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Preface

The framing of this resource takes language as a starting point. More 
specifically, it draws on five keywords1 that through an expanded field of 
research and provocations, explores ideas around culture, ethics and identity 
in relation to art and pedagogy.  

The keywords interrogated within this resource are:

Community
Experience
Map
Record
Sick

These words were considered carefully, with a focus on those that carried a 
surplus of meaning. It is important that the words imbue a level of ambivalence 
about how they should be defined. Some of the words that didn’t make it into 
the final selection include: border, , critical,  future,  time and  value.

Once the keywords had been decided, the next step was to establish the 
content for each section. It felt crucial to me that each word explore not 
only my perspective on unpacking the word, but also include the viewpoints 
of people I have collaborated with, past and present. These perspectives 
unfold through a series of conversations, contributions from the archive, lists 
of references and question-based activities. Key contributions come from 
members of Collective Creativity.2

The list of keywords and how I have defined them is by no means definitive. 
Consider how my interpretation differs from your own. There are plenty of 
opportunities across this resource to develop your own reading of the selected 
keywords, and more importantly to put forward your own ideas for words that 
need interrogating and redefining in relation to art, culture and difference. 

1 
The words are referred to as ‘keywords’ in relation to Raymond Williams’s book, Keywords: A Vocabulary  
of Culture and Society, New York, 1976.

2 
Collective Creativity is an intentionally informal non-hierarchical collective space created to share ideas to 
reflect on texts/films/art (and more) in a group setting, that inspire, interest or provoke us and/or our practice. 
Collective Creativity is a group formed out of necessity, to carve collaborative space outside of the institu-
tional framework where a specific QTIPOC (Queer, Trans* Intersex People of Colour) voice and experience 
could be nurtured. Collective Creativity are Evan Ifekoya, Raisa Kabir, Rudy Loewe and Raju Rage.
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How might art be  
space to difficult

Anecdote 1

In autumn 2013, I was delivering a workshop 
with a school group at Tate Modern when 
a young student asked me to pass them a 
colouring pencil. 

What colour do you need?’ I asked.
That one over there’, he replied, pointing
to a pencil one of his classmates was holding. 
Oh, you mean a black pencil’, I said, with  
some surprise. 
I’ve been told not to say that word’, he said. 

The child, who was white, blonde and about 
seven years old, in a class of students from 
a range of cultural backgrounds had been 
conditioned, for some reason, not to use the 
word ‘black’. I continue to think about that  
day, and those ‘Black Pencil Moments’.—3

‘
‘

‘

‘

 
Black Pencils Moments’ refers to a space that is generated during 
conversation, where something difficult or challenging is brought up 
that disrupts the flow of conversation. How do we make space for 

—3
‘
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How might art be  
space to difficult

a vehicle to give  
conversations?

what is challenging to be addressed? Where all involved can reflect 
on what is happening without defence, or deeming what is brought 
up as being unimportant or irrelevant, or without bringing a negative 
mood to the conversation?

Anecdote 2

In March 2015, I co-facilitated a Study 
Day for teachers and educators alongside 
Uvanney Maylor, Professor of Education at 
the University of Bedfordshire. The Study 
Day explored the significance of language 
in relation to discussions around race and 
cultural difference in the classroom and 
gallery. During the ice breaker, participants 
discussed the image or artefact they were 
asked to bring in that represented their own 
culture or understanding of cultural difference. 
 
One member of the group responded that the 
activity was challenging, as they had nothing 
‘exotic’ about themselves to contribute. 
Uvanney wanted to come back to this word 
once everyone had shared their responses, 
so that we could unpack it as a group. We 
proceeded to have a difficult but productive 
conversation that expanded our ideas about 
what culture is, and could be, in relation 
to questions of difference and otherness. 
After all, everyone comes from somewhere 
and every place has something about it that 
makes it unique.
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Evan Ifekoya,  
Okun Song,  
2016, video still
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Black Audio Film Collective,  
Handsworth Songs,  
1986, film still
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www.tate.org.uk/art/art-terms/b/ 
black-audio-film-collective,  
accessed September 2017

13



https://ntwrk11.wordpress.com/about/,  
accessed November 2016

Network11 is Larry Achiampong, Beverley 
Bennett, Junior Boakye-Yiadom, Evan Ifekoya, 
Shepherd Manyika, Jade Montserrat, Kamile 
Ofoeme, Ima-Abasi Okon and Nicola Thomas.  
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Jade Montserrat, Shadowing Josephine,  
2016, performance. Filmed by Matthew  
Noel-Tod, Outpost Gallery
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Raymond Williams, Keywords:  
A Vocabulary of Culture and Society,  
1976, pp.126 and 127
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Evan Ifekoya Job Hunting 2012,  
performance
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Sheba Chhachhi,  
Sathyarani – Anti Dowry Demonstration,  
Delhi from Seven Lives and a Dream, 1980
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www.tate.org.uk/art/artworks/ 
chhachhi-sathyarani-anti-dowry- 
demonstration-delhi-p81156,  
accessed September 2017
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How do your experiences  
shape how you make, talk  
about or interpret art?
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A backward 
glance that 
enacts a  
future vision

The above quote is by José Esteban Muñoz 
from the publication Cruising Utopia: The 
Then and There of Queer Futurity. Cruising 
Utopia explores the idea of ‘queerness’ 
being something that is not here yet … no 
one is queer, it is a space to move towards, 
a way of placing a demand on the present.

