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ARTICLE ABSTRACT

The paper explores multiple perspectives on curating
indigenous art and builds upon the case project of

the nongraduate program for Sami curators and its
part realized in autumn 2022 at the Sami Center for
Contemporary Art in Karasjok. The curatorial ways are
discussed from a threefold perspective: decolonizing
curatorial practice, nonhierarchy of narratives, and
pluriversal curating. The findings outline the main
tools applied, such as the involvement of Sdmicurators
and scholars, nonindigenous scholars working with
Indigenous art, the use of the lecture, presentation, and
experience formats, and language use. The value of the
project was in the unfolding of a broad perspective of
what curating Indigenous art and research can be.

KEYWORDS

Decolonizing, narrative, pluriverse, curating, Sami



Crticle

)

Decolonizing curatorial ways:
Curating from Sami perspective

How can cultural and knowledge exchange between non-Sami and Indige-
nous Sami curators be useful for the enhancement of curatorial practice tools?
This paper analyses the case project “Tool-kit: Curating Indigenous Art” from
the perspective of the non-Sami organizer of the project designing the
educational program for the Sami curators where the expectation lies within
learning the Sami ways of curatorial practice.

By Marina Griniuk
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Ole Lislerud at the exhibition “The Sami Pain-Language and Identity” at the Sdmi Center for Contemporary Art, 2022.

Introduction

Curatorial practice can be defined
as showing respect for artists and
artworks, that is, the practice of
dialogue and hospitality. In addition,
curatorial practice may take many
directions and perspectives. Within
the present study, | address curatori-
al practice as the societal process of
integration of the non-Sami curators
into Sami cultural contexts and Sami
curators into more cross-national
work. The research question | have

explored is as follows: How can
cultural and knowledge exchange
between non-Sami and Indigenous
Sami curators be useful for the
enhancement of curatorial practice
tools? This paper analyses the case
project “Tool-kit: Curating Indigenous
Art” from the perspective of the non-
Sami organizer of the project design-
ing the educational program for the
Sami curators, where the expectation
lies within learning the Sami ways of
curatorial practice. Positioning one's
own perspective on curatorial prac-

tice and redefining the strategies of
work with indigenous art and artists
was at the core for me as the project
organizer.

The project “Tool-kit: Curating Indige-
nous Art” (September-November,
2022) connected curatorial practices
from the Indigenous perspective, but
also from that of nonindigenous cu-
rators who were working with Indig-
enous artists from the edges of the
world, hence moving them into the
extended dialogue and knowledge
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exchange. The project involved a
group of S&dmi curators: me, as the
Lithuanian artist and curator and

Pl (Principal Investigator) of the
current study; Indigenous curators
from New Zealand; and curators and
scholars working with Indigenous
artists from Australia/Namibia and
Sapmi. The project became an arena

for various perspectives on curating
Indigenous art to unfold. It took the
format of workshops and lectures,
along with open discussions facili-
tated at the Sdmi Center for Con-
temporary Art in Karasjok, Norway,
in 2022. Here, curatorial practice is
seen as always a collective practice
because it unfolds through the
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Above: From communication

materials of the project “Tool-kit:

f Curating Indigenous Art,” curator
talk with Zoe Black.

From communication materials of
the project “Tool-kit: Curating
Indigenous Art,” lecture by Dr.

% Melanie Sarantou and Dr. Gunvor
Guttorm.

involvement of several individuals:
curators and artists in dialogue aim-
ing at the best possible represen-
tation of an artwork. Undoing the
hierarchies between the artists and
curators contributes to decolonizing
curatorial ways.

The current paper has aimed to
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bring together many ways of curat-
ing Indigenous art into the discus-
sion, in this way acknowledging in
the same way the Western perspec-
tive of curating Indigenous Sami art
and the Indigenous Sami perspec-
tive. The project aimed to unfold
both perspectives on the horizon of
curatorial and research projects. By
knowing both the perspectives and
tools applied, the group of curators
could refine their own skills as cu-
rators. Therefore, the term decolo-
nizing can be seen as overlapping
with the term pluriverse: because
decolonizing is seen as allowing for
many perspectives to unfold into the
discussion and awareness over the
curatorial positions. In addition, be-
cause the pluriverse allows for many
worlds to coexist, the decolonized
curatorial ways are not closing or
neglecting any viewpoints, but rath-
er are allowing for the wide scenery
of curatorial ways to unfold. Hence,
decolonizing is opening the ways

of seeing the curatorial work not as
overtaking or designing the master
narrative within the artworks, but as
being aware that many narratives
can take place at the same time,
simultaneously.

