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Pablo Lafuente

We tell stories based on where we are at the time. We talk about what we
did, what we lived, and then, using words or images that we’ve held on to for
a while or even those that we’ve only just acquired, we remember. What we
talk about is part of what we could call “the story.” Sometimes we don’t say
anything at all because others have already, or because nobody asks us to,
because we don’t have the will to do so, or simply because others don’tlet us.
But, for whatever reason, the absence of that piece of the story, the piece that
isn’t retold, is always felt.

If we had all the parts in our hands, all of those fragments, maybe we could
imagine a complete story, in which “everything” was considered, in which
every aspect, every sensation, every event, moment, implication, conse-
quence ... would appear. But if we were to tell it one minute later, from ano-
ther place, perhaps we’d be able to drag up a different memory, a different
thought, a different consequence. And then our contribution would be dif-
ferent. Subsequently, fragment after fragment, the imagined story is revealed
as a never-ending task. And, precisely for that reason, it’s a fascinating task.

This book is something like that—an attempt to tell the certainly story of the
five years of inSite/Casa Gallina. A task to which I was invited, by those who
run the house, at a time that now seems so long ago, at the end of 2017, when
itwas something abstract to me, a place that I had visited two years previously
during a brief visit to Mexico City, and that I only knew through the stories
that I had been told by one of the team members, Osvaldo Sanchez.



Why I was invited is a story that I could tell (to myself) could tell, and that
others could tell better than me. But that is not the story that I want to share
here. I am more interested in—and I hope that it will be a more interesting
contribution for you who are holding the book in your hands—telling the sto-
ry of how this printed story has taken the shape that it has; as an explanation,
in no way as an apology. Because I feel, and I hope I am right, that the way
the book tells the story of inSite/Casa Gallina responds to the way in which
the project and the house (really a single entity) were dreamed up and how it
has functioned from its beginnings to the present day, in the Santa Maria la
Ribera neighborhood.

Because Casa Gallina, which I visited five times during the process of com-
posing the book, for stays of approximately a week each time, is, like the
book was, a collective undertaking. A mild, complex, honest, long-term,
dedicated, inclusive, discrete, respectful, uncertain, determined and daring
project. It combines innovative elements with a traditional, generous, spirit.
It is not for me to evaluate if the book is also all of that—I suspect that it is
not—but its role, as I understand it, is to show how all of this happened, and
happens, at the house.

The collective process of composing the book involved the neighbors and
users (“users,” such an inadequate word I've chosen to start with, they are
all neighbors), the permanent team (some of whom are also neighbors), the
guests contracted by the inSite/Casa Gallina’s team for specific actions (such
as workshops, classes and artistic projects), new guests (writers who are nei-
ther neighbors nor collaborators and who will be given the task of writing
about the project); and, of course, myself. Therefore, this book is, among
other things, a collection of names, of individuals who in some moment came
into contact with the project and its activities and were willing to relate that
experience to someone who, at least at first, was a stranger.

At first, because after all of that time I felt that my presence, my relationships,
and even my “status” changed, as I think happened to many of those who have
come into contact with inSite/Casa Gallina since its foundation. That is why
“users” is a word that is at least in part inadequate, because in the house’s
five years, the users became proposers, organizers or hosts; while the orga-
nizers are now apprentices, guests, and even neighbors. So the book is also,
atleast in part, a collection of biographies, of life journeys in which one bout
of learning follows another, in which each tool changes hands several times
and makes possible multiple constructions, in which one new initiative gives
rise to another undertaking, sometimes independently from the inSite/Casa
Gallina’s dynamic. (And, of course, there are initiatives, lessons, and under-
takings that are the end of a path, as there are users and collaborators who
decided not to continue—or perhaps it was life that decided for them.) And
so the future of the house remains permanently open to new configurations,
actions and presences, new appearances, in the hands of those who decide to
contribute to it with their time and their commitment.