“

“
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What do you know now that  
you wish you knew then? 

How might you do things 
differently tomorrow? 
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Write a letter to a future younger 
self, exploring something that 
was missing from your own 
education and think about what 
you need to do to implement it 
for a future version of yourself.
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Evan Ifekoya, A Score, A Groove,  
A Phantom (detail), 2016   
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Lubaina Himid, Thin Black Line(s): 
Moments and Connections, 2011,  
pencil and crayon on graph paper
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Looking at Lubaina Himid’s  
artwork Thin Black Line (s):  
Moments and Connections 

Who and what does this map refer to? 
How does it correspond to your own  
understanding of art history? 
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Mapping Our Own Moments 
and Connections – Redefining 
the Canon of Art History
Evan Ifekoya, Raju Rage,  
Rudy Loewe and Raisa Kabir

In January 2016 Collective Creativity came together 
to discuss how we would map our own canon of art 
history. We discussed the existing models available 
and where the gaps are in our own knowledge. The 
following are excerpts from our conversations.

Excerpt 1

Thinking about Lubaina Himid’s Thin Black Line(s): 
Moments and Connections map, in relation to  
Sara Fanelli’s Tate Artist Timeline,1 it is really  
different because Fanelli’s map kind of looks  
at art movements, but then it’s not even just art 
movements, is it? It’s kind of problematic in a way, 
because even though I guess it’s claiming an air  
of objectivity, it’s definitely a subjective map.  
As somebody pointed out, it kind of … it states  
the Black Arts Movement but then only has three 
names. Then, Sonia Boyce, who was definitely  
a key figure in the Black Arts Movement, is listed 
somewhere else underneath the YBAs, the Young

EI

1 Artist and illustrator Sara Fanelli was commissioned in 2006 to create a timeline 
showing key art movements and artists of the twentieth century. This timeline was 
originally commissioned as an installation on the concourse walls at Tate Modern.
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RR

RL

British Artists. I don’t know what choices she  
made, what choices artists had – if any – in putting 
this together.

It’s very clear when you’re looking at it. You’re 
thinking: How did you decide that? What made 
you decide that? There are definitely gaps.

It’s sort of that thing of something being presented  
as truth when it is an entirely subjective thing.  
Yeah, like you can just sort of take it for granted  
that everything’s in the right place, even though  
once you get down to it it’s like, hang on, why did 
you decide that that person is over there? The 
categorisation is very personal sometimes.

Raju Rage, Where Are Our 
Grandmothers?, 2015,  
screen print
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Thinking about the Tate Artist Timeline map, 
which is very much art movements but then also 
mediums, and then Lubaina’s map, which is more 
about seeing connections that she made through 
exhibition making: What is important for you and 
us? What is important for us to put on a map of art 
history, or our own versions of art history? What 
would you want to include?  

I guess for me the categorisation is less important 
than the names just being on there, because I  
think the categorisation is so personal; for example, 
I might split it up by medium and someone else 
might split it up by time or whatever. 

What’s the thing that you would categorise  
things by?
.
.
.
.
.
.
.
.
.
.
.
.
.
.
.
.
.
.
.
.

EI

RL
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Rudy Loewe, Loud White Men, 2015.  
Photo: © Rudy Loewe
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Excerpt 2

I like the idea of it being about names, as Rudy 
said, but also about spaces and events Collective 
Creativity has organised. I think that’s the stuff 
that can sometimes disappear, that can be quite 
ephemeral. For me, it’s questions like: What was the 
context? How did these people arrive to be part of 
something? How did the Surrealist movement start? 
The Surrealists must have organised an exhibition 
and then it developed from there. I’m interested in 
that. Did they write a zine together? What is it that 
really brought people together?

So maybe we do something that shows that? 
But then we’re not trying to do something that’s 
completely a whole picture … maybe from the 
start we kind of make it clear: this isn’t a whole 
picture, this is part of it. What I’m always worried 
about is, these things, you’re like, that’s missing, 
that’s missing, but we can never have everything 
there. Maybe we’re just really clear that it’s not 
the whole picture and that things can be added. 
Even if we leave space or something so that 
things can be added to it.
.
.
.
.
.
.
.
.
.
.
.
.

EI

RR
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Raisa Kabir,                     / Set light to 
Blackness, in the mirrored Whiteness, 
reflecting our blind shadows…, 2013,  
hand woven cotton and silk textile

EI It’s very much about the people but also about 
locating ourselves in relation to things that we’ve 
been doing. We kind of felt like that’s kind of what 
was missing in the Tate timeline. It was like, okay, 
yeah, the Surrealist movement. But actually what 
was it that brought them together?

Because it probably was an exhibition, you know 
what I mean? So also making that part of this, 
because some of that stuff can be quite ephemeral, 
it can really disappear. We didn’t make a catalogue
for the Guest Project’s residency at Shonibare 
Studio in London, did we? Okay, there’s a blog but 
we need to make sure that the residency is on there 
because that was an important part of the trajectory 
of our practices.
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Excerpt 3

You connect with this event or you do this or 
you’re part of this project or you know this person. 
It’s a different insight rather than looking from 
the outside into this thing. It’s like you kind of get 
an inside view of how things take direction and 
shape. It might just be our experience but also it’s 
another art experience, isn’t it? To show, yeah, 
the difference and the diversity in different art 
movements and how they connect to each other.