Curatorial practice can navigate
through the public discussion, but

it always needs to take a dialogical
perspective in avoiding miscommu-
nication of the artworks. The present
study outlines the main tools in each
of these positions in moving toward
the coherence of communication of
indigenous art to various audienc-
es. The findings can be interesting
and useful for artists and curators
working in various institutional con-
texts, specifically those working with
indigenous art.

Literature review and terminology

The theoretical background of this
study is based on three main pillars:
curating, decolonizing curatorial
practices, and pluriverse. Curating,
as explained by Lepecki (2017) is the
action of care towards art object and
the experience of its encounter. In-
stitutionalized artistic work contains
the conventional cycle of creation,
curation, display, perception, and
valuation that dominates artistic
production (Lepecki, 2017). This
disruption is linked to colonial logic,

and certain objects and actions
resist this economy. Lepecki (2017)
emphasizes the need to decolonize
curatorial imagination and challenge
the current systems of objects and
subjects that maintain colonialist
logic. A different logic of existence is
required that establishes new rela-
tionships between subjects, objects,
and matters and challenges the im-
perial and colonial monohumanist
premises. Decolonizing the curatori-
al approach means rethinking how
the relationship is built between the
viewer and the artwork and how the
meeting point can address multi-
cultural viewers. In a decolonized
curatorial logic, the focus should be
on things and vivénciasl instead of
objects (Lepecki, 2017).The story told
in the exhibition space by inter-
connecting artwork is opening for
multiplicity of interpretations, and
things, instead of objects, move the
viewer's imagination and creativity.
The pluriverse—or pluriversal think-
ing—refers to the idea that there are
multiple ways of understanding and
engaging with the world and that
these different ways can coexist and
inform one another (Escobar, 2021).
This approach recognizes that there
is not one single “right” way to view
the world and that different ways

of understanding can be valuable
and valid in their own right. Anyway
there are as well several challenges
with pluriversal thinking: one poten-
tial challenge of pluriversal thinking
is that it can be difficult to reconcile
the different ways of understanding
and engaging with the world. For
example, if we accept that there are
multiple valid ways of viewing reality,
it may be challenging to determine
which approach to take when faced
with a problem or when trying to
make a decision. Another challenge
is that pluriversal thinking may be
read as nihilistic, since it appears to
reject the idea of one single truth.

In recent years, Nordic universities
have collaborated in research on
contemporary Sadmi art. (Aamold et
al,, 2017; Danbolt, 2018; Lien, 2020;
Thisted, 2012) and ethno-aesthetics
(Arke,

2012). The growth of interest has
been noticeable (Jgrgensen, 2017),
especially along the Sdmi Pavilion
in Venice Biennale (2022). There is a

noticeable discussion on the Venice
Biennale (2022) pavilion being curat-
ed not by Sdmi curators and, hence,
not from the Indigenous perspec-
tive. Thus, the two perspectives—the
Indigenous Sdmi and non indige-
nous Western—seem to conflict.
This means that there is a need to
address the framework of pluriverse,
as defined by Escobar (2021)—the
world where many worlds can
co-exist, in this way Indigenous ways
of curating and Western ways of
curating, by unfolding the richness
of the landscape.

Artists originating from Sapmi aes-
thetically approach the themes of
the past, identity, and prohibition to
use their own language and culture,
traditions, and land of their ances-
tors, along with the oppression from
colonizers, in the context of opening
the visual discussion about colonial-
ism (Jgrgensen, 2017) and Othering
(Jensen, 2011). In the artistic produc-
tion, the keyword of decolonizing
means opening a space where his-
tory can be discussed and where the
historical image can be placed along
with the contemporary one in a
juxtaposition to tell one story. In this
way, such artworks destabilise the
hierarchy of master narrative and
peripheral narrative, placing both
narratives alongside each other. The
theory of master and counter-nar-
ratives (Bamberg & Wipff, 2021) fore-
grounds the hierarchy and contest
between the narratives. | suggest
that the dichotomy between master
and counter-narratives should be re-
placed by the individual, alternative,
and countering narratives unfolding
in parallel, which calls for awareness
of the Sdmi curatorial perspective,
nonindigenous curatorial perspec-
tive, posthuman curatorial perspec-
tive, and all the other perspectives
to unfold. Curators must be aware
of their choices and perspectives
within curatorial ways. In the present
paper, | interconnect the theory of
master and counter-narratives with
decolonizing and pluriverse while
suggesting that true decolonizing,
as an acknowledgment of all the
narratives, can come with a pluriver-
sal take of all the worlds coexisting
in parallel. This was the theoretical
framework for building the educa-
tional content within the project
“Tool-kit: Curating Indigenous Art” in
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October—-November 2022 (see Image
1and Image 2) and for bringing