Contribution and commitment are appropriate words, to refer to attitudes
that can be found everywhere in the house, and that contest, even if they do
not eliminate, the logics of capital that normally drive the transactions and ex-
changes of city life. There is a cost to inSite/Casa Gallina that includes such
things as maintenance, materials, salaries—but the commitment that can be
appreciated in every aspect of its operations cannot be understood in mone-
tary terms. The dynamics of dedication (of those who work there, of the invited
artists, of the neighbors) go beyond just working on a project. And, while this
separates inSite/Casa Gallina from battles that can seem urgent, almost oblig-
atory, in other contexts, in practice that distinction shows an example of a life
thatis articulated according to other parameters. This is how we get to imagine
spaces, spaces which are never pure (who can imagine a pure space?), of rel-
ative autonomy, in which our contributions take the form that they take, they
do not seck direct repayment, but start processes that will continue with other
processes and that do not directly revert to their origin.



Perhaps they are beginnings. Because, ultimately, inSite/Casa Gallina did
not invent anything, and neither does this book. What Casa Gallina is today
already existed, in some way, in the Santa Maria la Ribera neighborhood and
its residents: in their memories, desires, and fears; in the people that make
up the team; in their work experience inside and outside of the art world, in
their dreams and disappointments; in the guests, and in their interests and
professional and life anxieties. Like the trust that was, since the beginning,
the guiding attitude of all the relationships at Casa Gallina, such a process
started five years ago with its foundation and it will continue into the future.
And that is only possible because we have a memory of and a desire for pro-
cesses like this one, because deep down we believe and we desire (is this not
the same thing?) that something like this could be possible.

Therefore, allowing myself something that perhaps I shouldn’t do as the ed-
itor, [ invite everyone who opens this book to consider it, at least in part, as
a test that confirms that desire and that belief. I believe that understanding
what inSite/Casa Gallina made and makes possible requires an exercise of
open listening to those who were part of that story, an exercise that implies
trusting the honesty of those fragments of an incomplete story that remains to
be made as they recount it. Credit must be given to the affection and commit-
ment that accompany their participation and their act of retelling. Ultimately,
what has happened and happens there is based on the attitudes held by all of
these people. And they tell us that all of this is possible in other places, beyond
Casa Gallina’s doors, and beyond the boundaries of Santa Maria la Ribera, in
other projects, in other lives ...

Pablo Lafuente is awriter, editor and art curator. He lives and works in Rio
de Janeiro.
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can borrow a book without filling out so much paperwork. It's close to my house;

NEigthrS! EXDBHBHCBS at Casa Gallina Work SpaCBS this means you can come and go, and take out and return books. The proximity is

very important because if you forget something, you just say ‘I'l just go back quickly
and get it.” Elsa Pérez, neighbor and teacher.

/Evaluations are carried out at the end of every workshop, they are geared\
toward learning participants’ opinions on the working dynamic and also their
interests for future workshops or neighborhood gatherings. We took some of
the terms used most frequently in the 2015-18 evaluations and presented
them to several neighbors. We asked them to pinpoint those words on maps

of the house's different work spaces in order to define those places based

NURTURING CURIOSITY. “When | have come to consult something, it has always
been related to what we're doing, whether in the vegetable garden or in the kitchen.
This encourages the nurturing of new interests, because you start by looking for
a flower and you leave being interested in how to prepare it; or if they've given us
a method for making an ointment in the workshop, suddenly you see in the books
that there exist three more.” Michelle Aguilar, neighbor and researcher.

on their exReriences. The parti.cipants were: Elsa Pérez, Tere Mendoza., O.Iivia CONSCIOUSNESS. “We're combining our experience here with our day-to-day
Solache, Héctor Escobedo, Michelle Aguilar, Marcela Cardoso, Nayeli Lima, lives. In some way, we're putting to work the knowledge we acquire here. Which
\Pavel Valdés, Viridiana Gamifio, Teresa Benitez and Socorro Ayala. (RC. and R.S.)/ is also super crazy, because when something isn't difficult for you, you don't acquire

knowledge and Casa Gallina has made it so that you do, you acquire knowledge and
you use it.” Nayeli Lima, neighbor and film curator.