I think it would be interesting if there was a way that 
could show that there was some sort of travelling 
or movement. I really like Lubaina’s map, but there 
is something that could be considered quite static 
about the way that it’s been done. Then there’s 
something about the way that Fanelli’s one is very 
linear in its movement and I wonder if there’s a way 
that we can do it to suggest there’s quite a lot of 
travelling but in different directions as well, so you 
can really see the passage of movement in how 
things happened, but really understanding that 
there’s a moving all at once.
 

RR

RL

Overleaf: Pull-out poster for the classroom: 
Mapping Our Own Moments and 
Connections – Redefining the Canon  
of Art History by Evan Ifekoya, Raju Rage, 
Rudy Loewe and Raisa Kabir 
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Map your own canon of art history

Who do you need to include? 
How should you group and categorise? 
By moment or by discipline perhaps? 
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Evan Ifekoya, Let the Rhythm Pull You 
Towards Your Edges (after Marlon Riggs), 
2015, video still
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Donald Rodney, Sketchbook number 15, 
1986-7 © Donald Rodney Estate and 
Photographic Rights © Tate (2017)
Available under a CC-BY-NC-ND 3.0 
(Unported) licence
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In his sketchbook, Donald 
Rodney created a glossary of 
words and statements important 
to his artwork and process: ‘C is 
for Creation and Contradiction, 
Capitalism and Crackdown and 
Cool Calculated Clash Control’

Create your own lexicon, 
addressing the words and ideas 
that are important to your art 
making and/or teaching process.
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This list of exhibitions draws on the histories of black and 
people of colour artists’ presence within arts institutions. It is 
an attempt to place some (definitely not all) pivotal exhibitions 
that have taken place since the 1980s in relation to artists 
I am creating with in the present. It also refers back to the 
conversation that took place between Collective Creativity on 
mapping our own canon.

Exhibitions 

1983  The Pan-Afrikan Connection:  
An Exhibition of work by Young Black Artists,  
Herbert Art Gallery and Museum, Coventry

1985  The Thin Black Line,  
Institute for Contemporary Arts, London

1989  The Other Story: Afro-Asian Artists in Post-war Britian, 
Hayward Gallery, London

1995  Mirage: Enigmas of Race, Difference and Desire, 
Institute for Contemporary Arts, London

2002  Sonia Boyce: From Tarzan to Rambo: Boyce Display, 
Tate Modern London

2010  Afro Modern: Journeys Through the Black Atlantic,  
Tate Liverpool 

2012  Migrations : Journeys into British Art,  
Tate Britain London

2014  QTIPOC Arts group, Guest Projects,  
Shonibare Studio, London 

2015  No Colour Bar: Black British Art in Action 1960–1990, 
Guildhall Art Gallery, London

2017  Untitled: Art on the Conditions of Our Time,  
New Art Exchange, Nottingham

2017  The Place is Here, Nottingham Contemporary, 
Nottingham

Some Relevant Libraries and Archives in the UK

African-Caribbean, Asian & African Art In Britain Archive, 
Chelsea College of Arts, Library, UAL
Black Cultural Archives
Making Histories Visible, Centre for Contemporary Art, UCLAN
June Givanni Pan-Afrikan Cinema Archive
Stuart Hall Library, InIVA
rukus!, London Metropolitan Archives
Women’s Art Library/Make, Goldsmiths, Universtiy of London
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http://www.iniva.org/events/2014/ 
in_conversation_with_collective_ 
creativity_reflections_on_radical_ 
creativity_and, accessed 13 June 2017
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https://blog.zhdk.ch/artschool 
differences/ 2015/03/12/de-privileging-
art-school-antisexist-and-antiracist-
methods/, accessed 13 June 2017 

Art.School.Differences. Researching 
Inequalities and Normativities in the  
Field of Higher Art Education, Colloquium 
on De-Privileging Art School, February 
27/28th 2015. Copyright Art.School.
Differences by Maëlle Cornut and  
Serena Dankwa 
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http://thirdtext.org/#,  
accessed 13 June 2017

Left: Cover of Third Text, vol.29, no. 134, 
May 2015, caption: Steve McQueen, 
Western Deep, 2002, Super 8 mm 
colour film, transferred to video, sound, 
24 minutes 12 seconds, screened in a 
cinema-like space, Emanuel Hoffmann-
Stiftung, Gift of the president, 2012, 
on permanent loan to the Öffentliche 
Kunstsammlung Basel, Installation view, 
Steve McQueen, Schaulager, Basel, 16 
March to 1 September 2013,  
photo: Tom Bisig, Basel 

Right: Image from the Artist and Empire: 
Part 1: Tate Britain, from an article 
by Jessyca Hutchens: ‘Ambiguous 
Narratives: Artist and Empire at Tate 
Britain’. Caption: Agostino Brunias, 
Dancing Scene in the West Indies,  
1764-96. Oil paint on canvas.  
508 x 660 mm. Tate Collection
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What artworks end up  
being recorded?