in a group of Sdmi curators, Sami
scholars, Indigenous curators and
nonindigenous scholars and cura-
tors working with indigenous artists
together in one space of discourse.

In addition to formal lectures, Prof.
Ole Lislerud shared his perspective
as an international artist working
with the theme of Sapmi in the ex-
hibition “The SamiPain” at the Sami
Center for Contemporary Art.(see
Image 4). Clearly seeing the parallels
with Apartheid, which he witnessed
while living in South Africa, he saw
his creative work as a call for equality
and decolonial thinking.

Furthermore, the curators experi-
enced an art-walk in the cityscape
of Karasjok. Through this event,

the idea was to bring back live
storytelling of the sculptures in the
city’s various public spaces. This
explored the connectedness of the
artworks to nature and the historical
facts connected to the cityscape of
Karasjok. As the weather conditions
allowed, with the outdoor tempera-
ture being -10 Celsius, such a walk
could only take one hour. The matter
of experiencing the severe Arctic
nature while seeing artworks and
talking about history was at the core
of this novel experience.

As presented above, the importance
of the project “Tool-kit: Curating
Indigenous Art” was to bring many
perspectives together into the
pluriversal space of discussion. Being
non-Sami but Lithuanian, my per-
spective was of the nonindigenous
artist and curator organizing and
leading the project, and this impact-
ed the project being oriented toward
a pluriverse, not only the Sami cura-
torial and research community.

Analysis

The project “Tool-kit: Curating In-
digenous Art” is analyzed from the
threefold perspective, answering
the following questions: How does
such a project contribute to decolo-
nizing curatorial methods? How can
it contribute to the nonhierarchy of
the project’s narratives? How does
the pluriversal approach to curating
indigenous art unfold?

Decolonizing curatorial ways

In Nordic art academies and uni-
versities, teaching programs have
broadly been built upon theories
and cases representing artists from
the Global North. In my studies, in
many art academies in the period
2012-2020, including Jutland Art
Academy, Malmg Art Academy, the
Royal Academy of Arts in Copen-
hagen and Konstfack, only in the
latter were indigenous narratives
involved, in printmaking classes by
the Sadmi artist Tomas Colbengt-
son. In a sense, the nongraduate
program in curating Sami art from
the Sadmi perspective in 2022 fed
into the part-time program project
“Tool-kit: Curating Indigenous Art" as
a pre-study for getting an overview
of what such a program, if included
into the art academy curriculum,
could be. Decolonizing curating first
spotlighted the necessity of having
multi-perspective knowledge while
working with Indigenous art, moving
the program to being the first step
toward flipping the scenery around
in the aim of having equality within
the narratives, not domination of
the Western narratives of curatorial
history and contemporary ones. This
would call for detachment from the
knowledge we have and listening

to the particular cases of work as
presented by the invited scholars
while finding space for learning, as
well as for critique of the projects
being discussed. In a way, this makes
an environment of equality between
the learners and presenters, and the
space becomes a dynamic knowl-
edge exchange arena. This idea
reflects Ranciere's (1991) argument
for a more equality-based approach
to education, where the teacher'’s
role is to facilitate the student’s
learning and to spotlight that the
student’s own knowledge and ex-
perience are of value. Hence, in the
process of decolonization, there was
a clear environment of unlearning,
accepting all the historical back-
grounds as the past, and building on
the fresh thoughts brought about
by the presenting individuals. We
cannot undo the history, but maybe
we can speed up the processes in
educational institutions by shak-

ing up the backgrounds for artistic
learning. In a way, what is done by
the Sadmi Pavilion (2022) in Venice
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Biennale. Visitors started to look up
the Arctic North and Sapmi when
discussing contemporary art. The
decolonization of curatorial ways
was not aimed to close any avenues
but to expand and understand that
curating can happen also in the
different perspective, allowing this
perspective to take position along-
side Western institutional ways. So
decolonizing, in this sense, is the
decolonizing of one’'s own mind and
understanding the broadness of the
curatorial field.

