to create such a controlled environment separated from everyday life 
because I believe it could become a confessional-like experience in which the 
participants might find difficult to express their values. In Plough Through, the setting is 
familiar to those involved and it is not felt as separate from peoples’ lives, which might 
be conducive to equally deep but more relaxed conversations about values.  

This artwork created spaces for values to emerge by infiltrating an existing social 
structure (the town market), acknowledging people’s existing roles (farmers, 
customers, churros lady, artist, market inspector), employing photographs (as images 
to communicate the farmers’ work, as wrapping paper for the vegetables, as 
conversation starters, as traces of the intervention) and the artist being present, not as 
leader, but as one more person working-with others. The conversations around value 
were facilitated by the unstructured and relaxed nature of the work, as not knowing 
where the artwork is provoked questions from the people involved, which facilitated 
conversations about art and the value of art, as evidenced in the conversations about 
the value of the photograph, and the value of traditional farming, as evidenced by the 
conversations around the farmers’ work, which might have led to considerations that 
farming can be art.  
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Another example is my work 50095 and the spaces it created for contemplation of 
values related to the land and animal husbandry. The spaces provided opportunities to 
consider that rural knowhow comprises actual knowledges, to revalue those 
knowledges and to reflect on how those knowledges were devalued, by whom and to 
what ends, which is present in the discussion about Andrés’ native sheep versus rapid 
growth (and therefore weak) non-native sheep introduced by government programmes 
in the 1980s. These spaces were created by combining animal-borne and ethnographic 
inspired video methodologies which, together with the space for dialogue created by 
watching the footage together, generated both an inner and shared space for reflection, 
contemplation and questioning of the values that emerged while watching.  

The second research question, How can art practice be used to elucidate values as 
markers of humans’ relationship with the environment? is also present in the examples 
cited above as both questions worked hand in hand throughout my research. One of 
the ways in which art practices  that deal with environmental issues can be employed 
to elucidate values is by making feelings attached to certain values visible. An example 
of this is seen in the work Apology to the Great Auk, in which the space created by the 
work allowed for values, emotions and concerns to emerge and where participants 
could experience emotions of shame and guilt when confronted with values related to 
patriotism, resilience of first settlers and survival by conquering nature. Through 
discussion and by involving the local people in decisions about the making of the 
artwork, Apology to the Great Auk helped to elucidate that not all received and 
internalised values are actually beneficial for the human-environment relation. The 
work allowed for new values to be formed, this was done in agreement with the 
community through the experiential nature of the work, as new emotions of hope and 
empathy emerged through values of care, respect and cross-species protection, which 
were put forward.  

In my work Plough Through, the photographs and the market intervention created 
spaces for discussions around farming and values of local and global ways of food 
production. The work created a space for people to express contradictory feelings in 
relation to traditional farming, encapsulated in comments about the qualities of the life 
of the traditional farmer reflecting pride and rooted feelings of belonging and 
integration, the losing of those qualities as industrial farming replaces traditional small 
scale farming was experienced with sadness and sense of loss; and the ambitions 
some farmers have for their offspring to get a better life in the city, experienced through 
feelings of resignation and confusion. The work elucidated these contradictory values 
and the feelings linked to them, and created conditions for revising and updating values 
of what constitutes a good life, concluding that good is linked to meaningful 
relationships with the environment. This was evidenced in the expression of one of the 
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clients saying that farming like Antonio and MariCarmen is a form of art, which was 
collectively agreed with nodding, smiles and further comments about families whose 
children have come back to work on the small family farm.  

Artistic Practice as Research 

The chapters in this thesis trace a cognitive cartography that maps out my practice and 
my preoccupations about social, environmental and species justice. Through the works 
investigated in this thesis I have shown that my practice is situational in its locality, 
which gives it its context and from where I can chart values and convergences, both in 
my field trips to Belalcázar and during the time between trips. The thesis that 
accompanies this practice-based doctoral research offers an opportunity to reflect on 
the works created and becomes a vehicle for sharing these reflections with  the wider 
academic artistic community. 