2. SALON HUEV@ AND STREET

WELL-BEING. “l came to the Clothing Maintenance Workshop with my children
and we were very motivated by the workshop, we left with new ideas about clothing,
with the desire to not throw things away, about how it's better give them a second
life. If you use a garment that you decorated or that you altered, then you put it
EXPERIENCE on and say ‘wow, | was going to throw out these clothes but | fixed them up a bit
and made them really cool.’ It's satisfying going out in something that you made
yourself.” Olivia Solache, neighbor and retailer.

% SUBLAYER SHARING . o
N UTILITY EXPLAINING TO OTHERS. “When we set up the herbalism exhibition on the doorway,
% | asked myself why we were doing it, until it hit me, what we were doing. At the moment
é;’b WELL-BEING when you can explain it to others, you say ‘ah, yes, I've learned it, | picked it up,' you're
=5
>3

CURIOSITY

)
S

AN sharing it with someone else and they understand you. We had a very cool experience

of spending time with the people who passed by and among ourselves, because you
SEEEEATING EXPLAINING p g peop p Y g y
NURTURING TO OTHERS

CURIOSITY UNDERSTANDING
THE OTHER

would relearn what Elsa had been saying, what Lulti was saying, within the group we
interrelated to each other more.” Tere Mendoza, neighbor and teacher.

MAKING GENERATING BONDS. “l was involved in the films, and | liked it a lot because |
CONTINUITY MISTAKES reflected on something that happens to me a lot and that | imagine happens to
everyone: that suddenly it is really easy to isolate yourself. | can watch a movie and
maybe discuss it with a friend, but | don't have that space, where suddenly one can
meet with the person you least expected. It always creates a very different dynamic
% when you sit down and chat for a bit. It becomes something else, and we leave
§ feeling really good vibes.” Michelle Aguilar, neighbor and researcher.
N

S CARE. “There have been many experiences since the signs were put on the trees,
ELABORATION it is interesting that they've been taken care of, the signs haven't been taken down
FOOD or stolen; on the contrary, some neighbors have fixed them on better; there's the

% CLASSROON




case of one neighbor who added technical information; now the neighbors point
out and identify the trees, there has been a really high level of impact on the street.”
Pavel Valdés, neighbor and permaculturalist.

CURIOSITY. “First, | discovered the posters about how to build a neighborhood, de-
spite the fact that | grew up in a very traditional one, I'd never had the opportunity to
‘build a neighborhood,’ to do what those posters were talking about. | come by here
almost every day, | thought something was happening here but | didn't know what,
one day | saw that it was open, there was a workshop on building things [Electronic
Arts and Crafts Workshop] and | thought it was wonderful: anyone could sit down
and grab the cables.” Nayeli Lima, neighbor and film curator.

EXPERIENCE. “Although | can't participate because of work issues, I've been close
to what's going on around here. The day | used the computer in Salon Huev@ |
was really pressed for time and here | had a lightbulb moment and was able to turn
in my work straight away.” Socorro Ayala, neighbor and administrator.

TEAM. *When | returned to this neighborhood after 35 years being away, | was sur-
prised that when | greeted everyone they looked at me like | was a strange animal.
What happens here creates opportunities that perhaps something will be started
up elsewhere, and now there are many people who say ‘hi’ to me. The important
thing is building a team, I've discovered that we're not alone.” Héctor Escobedo, neighbor
and administrator.

3. VEGETABLE GARDEN

TAKING ADVANTAGE. ‘I never imagined that I'd have radishes and lettuce in my
house. The natural cooking classes also help us change our habits, less meat, less
fat, less things that harm us. Ever since | retired, it's been extremely important for me
to find some form of occupational therapy, because after 55 years of working one no
longer knows what to do. For me, Casa Gallina was like an island of salvation.” Héctor
Escobedo, neighbor and administrator,

SATISFACTION. “it was very important to me that my youngest daughter find a
space with an idea very close to what she sees at home. She found it very cool that
here in the workshops there were guides not teachers, she got to understand new
things. The ones she has attended most are the vegetable garden ones, she really
liked the direct contact with the earth. We took the cooking workshop together and
it created that direct relationship with the product and what could be done with it.”
Marcela Cardoso, neighbor and psychologist.