Nonhierarchy of the narratives

Similarly, when discussing these
narratives, | refer back to my learning
experience at various art academies.
To draw the scenery of the nonhi-
erarchy of the narratives, various
individual stories of curating and re-
search were included by those indi-
vidual voices and by the experience
of the participating curator group;
hence, it was possible to draw the
outlines of what can be seen as an
ethical and coherent way of curat-
ing. For example, the poster, which
was designed for the Ole Lislerud
exhibition, was deeply discussed (see
Image 5).

The poster contained racist ex-
pressions used throughout history
connected to the Sdmi people and
people in South Africa. The post-

er was placed in various places in
Karasjok to promote the exhibition,
and because the Sami Center for
Contemporary Art is on the other
side of the road from the Karasjok
church, people going to the church
could not avoid seeing the poster
belonging to the exhibition. Those
two target audiences were very
different, and for people who did
not have enough knowledge about
contemporary art and this particular
exhibition, the poster could be seen
as offensive. Maybe this would invite
those people into the exhibition and
would contribute to the knowledge
that contemporary art can be a tool
to shape the dialogue and societal
discourse. These two narratives have
flowed in parallel, as communicated
by one poster. This particular case of
discussion about the many narra-
tives promoted by one poster was an
example of many truths coming into
the same educational space, and
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The images in the background were used for the exhibition poster.

each of these truths was
of great value.

Despite the potential benefits of
using controversial or provocative
artwork as a means of promoting
dialogue and societal discourse,
there can also be risks involved. In
the case of the poster containing
racist expressions, it was placed in

a location where it was likely to be
seen by a diverse range of people,
including those who may not have
sufficient knowledge of contempo-
rary art or the exhibition. For some,
the poster may have been offensive
or triggering, and it is not clear
whether it would have been effective
in promoting education or under-
standing in all cases. This raises

the question of how to balance the
need to promote diverse narratives
and the ways of telling stories with
the need to consider the potential
impact on different audiences. Ulti-
mately, it may be necessary to care-
fully consider the specific context
and audience when deciding how to
present and discuss controversial or
provocative artwork.

This conversation highlights the
complexity of decolonizing curato-
rial practices and the importance of
considering the impact of different

ways of understanding
and engaging with the world.

Pluriversal takes on curating
Indigenous art

Escobar (2020) noted that works
within a pluriverse fit many worlds
and truths into the same space. In
the project “Tool-kit: Curating Indig-
enous Art,” the aim was to open the
discussion on what perspectives in
curating Indigenous art can be, rath-
er than closing the discussion only
on the Sami perspective. The limita-
tion of this is that we are still in the
process of defining the Sami ways of
curating, but maybe, while putting
together various perspectives, the
definition can be made clearer as
well. Instead of being a comparative
study, it became one of unfolding
the scenery, seeing the many paths
possible to take and many potential
actors to co-operate and work with.

By embracing pluriversal thinking,
we can create a more inclusive

and dynamic environment for
understanding and engaging with
Indigenous art. However, there is a
potential risk of two or more differ-
ent perspectives colliding or being
opposed. This is particularly relevant
in the space of spectatorship, where
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diverse backgrounds and experi-
ences converge, resulting in con-
flicting interpretations of the same
artwork. Similarly, in educational
settings, where multiple experienc-
es converge, it is important to keep
the discussion space open rather
than closing it. This requires skilled
moderation or facilitation by the
moderator or facilitator. Pluriversal
thinking needs to be carefully navi-
gated in public spaces and requires
thoughtful moderation or facilitation
in pedagogical and communication
contexts.

The process of decolonization in the
art world is ongoing and complex,
involving a range of approaches

and perspectives. One aspect of

this process is the incorporation

of pluriversal thinking, or the idea
that there are multiple, valid ways

of understanding the world. This
approach can help promote greater
inclusivity and respect within the
art world while also leading to more
innovative and creative solutions to
problems.