Through my projects I re-contextualised existing ideas related to collaborative and 
socially engaged art (explored in subchapter Situated Knowledges), employing theories 
of working-with  and what emerges from these relationships as central to the creation 
of the work (Haraway, 1988). I have also shown models for dialogical work, such as 
those designed by Bohm (Bohm, Factor and Garrett, 1991), in a new light as I adapted 
them to the localised situation of Belalcázar, bringing unstructured spaces for dialogue 
and positioning myself as one more ‘participant’ in the work.   

My projects have also corroborated theories put forward by feminists such as Rosi 
Braidotti regarding the importance to ask Who? to understand values in their locality 
(Braidotti, 2014). I applied these ideas in my practice-based research by addressing 
issues such as desertification through the specificity of Andrés, Eugenia, Antonio, 
MariCarmen and other inhabitants of Belalcázar in their un-valued knowledges related 
to the rural and their experiences of being one with the land. As I brought the question 
Who? into focus through my projects, Belalcázar’s people (and the animals I worked 
with) were named and their stories were taken into account in my works.  I 
corroborated that by naming those involved and anchoring their values in situated 
knowledges, generalisations and ‘the view from above’ or the ‘God trick’ (Haraway 
1988) were avoided.  

Through my projects I looked at subjectivity as a loosely, individually bound process, 
further elaborating feminists’ ideas of subjectivity thought of as a co-operative, trans-
species effort that takes place transversely and that flows in between binaries 
(Braidotti, 2018). Critically analysing 50095 through the lens of these ideas, a line can 
be traced between subjectivity, inclusivity and making-with as the presence of the land, 
the shepherd, the sheep and the family members who watched the video, created 
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dialogical moments where other possibilities, such as the School of Shepherds, could 
be imagined together. Other artists and educators might find a contribution to 
knowledge here in terms of my account of incorporating into the practice the idea of 
subjectivities as a co-operative process, as was demonstrated by watching the footage 
captured by La Viejita together, which allowed for the co-operative process of self-
reflection to become visible and to elucidate values through it. 

Artists and art educators might also find a contribution to knowledge in terms of my 
account of certain methodologies that I have explored through my works, such as 
tentacular thinking (thinking beyond anthropocentrism explained in chapter 
Camelopard), carrier bag thinking (addressed in the subchapter Anthropocene), 
decolonial thinking (addressed in subchapter Dominant Modes of Thinking: 
Decolonising Value and Worth in my Practice) and earthly thinking (‘coming back to 
earth’ explored in subchapter Situated Knowledges). Also the participants I have 
worked with might find a contribution to knowledge in terms of their being prompted, by 
my work, to reflect on their cultural assumptions, unvalued rural knowledges and the 
future of traditional farming.   

In the chapter Methodologies I explored how artistic practices can borrow, combine and 
create their own research methodologies and how such flexibility and plasticity support 
my own practice-based research in its learning-by-doing and making-with-others 
approach. The flexibility and plurality of methodologies used in my practice-based 
research mirror another quality that makes my practice singular, as I ‘live’ across three 
cultures in more than one sense: Argentinian, Spanish and British, urban and rural, 
industrialised and low tech, first world and third world. I feel at home in all of them and, 
equally, I feel uncomfortable when one suffers because of the actions of the other, such 
as the geopolitical issues involving the Malvinas (Falkland Islands) and Gibraltar or 
environmental issues such as the mega industrialised scale of soya production in 
Argentina and vegetables in Spain, which are grown for export to countries like Britain, 
and which sometimes displace native forests or centuries old olive groves.  

This positions me as artist researcher in between these ‘worlds’ and it equips me with a 
certain resistance to accepting and normalising values, such as for example, the idea 
that genetically modified seeds, pesticides and herbicides are the only answer to food 
security, which rests on overvaluing techno-scientific and globalised values over local, 
small scale and low tech ways of producing food. Such resistance has its roots in the 
fact that belonging to more than one culture, with its values and world views, makes 
one open to accept that there is more than one way of doing the same thing. ‘We are 
all products of our worldviews’, says Robin Kimmerer, ‘even scientists who claim pure 
objectivity’ ( Kimmerer, 2013, p. 163), and if one is a product of multi-world views, then 
one knows that values are not fixed and can be revised, like the case of deconstructing 

137



the idea that food security can only be guaranteed by agro chemicals and macro mono-
crops (partly explored in Plough Through) or that methods for finding subterranean 
water which cannot be scientifically measured and proven are not valid (explored in 
Zahorí).  