How have artists taken  
control of their own narratives?
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Where can I find this information 
and how do I access it?
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Lexicon produced by Evan Ifekoya as 
part of the Art and Language Study Day, 
Tate Britain, 2015
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Jo Spence, Crisis Project / Picture of  
Health? (Property of Jo Spence?), 1982, 
photograph, gelatin silver print on paper; 
a collaboration with Terry Dennett 
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www.tate.org.uk/visit/tate-britain/
display/bp-spotlights/jo-spence,
accessed August 2016. View updated  
page at www.tate.org.uk/art/artists/
jo-spence-18272 

www.studiovoltaire.org/exhibitions/ 
archive/x-marks-the-spot/, accessed  
June 2017
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Donald Rodney,  
In the House of My Father, 1996–7, 
photograph, colour, on paper mounted 
onto aluminium

www.tate.org.uk/art/artworks/rodney-
in-the-house-of-my-father-p78529, 
accessed September 2017
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How have artists explored their 
experiences of sickness or 
health in their work?

Why are differently abled bodies 
rarely included in the discourse 
of art history?

What impact does your own 
health have on your practice?
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Rudy Loewe: A conversation 
between artists Evan Ifekoya 
and Rudy Loewe on self-care 
health, wellness, disability, illness

Thanks so much for sending me the images of your 
work, some of which I hadn’t seen before, so that 
was really exciting.

Oh really?

Yes. There was one piece in particular that I was like, 
wow! It really resonated with me in a really big way, 
but maybe I’ll come back to that one a bit later and 
thanks for sending the article, ‘Sick Woman Theory’ 
by Johanna Hedva where she talks about living with 
chronic illness and develops this ‘sick woman theory’ 
for those who were never meant to survive but did 
and, yes, I’ll come back to that as well…1 

I’d like to start with the image of people dancing, 
What Remains Unseen 2015, where people are 
wearing masks. Some of the masks are coming off, 
which I felt like really summed up a lot of things for 
me about the space of dancing or of being in a club 
or whatever, and it being that moment of release or 
of completely stripping off all the different layers or 
masks that we each wear on a day-to-day basis. I’ve 
been thinking a lot about nightlife as spaces of both 
self-care – because it can be about dancing and 
enjoyment – but then also it can be the spaces of 
violence and unsafety and actually being interested 
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1 Johanna Hedva, ‘Sick Woman Theory’,  
Mask, The Not Again Issue, no.24, January 2016.
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in that tension. But there’s something about that 
image as a space that I really identified with and I 
wonder what was going through your mind when  
you produced that image or what you were trying  
to say with it in relation to this theme?

It’s really interesting to hear your thoughts on it 
because I think there’s a thread between the work 
that you’ve been doing around nightlife and your 
perspective on the image, which I really liked.

When I first made What Remains Unseen I 
was thinking about the idea of perceptions and 
mental health, anxiety and how we perceive others 
sometimes versus how we see ourselves and the 
dynamics of being around each other. I started off 
with the idea of people being in a club because when 
I’m in a club I love dancing. I love dancing so much 
but then at the same time I feel very anxious being 
around so many other people and being vulnerable 
or exposed in a space, so there’s something about 
how you understand other people … how you view 
their bodies versus what people are actually trying to 
portray to the rest of the world and it’s funny that you 
should pick up that one actually because you’re in it.

Oh. Yes, there was one person, which I thought, 
oh my god, it seems like me but I didn’t want to be 
presumptuous about it, but that’s cool.

I ended up not using that image for the exhibition I 
originally created it for because I couldn’t quite get 
to the point of putting it together in the way that I 
wanted to but, yes, there was just something really 
important to me about this idea of the masks and 
whether or not people may appear to be friendly or 
how we interpret people’s faces or things like that. 
Yes, like you said like a lot of different layers to it.
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I was thinking about the way that you use language. 
For example, this section of the resource is called 
‘Sick’ and I know there’s something problematic in 
using that word but I was interested in the way that 
we frame what it means to be well or unwell and 
thinking about the language around being diagnosed 
or not being diagnosed and also thinking about the 
way that you have used language to talk through a 
personal experience and how you can use language 
to translate a personal experience into one that 
reaches into a wider domain. Perhaps you could say 
something about the way that you use language here.

There are some words that are definitely being 
reclaimed by chronically sick and disabled folk … like 
crip, and, yes, being sick, mad, crazy, these words, 
which I think have been used against us, are words 
that people are now finding some power in. Some of 
those words are words that I would use myself and I 
don’t necessarily use them in reference to anyone else 
but myself, but I think, yes, that’s probably apparent 
in some of the language that I use. For example, I will 
talk about myself being mad and crazy and I think 
especially for some able-bodied people sometimes 
they’re like, ‘why are you using these words?’ or 
‘oh, why did you call yourself crazy?’ But I think it’s 
actually really important that those words don’t have 
the stigma that they have had attached to them and 
that we find another way to navigate the conversation.