However, it is important to ap-
proach pluriversal thinking with

an open and critical mindset, and
to consider the potential costs and
implications for our understanding
of the nature of reality. Sdmi art

and culture can be interpreted as
pluriversal due to the interdisci-
plinary nature of artistic practices:
often, practitioners are involved in
multiple disciplines such as

visual art, literature, music,
choreography, and more. Therefore,
if a creative individual identifies

as a visual artist, it does not

exclude identification as a writer or
choreographer, for example. Addi-
tionally, Sdmi art is often manifested
through the national identity and
belonging of the creators, as well as
their political standpoint. The com-
plexity of these artworks needs to be
effectively communicated to both lo-
cal and multicultural audiences, en-
couraging a representative art world
that better reflects the diversity of
experiences and perspectives that
exist within society. One can say that
such a multidisciplinary approach
contrasts the Nordic art education
and art funding system, since the
artistic work is often interpreted by
institutions as discipline-based.
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Findings

The main findings of the project are
listed in Table 1.

Decolonizing

Involvement of Sdmi and
non-Sami curators and
scholars working with
Indigenous art

Discussions toward equality
of narratives

Awareness over the
necessity of change for
educational programs in
art academies and uni-
versities—more equality
between the Western and
Indigenous learning
materials

Necessity of establishing
curatorial programs, grad-
uate and nongraduate.
Centered around multiple
perspectives on curating
Indigenous art

Table 1. Main findings of the study.

These findings are directed toward
more openness and mutual under-
standing between the indigenous
and nonindigenous communities;
they promote greater visibility of the
issues within Indigenous commu-
nities. The communicators of those
issues and the aesthetic produc-

tions should be Indigenous artists
and curators but also the curators
and artists without indigenous
backgrounds who have sufficient
knowledge and interest in working
with Indigenous communities and
Indigenous themes. Ethics, accuracy,
and care are the key issues in both
cases.

Discussion

We can ask if this way was correct
to go about the project or if Sdmi
curatorial ways should have been
defined only within the Sami ar-
tistic community. Can and should
non-Sami curators work with Sami
art, or myself, as a nonindigenous
researcher working with the theme
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of curating Indigenous art? Do non-
Sami artists have the right to work
with Sdmi themes? These questions
are all directed at closing back on
what was attempted to open by the
project “Tool-kit: Curating Indige-
nous Art.” If Sdmi curatorial ways are
to be defined only within Sami or
only within the Indigenous commu-
nity, we are coming back into one
master narrative, now the Indige-
nous master narrative. As a curator
and researcher, | am convinced that
the better ways of understanding
each other—non-othering and
instead being together—is having
many narratives in parallel, that is,
having a pluriversal approach to

art and curating. This would lead to
the next question: if the program

of Indigenous curating or curating
Indigenous art would open at any
university of art academy, much like
the program of Indigenous Journal-
ism at Sami University of Applied
Sciences, would such a program

be taught only in Sdmi and only for
Sami curators? This question is even
more uneasy. During the “Tool-kit:
Curating Indigenous Art” program,
all the groups communicated in the
Samilanguage. Part of the lectures
were in English, and all the com-
munication with me was in English.
Is this the way to teach curating?
Are these the languages to use?
The Sdmi community is a small one,
and the necessity of using the Sami
language is at the core, but English
is the language of outreach to many
communities globally.

One potential solution to this issue
could be to offer the program in
both Sadmi and English or to provide
language support for those who
may be more comfortable using one
language over the other. This could
involve offering translation services
or providing materials in multiple
languages. Another option could be
to focus on developing curricula that
are inclusive and relevant to a range
of indigenous commmunities rather
than targeting the program specif-
ically to Sdmi curators. By consider-
ing the needs and experiences of a
diverse range of communities, the
program could be more inclusive
and relevant to a wider audience.
Ultimately, the approach taken will
depend on the specific goals and
needs of the program, as well as the

resources and expertise available. It
will be important to carefully consid-
er these factors to create a program
that is effective, inclusive, and re-
spectful of the diverse communities
it serves.

The importance of language in the
process of decolonization and in the
promotion of pluriversal thinking
cannot be overstated. Language is a
keyway in which we understand and
communicate with the world, and
the use of certain languages can
have significant cultural and political
implications. For Indigenous com-
munities, the use of their own lan-
guages can be a way of reclaiming
and valuing their cultural heritage
and traditions while also being a
means of resistance against assim-
ilation and oppression. At the same
time, the use of English and other
global languages can provide a
means of reaching a wider audience
and fostering a greater understand-
ing and exchange between different
communities.