Adaptability and multi-world views shape my practice-based research and this helps 
me to question and revise received values through my practice. Practitioners of 
disciplines such as anthropology and social psychology might find a contribution to 
knowledge in terms of cross-disciplinary pollination as multi-world views and revision of 
values through my practice might present them with other ways to observe people’s 
beliefs and behaviour and access socially created values.  

My critical analysis of the works highlighted that when the processes pertinent to 
artistic practices, such as the transformation of the photographs in Plough Through or 
the video making and watching in 50095, are accessible to those who experience the 
work, they can become actively involved in the creative process. As in the case of 
Plough Through, this involvement can encourage audiences of the art intervention 
(including farmers and shoppers) to reflect on the commodity and thus arrive at 
knowledge, prompted by the photographs and the intervention. 

My practice-based research fills the gaps of other similar practice-based researches, 
such as the Shepherd’s School, addressed in chapter 50095, insofar as that research 
focuses on the preservation of rural traditions, whereas my research strives to 
understand the values around rural traditions as well as values related to other ways of 
life and connections between humans, animals and the environment. This approach is 
based on the idea that unless one understands how values are generated and 
maintained, it will remain challenging to try to promote the value(s) of respectful and 
restorative ways of working with the environment and living ecosystems (Kimmerer, 
2013). 

My practice represents my epistemological way of keeping complexity, staying with the 
trouble (Haraway, 2016), generating convergences and contributing to understandings 
of other values and knowledges (such as rural knowledges). The thesis shows that by 
focusing on value, self-appreciation of the lives and ways of the shepherds and farmers 
increases, as demonstrated by the photograph of Andrés and the mules, produced by 
Eugenia, explained in chapter Shifting Gaze, Shifting Value. 

My practice-based research projects contribute to practice as research as they find 
ways to disseminate other knowledges (such as rural knowledges) in academia and in 
art institutions, opening up the dialogue and defending plural manifestations of life, 
such as biodiversity, knowledge diversity, culture diversity and value diversity. This 
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emphasis on cultivating and protecting plurality of thinking in my practice represents my 
efforts to generate antidotes to monocultures of the mind and power relations, and they 
are based on the idea that monocultures, desertification and environmental 
degradation tend to reflect uniformity, degradation and limiting thinking. 

Employing discipline convergence allowed me to widen the artistic practice, 
incorporating self-reflection as a way of understanding how environmental degradation 
and loss can affect artistic processes, how artists communicate such powerful 
emotions and how these emotions can help to overcome emotional paralysis. In this 
thesis I have provided evidence that the spaces created by my works are conducive to 
self-reflection and facilitate access to psychological processes, as exemplified by the 
work Plough Through. This work facilitated spaces where to look at psychological 
mechanisms such as denial and emotional dissonance, demonstrated in the 
conversation around food provenance, where the topic of local food versus food 
mileage and carbon footprint of imported food was discussed. This conversation 
highlighted some emotional dissonance (when what one says, believes and acts upon 
do not align), and contradictory values. The emotional dissonance was resolved as 
illustrated by one of the customers’ conclusion that small traditional farming is art, 
which brought about alignment between belief (in the value of small traditional farming), 
behaviour (buying locally grown vegetables in the local market), and speech (saying 
that farming is art, recognising the value of traditional farming).  

The work Plough Through also provided spaces where to look at emotional dissonance 
compensation (when one tries to compensate for the dissonance by holding on to value 
belief systems to justify one’s words or actions). This was evidenced in Antonio and 
MariCarmen’s belief that sending their children to the city of Córdoba to study would 
offer them a better life, even though there is evidence of high unemployment among 
young graduates in big cities in Andalucía. Having the space to reflect on such value 
dissonance can create opportunities to consider the contradiction and to imagine other 
possibilities. The conversations that Antonio, MariCarmen, their children and I had 
while working together in their farm reflected this, as the government’s initiative to bring 
young people back to the emptying villages was contemplated and economic 
incentives for the local youth were discussed.  