One of the most important things that has been 
happening around disability activism is renegotiating 
what it means to be disabled because I think that 
a lot of people experience disability who wouldn’t 
think of themselves as disabled but actually it’s really 
important that people start to rethink what that 
means in order for us to have a better conversation 
about disability.  
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Rudy Loewe, Mental Health Diagram 
2015, drawing on paper
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The language that we use is very important to 
me and I think that the work that I’ve been doing has 
been feeding into the communities that I’ve been 
part of or the things that I’ve been reading so, yes, 
like that article that I sent you about ‘sick woman 
theory’, which I think it is about renegotiating what 
these words mean but with the people who they 
are describing having the control over being able to 
renegotiate the terms.

Yes, which is really important, as well as what you 
said about removing the stigma … it’s about making 
things explicit and being able to be part of a 
conversation, rather than pretending that these 
words don’t exist or aren’t used against people, but 
to actually confront it and deal with it head on which 
is so important and also makes me think about the 
Venn diagram work, which is a strategy that you’ve 
used in other aspects of your work. Maybe you could 
elaborate on that in general but also in relation to the 
particular work that you shared with me?

I started making diagrams, well, especially Venn 
diagrams, just for my own personal benefit. I would 
make diagrams for a life plan, so I had one on my  
wall which was where I am and how I could get to 
where I wanted to be … but what was the crossover 
between those two things to help me get there and 
that was one of the first ones that I did that was like  
a significant one. From there I just started doing  
other things, such as the idea of mapping out my 
mental health and the one that I’ve included here  
in this resource was one that I ended up making for 
an exhibition about mental health and alongside  
that I have been making these zines called Vent 
which is about different Venn diagrams and about 
different issues.2
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The funny thing about Vent was that it started 
off as I wanted to make a zine and it took me about 
a day to do these little diagrams about things that 
were either silly or things that were really making me 
annoyed or things that just seemed really relevant 
to things happening at the time and people really 
loved it, which was a surprise to me because I just 
spent no more than a day making this thing. I sold it 
for a pound, which was how much it cost to make it 
and people were telling me they’d put it up on their 
walls, that they wanted it as a poster, they wanted 
it as a T-shirt and it just was this strange thing … so 
eventually I started making T-shirts on my own and 
everything has like…

Sky rocketed.

Yes. It’s … it’s absolutely done its own thing. The 
‘loud white men’ and ‘opinions that matter’ diagram, 
I don’t even feel like I know where that came from. 
I was just angry one day but people seem to be so 
into it, and I’m like, I don’t know.

I think it was really important for me to find a 
way to map out my mental health and I’d actually 
been doing this for years using another method 
that I’d got from a friend, but I wanted to come 
up with some kind of method that felt like it was 
mine so I started to think about the Venn diagram. 
The thing about Venn diagrams is that people take 
them as facts. People assume that there’s some kind 
of solidity in a diagram, that the ideas are based 
on something or rooted in something and that 
they’re real, and I really like this idea of playing with 
something that people automatically take as a fact 

2  For information and details about zines 
and artworks, please go to rudyloewe.com.
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and then finding a way to put my own opinion or 
ideas into that as well. In terms of the mental health 
one, I wanted to show how mental health overlaps 
with lots of different things, it’s never just one clear 
thread and how mental health is actually very messy 
and so the diagrams started off with just one circle 
and then all these things start to layer up on top of 
it and almost in my head it could be a 3D object to 
show how there’s all these different things coming in 
from different angles and that they’re all overlapping 
in really different ways.  

In terms of the diagrams themselves, sometimes 
people will say, ‘oh, they should be this much 
overlapped or they should be that much overlapped 
or you haven’t done it quite right’ … they’re entirely 
subjective, but because it’s in diagram format people 
are like, ‘okay, I guess it’s real’.

The diagram gives it a solidity of science in a way, 
even though science is still quite subjective … it has 
that aura of truth and objectivity even though it’s not.  

I think especially being a queer black person  
there’s something really funny about having some 
kind of medium where I can say something and 
people take it as a truth, because I feel like so 
often we say things and people feel the need to 
interrogate what we’re saying. This has been the  
first time that I’ve made something where people 
are not interrogating what I’m saying, even if what 
I’m saying is quite provocative.

I wanted to focus in on mental health and race, 
disability and race, which comes up in the diagram 
and is a big part of your work as well. Something I 
watched recently was a Huffington Post black voices 
video called something like ‘Black influences open 
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up about their self-care practices when mourning 
black life lost to police brutality’ and then there is 
video by Evelyn From the Internets who posted a 
video called ‘Call in black’.3 

It’s quite funny and playful. She’s talking about 
when you’re constantly dealing with news and you’re 
constantly mourning and actually it does take a toll. It 
is a trauma that you live with and she’s talking about 
how sometimes you want to just ‘call in black’. Call 
in sick to work. It’s like, ‘oh, I’m just having a black 
day’, you know what I mean? Thinking about race 
in relation to mental health and how actually black 
people, people of colour are disproportionately 
affected by mental health issues and what that 
means and how that can be addressed. How do you 
address or think through that in your work?