As such, it is important to consider
the role of language in the process
of decolonization and the promo-
tion of pluriversal thinking. This may
involve finding ways to incorporate
and value Indigenous languages
while also recognizing the impor-
tance of global languages in foster-
ing greater understanding and ex-
change. By carefully considering the
role of language in these processes,
we can work toward creating a more
inclusive and respectful art world
that can better reflect the diversity
of experiences and perspectives that
exist within society. So the answer
to many questions and thoughts
leads to the triangle of decoloniza-
tion, nonhierarchy of narratives and
pluriverse, at least for now, for the
project “Tool-kit: Curating Indige-
nous Art.”

Conclusion

One of the goals of decolonizing
curatorial methods is to promote
greater equality and inclusivity with-
in the art world. By acknowledging
and valuing different perspectives
and ways of understanding, we can
create a more diverse and repre-
sentative environment. This can be
especially important for Indigenous
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communities, whose art and ways of
understanding the world may have
been marginalized or overlooked in
the past. By rethinking the system
of value as the perception of value,
we can work towards lessening and
eventually erasing the barriers be-
tween what is currently considered
mainstream and marginalized. This
approach can contribute to a more
equitable and inclusive society over
time.

However, it is important to approach
the process of decolonization with
care and consideration. This can
involve actively seeking out diverse
voices and perspectives, as well as
being open to criticism and self-re-
flection. It may also involve acknowl-
edging and addressing the ways in
which one’s own background and
experiences may have shaped one’s
understanding of the world. By
approaching decolonization in this
way, we can work toward creating a
more inclusive and representative
art world that can better reflect the
diversity of experiences and perspec-
tives that exist within society.

Curatorial practice as the practice
of dialogue and hospitality needs
awareness of many ways to curate
and communicate the artworks

to audiences. The present study

has been based on the case of the
nongraduate program for Sami
curators, in particular the part of the
program designed over October—
November 2022. The content of the
study program focused on curating
research from the Sami perspective,
but also from the perspective of
nonindigenous curators and re-
searchers working with Indigenous
artists. The value of the projects was
in acknowledging the necessity to
decolonize the curatorial ways and
unfold the curatorial practice in the
threefold perspective: decoloniza-
tion, nonhierarchy of narratives, and
the pluriverse. The future aim of the
project is to create knowledge that
would define what is curating from
the Sadmi perspective and how such
curating can benefit the artistic ex-
periences of the various audiences,
along with examining the accuracy
of storytelling within the artworks of
Indigenous artists.

One of the key challenges in the
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process of decolonizing curatorial
practices is the need to consider
multiple perspectives and experienc-
es. This can involve acknowledging
and addressing the ways in which
dominant narratives and practices
may have marginalized or excluded
certain communities while work-

ing to create a more inclusive and
equitable environment. Pluriversal
thinking, or the idea that there are
multiple valid ways of understanding
the world, can be an important as-
pect of this process because it allows
for the consideration of multiple
viewpoints and can foster greater
understanding and respect between
different communities.

In the case of the study program for
Sami curators, the focus on decoloni-
zation, the nonhierarchy of narra-
tives, and pluriversal thinking was
intended to create a more inclusive
and representative environment for
the discussion of curation and the
art world more broadly. By consider-
ing these issues, the program aimed
to create knowledge that could help
define what curation looks like from
a Sami perspective and how it can
enhance the artistic experiences

of various audiences, as well as the
authenticity of storytelling within

the artworks of Indigenous artists.
By continuing to explore these ideas
and work toward creating a more in-
clusive and representative art world,
we can move toward a more equita-
ble and understanding society.

One of the challenges of the pro-
gram was finding ways to incorpo-
rate multiple perspectives and ways
of understanding within a single
space. This involved finding ways to
balance the importance of the Sami
language and culture with the need
for global outreach and understand-
ing. It also involved acknowledging
the diverse experiences and back-
grounds of the participants while
working to create an environment of
mutual respect and dialogue.

Another challenge was the need

to decolonize traditional ways of
understanding and curating art. This
process involved unlearning and
letting go of preconceived notions
while being open to new and diverse
perspectives. It also involved ac-
knowledging the ways in which our
own backgrounds and experiences
may have shaped our understanding
of the world, hence being open to
critique and self-reflection.
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