Each of my projects created spaces for values to emerge and, as values tend to be 
entangled with powerful emotions and beliefs, the spaces became populated with 
emotions which were considered, named and acknowledged during the reflective 
process of the dialogue that each project offered to those who experienced it. The 
works analysed in this thesis evidenced that the groups of participants and creators 
have to negotiate powerful and complex emotions such as guilt, shame, hope, anger, 
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regret and trust and that the works helped them, in different ways, to face and deal with 
such emotions without becoming emotionally paralysed or indifferent. 

Through my works I have corroborated that photography and video can unveil the 
complexity of humans’ relation to what is perceived as other (Sontag, 1977), such as 
the environment, nature, other humans and other species. For example, the 
contradictory values that had the opportunity to become visible in the work Plough 
Through through the images used as wrapping paper or the values related to rural life 
that emerged through Eugenia’s photograph, analysed in chapter Shifting Gaze, 
Shifting Value, and where Andrés is shown in working attire in a pause between 
farming labour with his mules, which is not something that the family would usually 
choose to portray, preferring formal photographs of Sunday church or photographs to 
mark occasions such as weddings.  

To aid this investigation, I have combined psychology and photography for the purpose 
of mapping out value in the making of the cartographies of images, because 
psychological studies of the mind and behaviour can highlight values that may not be 
held at everyday conscious level. As such, what is worth videoing and photographing is 
understood to have enough value to ask to be seen, even if those values are not 
consciously spelled out. The idea of using psychology to understand behaviour in 
relation to the image incorporates the unconscious and it unpacks investigations about 
who is looking at whom and how the image is asking to be looked at. Theories of the 
gaze and the unconscious, spearheaded by Laura Mulvey in her essay Visual Pleasure 
and Narrative Cinema published in 1973, and in which she incorporated the idea of the 
male gaze, inform critical analysis of photography and moving image (Mulvey, 1975). 
These ideas are partly employed in the video Camelopard in conjunction with the voice 
of the male narrator and Braidotti’s text, which discusses male entitlement to access 
female bodies.  

When the gaze is folded onto itself, photography and video in my work can open up 
spaces for the exploration of otherness as the boundaries become highly fluid. For 
example, in the videos shown in Belalcázar’s market on the occasion of the festivities 
of the Virgen de la Alcantarilla, explained on page 55 in chapter Zahorí, the viewers 
and the ones in the videos are the same people. This creates a situation, similar to 
50095, in which the one who is videoed or photographed looks at himself/herself in the 
video/photograph afterwards and this creates a space for (self) reflection, conversation 
and values to emerge, thus mapping out cartographies of rich knowledges and 
experiences. This is also present in Plough Through, where Antonio and MariCarmen 
can look at themselves in the photographs that are used in the market intervention and 
others can also look at the images and visualise the work that went into the growing of 
the vegetables that they are buying, generating conversations that map out values 
related to food production and small scale traditional farming. 
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Artists and educators might find a contribution to knowledge in terms of my account of 
mapping out the images through the combination of sound, moving image and text to 
create spaces where meanings and values can emerge from the interplay of these 
elements (sound, text, photography, moving image). For example, in the video 
Camelopard, using a male narrator to read Braidotti’s text, which embodies a feminist 
perspective, plays out socially constructed differences of male as the other of female 
and vice-versa. This interplay is created by combining two voices, the physical voice of 
the male narrator and the metaphorical voice of the female in Braidotti’s text.  

Through my works I strived to bring about ideas of human-nature continuum as I 
understand that this can result in inclusivity and diversity because, seeing humans as 
part of nature rather than separate from it, questions ideas of human exceptionalism 
and promotes ecological compassion (Kimmerer, 2013) and ecoliteracy (Capra, 1997). 
The work 50095 tries to decrease the distance between human and nature by 
employing animal-borne video, as a shift in the angle of vision and the access to 
videoing events which could not have been obtained otherwise can provoke feelings of 
proximity (to the land, the plants and the other sheep). This shift in angle of vision can 
help to visualise nature and other beings as an extension of oneself, enlarging what 
Kimmerer calls ‘the grammar of animate beings’ (Kimmerer, 2013).  