There’s a comic that I’m currently making for the 
website ‘The Nib’ that is all about my experiences of 
being on a psych ward and about the high numbers 
of people of colour on the ward.4 A lot of them are 
there on a section, which means they’re sectioned 
under the Mental Health Act and they don’t have  
the power to leave if they want to and so, yes, so 
it’s all about that and it’s also about how a large 
proportion of the doctors, the psychiatric doctors, 
not the nurses but the doctors specifically, were all 
white men and how there is a massive link between 
who is being institutionalised on psychiatric wards 
and looking at marginalised communities. Large 
numbers of people of colour, large numbers of 
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3 ‘How to Practice Self-care in Times of Black Trauma’, The Huffington Post, 14 July 
2016, http://www.huffingtonpost.com/entry/self-care-racial-violence-police-brutality_
us_5787ed37e4b03fc3ee4ffcea. Evelyn From the Internets, ‘Call in black’, YouTube 
https://www.youtube.com/watch?v=cpVeUVcFMAU.

4 The Nib, thenib.com.
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people who come from working-class communities 
… and you’re more likely to see people who have 
been through the foster care system, people who 
come from marginalised communities who are not 
necessarily getting the help that they need and then 
being sectioned on a psychiatric ward becomes an 
alternative stop to prison and works in a similar way 
in the way that these people are not necessarily there 
voluntarily and are being kept there for a specified 
amount of time.

It’s not even necessarily that people of colour are 
more likely to have mental health issues, although I 
would say that I think that they are based on the fact 
of experiencing systemic oppression, but I think it’s 
also about the way that black people… specifically 
black people’s mental health is criminalised as well. 

I was on a panel recently with a really interesting 
artist, Aaron McPeake, who was talking about how 
when you have a black man showing the same 
symptoms as a white woman, the black man will be 
diagnosed with schizophrenia, the white woman 
will be diagnosed with bipolar disorder and so this 
is like seeing someone as a potential threat. Seeing 
violence in somebody, seeing this potential violence 
before they’ve even done anything, so how are we 
looking at people’s symptoms and behaviours and 
that people are being criminalised for those things 
regardless of the fact they are displaying the same 
behaviours as somebody else.  

One of the things I’ve tried to talk about if I do 
panels or public speaking, is the fact that mental 
health will sometimes show itself in different ways in 
different people from different communities. It’s no 
good having two people who have had completely 
different lives come into the doctor’s office and try to 
look for exactly the same symptoms of depression. 
Are they wearing all black? Are they taking care of 
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themselves? Have they got any make-up on? Have 
they had a shower? Because especially for black 
working class communities some of those things are 
coping mechanisms, so that you don’t get harassed 
by the police or so you don’t get followed around a 
shop or so you’re not getting beaten up … it’s just 
not understanding the perspective that people are 
coming from.  

I think it’s really, really important in terms of 
mental health practices that we figure out a different 
way to think about how to address people’s different 
mental health issues and how that comes up in 
different communities. There’s always talk about how 
black communities don’t talk about mental health but 
it’s spoken about in isolation outside of the fact that 
black people have a very good reason to mistrust  
[the authorities] why would you go to the doctor 
when they’re locking us up?

Why would you do that when you know what 
could happen? The question should be, what are 
mental health services doing for black people?

Yes, definitely. That’s a really good point. I was also 
thinking about the Plantain zine and about how 
that actually is an example of self-care … about 
being here at Wysing Arts Centre at the moment 
and being surrounded by mostly white people and 
what that does to one’s soul and psyche and not 
having immediate access to foods that warm you 
in a certain way and actually even that does take its 
toll on you. When Ingrid Pollard came up, she texted 
me beforehand and said: ‘Do you want me to bring 
you a roti?’ She brought me a goat roti. It is those 
little things that make a difference. They really do 
something for one’s sense of self and well-being and 
so I was thinking about the Plantain zine and how that 
was a really great example of trying to bring together 
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different communities of people of colour, but actually 
finding this common ground in this food, this plantain 
… Ingrid brought me a plantain to cook as well.

I left it there to blacken a bit because I like to  
cook them when they’re really ripe and then one of  
the other residency artists asked me why I hadn’t 
eaten it yet. I’m thinking about flicking through the zine 
as being nourishing and uplifting, so thinking about 
the importance of creating and cultivating spaces to 
be around other people of colour, other black people,  
to share in the foods of our communities and what 
that does.

I think you are totally right about how food does that 
for us. How it creates a sense of community. A lot of 
the things that I really love in that zine are not actually 
my work but, yes, since I’ve moved to Stockholm I 
really have had a lot of those experiences as well … 
I’ve got one single plantain in the cupboard right  
now that I’m waiting to ripen and I was like where can  
I get plantain? Where can I buy ackee?  Where can I 
get a decent hot sauce or a scotch bonnet pepper  
and, yes, there’s something about trying to find your 
community as an anchor that actually resonates. 

Being in Stockholm, which is incredibly white … 
I have been very intentional in trying to hang out with 
people who I have a shared experience with and I 
didn’t have anyone to hang out with yesterday and I 
was just wandering around by myself and then I saw 
this young black woman with a really nice afro and I 
turned to look at her and at the same time she turned 
and said to her partner, ‘oh, you missed it’ and we 
looked at each other and we’d been looking at each 
other’s hair and had been having this nice moment 
of recognition. And just for a second I realised how 
good that made me feel because I felt anchored in 
having some kind of mirror and I think that, yes, food 
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does the same thing … it does it really helps your 
mental health. It makes you feel less alone and I 
even bumped into an African migrant family in IKEA 
and I was trying to ask them where can I get African 
food from and they were giving me the low down 
on it. It’s the basis of a community, which is such an 
important part of good mental health, having a solid 
community around you.

Community is the reason why I did the 
Conversations On Our Hair zine as well. The idea of 
queer black hair, what do we do with that hair and 
self-care things is really a focus on hair being a way  
of bringing us together. I like these threads around 
food and hair and things around the body that can 
bring us together and help to create this mirror.

Can we talk about the falling image. I wanted to  
talk about the way that we can use art to think 
through certain experiences without language 
because sometimes words are not enough or  
words fail us. It’s a really evocative image, you 
know, that sense of falling, of weightedness, but 
also weightlessness. Can you elaborate on that 
image but also talk about when you’re working 
without text how you communicate?

The image is called Freefall 2014, it’s a woodcut and 
it’s an image of me and my mother falling, looking 
towards each other but in symmetry almost and it’s 
about the parallels between our experiences. My 
mum had a very serious accident and then I had a 
very serious accident. There was a really large time in 
between but the parallels, similarities and differences 
between those two experiences interested me. The 
idea of free falling. What does it mean to free fall? 
In black communities and especially I feel like with 
black women, there’s an expectation of resilience 
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Rudy Loewe, Freefall, 2014, woodcut



and I think that black women are really resilient but it’s 
not necessarily always a good thing … it is a strength 
but at the same time it comes from this trauma, the 
cycles of trauma, the trauma that gets carried down 
through different generations, the depths of mental 
health, the mental health cycles between different 
generations … I was interested in all of these things.  

I had a lot to say in that image and there was no 
text that was going to be able to speak to that, but 
it’s a very personal motif that I was working with for 
a while, this idea of me and my mother … I think 
that there’s something really powerful about looking 
between me and my mum and our experiences as 
survivors and as black people coming from slightly 
different perspectives and different generations. 
Existing in slightly different timings and history and 
all of these different things but, yes, finding some 
commonality between our experiences.

When you create or produce images without words 
there’s more space for the audience or the viewer 
to engage because you’re sharing that it’s you and 
your mum but somebody else could easily position 
themselves in relation to somebody they’re in a 
relationship with and that is something else I want  
to talk with you about, the way that you discuss  
and think about the impact of your mental and 
physical health on your relationships. Such as your 
familial, love, your friendships, all your different  
kinds of relationships. Perhaps we can also talk 
about the next image, I Hear Your Voice But I  
Can’t See You 2015. 

I recognise some of the people in the image  
and I can tell that they’re people that you have  
close relationships with. Can you talk about that,  
the way that it becomes a space to think through 
your interpersonal relationships?
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RL I have borderline personality disorder and I was 
undiagnosed for a really long time but I had this  
thing that was impacting all of my relationships  
with people, but I didn’t know what it was and it  
was causing a lot of problems. I had no grasp on 
what was happening so I took it as a very personal 
thing … that there must be something wrong with 
me, that kind of thing. Having a diagnosis has  
been quite helpful because it can help with seeing 
certain aspects of the way that your mind works in  
a framework.  

Having this framework of, ‘oh, okay, this is 
maybe why this is happening and dah, dah, dah, 
dah, dah’, can be very helpful. I Hear Your Voice  
But I Can’t See You was related to having a filter, 
which is sometimes what it feels like you process  
the world through.  

Occasionally the filter distorts perceptions of 
people. Sometimes it’s really hard to know if I know 
somebody, whilst also having to experience the 
world through this filter. That drawing, which includes 
people who I know, is done in a way to show how I 
would like to see them and then on top of it I printed 
these other thoughts and feelings. The mono print on 
top of the drawing is about all the negative stuff that 
restricts my ability to really communicate or to have 
relationships with people.  

I think it’s a really important dynamic for me to 
be able to recognise that I have something that I don’t 
really have any control over in terms of how I relate 
to other people and there are a lot of other conditions 
or disabilities that have similar effects on people’s 
relationships with the world. My younger sibling has 
Asperger’s syndrome and it’s been really useful for 
me to know that they have Asperger’s which is why 
they process the world in a slightly different way. It 
took a really long time for my younger sibling to get 
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a diagnosis … as a young black person, why did it 
take so long for them to have a diagnosis? Why have 
they had so much trouble accessing support? I Hear 
Your Voice But I Can’t See You and other work is really 
trying to think about how do we talk about the fact 
that people are trying to navigate the world whilst 
experiencing these barriers?  Sometimes I can really 
feel like I just don’t know how to talk to people.

Do you think that maybe this is a utopian way of 
thinking? Or that communicating through your art 
can be a way of bridging that gap?  

Yes, I think it’s like a multi-fold process. I really am 
in favour of art being a means for people to process 
the world. For me, making art is definitely the way 
that I process the things that are happening to me. 
Being creative has always been a very integral part 
of figuring out how I feel about the world or my life 
and in my work as a facilitator I try to urge people to 
get involved in arts. 

The arts can be really empowering for people, 
regardless of whether or not they see themselves 
as having some kind of skill in it … even just for 
ourselves, there can be massive benefits to being 
involved. I think it’s really important that people 
access therapeutic processes as well, whatever 
process works for them. I think that art is incredibly 
important in having some kind of outlet to explore 
ideas that don’t have to come with the pressure of 
what the outcome looks like, purely enjoying art as  
a process.