The work Zahorí also portrays the same idea, using different visual devices, as the act 
of dowsing was videoed as a process, at times focusing on the movement of the 
dowsing stick, which resembles an antennae sensing the land. Understanding subjects 
of knowledge as ‘embedded, embodied and yet flowing in a web of relations with 
human and non-human others’ (Braidotti, 20180) can result in the protection of not only 
other species but also a richness of human relations and cognitive experiences. Artists, 
educators and conservationists might find a contribution to knowledge in the above 
described account of the use of photography, video and working-with in my works as a 
means to promote meaningful connections between humans, non-human animals and 
the environment.  

Looking at my practice-based research as a process that places situated knowledges 
at its core, positions the artistic research process in a fertile terrain in which there is no 
need to perpetuate generalised views that impose the ‘god trick’ (Haraway, 1988), 
creating instead space for a practice that can carefully attend to relations between 
(humans, non-human animals and the environment), particularities (rural knowledges) 
and context (Belalcázar). However, relying on situated knowledges to unravel the 
practice as process makes pointing out the discrete artwork challenging. This is 
evidenced in the work Plough Through, which was analysed through the questions: 
Where is the artwork, is it in the market intervention? In the photographing the farmers 
at work? Or is it in the co-working interventions? on pages 25-26. The artwork is found 
in the links made manifest in the different aspects, which make evident the grounded 
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yet fluid qualities of situated knowledges. As the images mapped out cartographies of 
knowledges and opened up spaces for dialogical practice and for revising and 
questioning of values, the artwork became less of an output product and more 
relevance was given to the process of the practice, anchored by situated knowledges. 

Shaping my practice-based research as a carrier bag made it flexible, adaptable and 
open. I was inspired by Elizabeth Fisher, Donna Haraway and Ursula Le Guin in 
thinking of my practice-based research as a carrier bag where to gather and let go and, 
to follow the metaphor, to conduct the research as a gatherer rather than a hunter. 
Thinking about the practice-based research as a carrier bag positions the practice open 
to encounter a diversity of elements, emotions, knowledges, contradictions and values, 
placing its strength in its receptivity to whatever it finds in the process, rather than 
looking for a specific outcome established a priori.  

My carrier bag practice-based research is slow, embraces the unstable, the not-
knowing and it is open to complex emotions that might emerge from the practice 
process. Meaningful connections occurred in the carrier bag as diverse elements were 
welcomed into it, promoting new associations to be formed, such as the links between 
water scarcity, value of water, rural practices of the zahorí and the value of connecting 
to the land by sensing it through the body. The connections that emerged contributed to 
other ways of sense making, positioning these knowledges as valuable vehicles for 
understanding the world, as valid as intellectual or rational thinking are.  

My carrier bag practice-based research promotes participation by embracing intra-
action, in which the ability to act emerges from inside and within the relationship 
between entities (artist-farmers in Plough Through, animal-shepherd-viewer in 
Hermano Animal, dowser-water in Zahorí). Coming together with those who, like the 
micro scale farmers and shepherds with whom I work in Belalcázar, are in the front line 
facing climate change and environmental degradation, offered opportunities to look at 
environmental problems collectively and through the lens of specific local needs, such 
as water scarcity and desertification.  

I conclude that the nature of photography, video and socially engaged artistic 
interventions can be articulated as inter-relational and inter-species cartographies, 
taking into account making-with human, non-human animals and the environment. I 
propose that I incorporate emotions, empathy and self-reflection in my work, to map out 
values that are activated in making-with others through photography, video and 
interventions.  

I claim that subjecting the concept of value to interrogation and activation through my 
art practice offered insights into human behaviour and human emotions, and provided 
spaces to reflect on those, in particular in relation to social and environmental issues. 
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I argue that, in my practice, participant engagement is key to the creation of work that 
reflects their values and situated knowledges and that this was made possible through 
a carrier bag approach to art practice as research. Thereby, the five art projects in this 
thesis establish a flexible and situated practice-based research that incorporates multi-
world views and promotes value-diversity and self-reflection as a way to resist 
environmental degradation. With this in mind, I argue that understanding how values 
are generated and maintained is fundamental to the creation of values of care towards 
the environment (eco-literacy), with which my practice is preoccupied.  