One other thing I wanted to talk to you about 
was your facilitation practice because as well as 
generating art work you also support other people 
to develop and express their own creativity around 
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a host of different things. Can you talk about the 
project you had been commissioned to do for 
Hackney Council, looking at different health services 
that are available to young people? Or can you talk 
about some of the other work that you’ve been 
doing with people?

I’ve done a lot of zine-making or comic-making 
workshops, getting people to think about different 
issues. For example, running mental health zine 
workshops and getting people to either use  
prompts or just work by themselves to create a  
zine about their own experiences of mental health, 
which I think has had a really positive effect for 
people, especially people who have never made  
a zine before.  

Teaching people how to make a mini zine from 
one sheet of A3 paper that produces a six-sided 
booklet with a front and back cover gives someone 
this format and then they can do it again outside of 
the workshop. As a facilitator that’s what I want to  
be able to do.

I often talk to people about being a hype man 
because I actually feel like this is my role in life. I  
want to say to people, okay, look, you already have 
the tools to do this thing, I’m just going to let you 
know that this is how you could do it and then you 
can go and feel empowered to do it by yourself … 
You don’t actually need this space to do it. You don’t 
need fancy tools, you just need some paper and a 
pen and there you go.

It feels very important to me to share skills 
rather than art being a very highbrow elitist thing. 
I want art to be as accessible and open as possible 
and in terms of people who are experiencing 
disability or who are chronically sick or who come 
from a marginalised community, these are the 
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people who I think need these outlets more than 
anybody else. They are the people who I enjoy 
working with the most, which is why I do the 
workshops that I do in the spaces that I do them 
in because I want to reach those people who have 
really important stories that aren’t being told and let 
them know that their stories are important and they 
should go and tell them.

That was everything that I wanted to discuss with 
you but before we wrap up I want to check if there 
was anything else that you wanted to include in  
this conversation?

As a final thing, I want to go back to the ‘sick woman 
theory’ article, which, when I last read it, had a really 
profound effect on me regarding finding a way to 
change the conversation around disability. I’m not 
saying this as somebody who is perfect at all … 
I’ve made a lot of mistakes around disability but I 
think that there are many important things that are 
not necessarily spoken about and it’s marginalised 
communities that are the worst hit by a lack of 
understanding. The conversation needs to begin  
with focusing on the people most marginalised by 
these issues and then renegotiating from there.
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Rudy Loewe, What Remains Unseen, 2015,  
drawing, digital collage
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Initiate a discussion around  
the following questions. 

What is a healthy body? 
What does care look like? 
And what does it feel like?

Write down the words that come up. 
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Signposting 

This list is not exhaustive. If you know of an organisation  
that offers relevant support services, contact us via  
resource.coordinator@tate.org.uk for inclusion in the  
online version of Key Words available at www.tate.org.uk/ 
art/teaching-resource/key-words 

Gendered Intelligence: Specialise in supporting young trans 
people under the age of 21. www.genderedintelligence.co.uk

Mind: Advice and support to empower anyone experiencing  
a mental health problem. www.mind.org.uk

Rethink Mental Illness: Helping people affected by  
mental illness by challenging attitudes, changing lives. 
https://www.rethink.org/

Samaritans: Supporting anyone in distress, around the 
clock. www.samaritans.org

Scope: Provide support, information and advice to disabled  
people and their families. www.scope.org.uk

Switchboard LGBT+ Helpline: Provide information, support 
and referral service for lesbians, gay men and bisexual and 
trans people – and anyone considering issues around their 
sexuality and/or gender identity. www.switchboard.lgbt

Key Words
Devised by Evan Ifekoya in collaboration with
Schools and Teachers Tate London Learning 2017

www.tate.org.uk/art/teaching-resource/key-words
resource.coordinator@tate.org.uk

© Tate and Evan Ifekoya
Texts and images © the authors, artists and photographers



HOW DO OUR EXPERIENCES SHAPE HOW  
WE MAKE, TALK ABOUT OR INTERPRET ART?

Key Words is an Invitation An invitation to you – and  
through you to your students – to question the complexity  
of lived experience; an invitation to unpick how your own  
lived experiences impact on the classroom.

Key Words is a Call to Action A call to address a gap in the 
representation of cultural difference in art education and in  
the gallery; a call to readdress the art ‘canon’.

Key Words is a Tool A tool to impact on how race and cultural 
difference are discussed in the classroom; a tool to broaden the 
references used in classrooms; a tool to develop critical thinking 
and discussion around difference. 

Developed as an artist’s response to their own experience of 
working in art education, Key Words takes an intersectional 
approach to challenging dominant discourse on the subject of 
race and cultural difference. Artist Evan Ifekoya invites you to 
utilise the ambiguity of language to complicate the relationship 
between race and other aspects of identity (gender, class, 
sexuality, ability) as a way of supporting engaged, contextualised, 
meaningful conversation and recognition of difference.

Informed by conversations with teachers, students, artists  
and academics, Key Words offers creative strategies to 
support open dialogue and champion art as a powerful  
tool and catalyst for change. 

The Schools and Teachers Tate London team is committed 
to educational equity, inclusion and social justice. Key Words 
is part of a series of interconnected events and resources that 
explore the importance and power of art in confronting racism  
in the classroom and the gallery.