A carrier bag practice-based research cannot alone face or solve the problematics of 
the Anthropocene, but it can suggest other ways of thinking and relating to the 
environment, other humans and other species because it allows for multiple responses 
to complex issues to emerge. The carrier bag that the farmers, shepherds and I 
weaved throughout the years helped us to explore other more caring ways of relating to 
the environment, working together, weaving stories through the art practice and 
fostering moments, memories and experiences mapped out by images in photography 
and video. In my carrier bag practice-based research value contradictions and partial 
connections are approached as a ‘sympoietic’ enterprise (Haraway, 2016), understood 
as the making together of a better world on a planet which is undergoing systemic 
transformations; and the enabling of each other’s capacities and abilities to respond to 
these transformations. 

Looking Forward 

Contemplating ways of moving my practice-based research forward will involve 
considerations for both academic and fieldwork development. At an academic level, I 
will carry on investigating issues related to rural and environmental problems and I will 
continue to disseminate findings, knowledges and experiences through artworks and 
paper presentations in the appropriate forums. 

The bond between the families I work with and I have strengthened during the years of 
working together and the projects will not end when the doctoral studies end. I have 
mentioned in this thesis the ideas that we are considering, such as the creation of a 
school of shepherding, adapted to the needs and singularities of Belalcázar. There 
have been discussions of purchasing farm land to help to set up a centre where 
traditional farming workshops could be offered, involving the local municipality, but 
these plans had to be put on hold. Another viable project is the participation in Olivares 
Vivos, addressed in subchapter The Anthropocene and Fieldwork in Context. The 
participation of Andrés’ olive groves in this regional project may open up opportunities 
for other farmers in Belalcázar in the near future. There are further projects to explore, 
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one of the most exciting is the relocation programme funded by the Spanish 
government, which encourages and facilitates young families to move from cities to 
population-declining villages like Belalcázar. There is much for which to look forward 
and to contribute to repairing biodiversity and ecosystems, supporting ways of food 
production and relations with the environment that are respectful and regenerative. My 
practice-based research is a contribution that wants to add to the conversation of what 
constitutes as possibilities and as partial healing of this Earth, but I do not do this 
alone. My practice-based research seeks working-with as a means to create and apply 
new values that can connect humans, animals and the environment in healthy and 
meaningful ways. This making-with and the energy that my practice embodies is what I 
want to carry forward as my practice develops beyond the doctoral studies, so as to 
contribute to the creation of alternatives, and the enactment of other possibilities, to 
look at possible futures not as utopias but as sources of energy that generate potentia 
and that allow me and others to act in the thick here and now.  
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Figure 60 Marina highlighting a species in danger of extinction on Red List by Ackroyd 
& Harvey,  credit Giorgio Divitini, Cambridge, 2016. 

Figure 61 image of Stranded, credit Ackroyd & Harvey, 2006. 

Figure 62 image of Apology to the Great Auk, Marcus Coates, 2017. 

Figure 63 image of monkey in a lab, source PETA and Peta2, 2014. 

Figure 64 image by Johanes Jonston and Mathias Meriani, Historia Naturalis de 
Quadruples. Amsterdam, 1957. 
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Figure 65 camel head and neck being covered in saffron paste by camel racing club’s 
workers, credit Marina Velez, Kuwait 2018. 

Figure 66 installation of Dawn Chorus, by Marcus Coates, 2018. 

Figures 67, 68, 69 visitors watching I like America and America Likes Me, by Joseph 
Beuys, at Turner Contemporary, credit Marina Velez, Margate, 2018 

Figure 70 Gala on Jaime, credit Marina Velez, San Javier, 1992 

Figure 71  photo taken in 1870, depicting North American settlers in Rougeville, source 
Wikimedia Commons  

Figure 72 Andrés and his mules, credit Eugenia Vigara Cabanillas, Belalcázar 2016 

Figures 73, 74 screen shot of Marina’s mobile, 2016 

Figures 75, 76 Eugenia installing her photograph, credit Marina Velez, Belalcázar, 
2014. 

Figure 77 Eugenia showing her photograph to Andrés’ mother, credit Marina Velez, 
Belalcázar, 2016.  
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