MAKING MISTAKES. “Here | learned to make the most of my mistakes. I'm very
methodological, I'm like a well-made cube, if | go ‘outside the box’ | no longer
function. In the vegetable garden, | learned that going ‘outside the box'is cool and
it helps you learn. So far in my little vegetable garden | continue making mistakes
but | no longer have that frustration of ‘Ahhh, I'll have to do it again.” No, now | rec-
ognize that | started off badly and I'll just have to do better.” Viridiana Gamifio, neighbor and
photographer,

SHARING. “I am good friends with Héctor and at his house I've been able to see the
results of the workshops, his lettuce, that he eats himself and even grows enough to
share with friends. There'll be people who come here who'll be able to find ways of
sustaining themselves, thanks to the training that is provided.” Socorro Ayala, neighbor and
administrator.

4. CLASSROOM

SUBLAYER. “The first workshops | took were given here [in the classroom]. | feel
that it was like a flowerpot with a good soil, which helped me nurture my creativity,
because they were basically workshops about design and illustration, and also
because, based on that knowledge, | could apply the creativity to my life and my
work. It was like a complete circle that started from the first workshop that | took.”
Viridiana Gamifio, neighbor and photographer.

CONTINUITY. “l chat once a week about the process and how to be well with one
of the neighbors with whom | started (in the homeopathy talks). She is a person
with who | exchange a very substantial message about emotional health. That out
of nowhere you find a person who is seeking the same thing as you is great.” Nayell
Lima, neighbor and film curator.

FOOD. “l was given the opportunity to take workshops on topics that interested me
but that | had always put off because | didn't have time or | didn't have the money. So |
really liked having them here for free and nearby. The dynamic, that was fairly open
and very relaxed, also really nourished me. | really liked meeting very high-quality
professionals, it surprised me because I've been in other places that are free and
well, no, there's a lot of cutting corners.” Marcela Cardoso, neighbor and psychologist.

ELABORATION. “This is a super interesting place, since the moment that | first saw
it, on seeing all the green, | said ‘the plants start to caress you from the moment you
enter.” Crying here [in the classroom] when | took the course on Thanatology was
one of the ‘difficult moments,’ and all of this helped me in that process, in dealing with
grief. It encouraged me to have hope.” Teresa Benitez, neighbor and secretary.

UTILITY. “It is the space for the useful topics, it generates a lot of frameworks for
practice and skills that can be transmitted to others. Especially the workshop on
graphic narrative, which we used to narrate the story of coffee to other people
through comics and it ended up resulting in us making a magazine to spread the
story and issues around coffee.” Pavel Valdés, neighbor and permaculturalist.

UNDERSTANDING THE OTHER. “In a film workshop, we went out filming and that
put me in touch with a neighbor who has a hair salon. | really liked meeting her and
understanding the history of the neighborhood, because I've only lived here a short
time, so | get to understand the neighborhood based on those who've been here
longer. It is also understanding other very different people with whom I've taken a
workshop, all of different ages, areas, occupations, education levels, etc. This was
very cool: understanding that we can have a common interest even though we're
so different.” Marcela Cardoso, neighbor and psychologist.



A Vegetable Garden,
a Classroom

Vegetable Garden and Earth Technologies Workshops

The Vegetable Garden is one of inSite/Casa Gallina’s central platforms. Since
2014, it has been an active platform that articulates the project’s diverse search
fields and lines of action. Through the activities in the Vegetable Garden, a sense
of belonging and responsibility for everyday actions has been promoted. The prac-
tice of horticulture has also managed to encourage, through sustainable activity, the
ecological regeneration of certain areas of the neighborhood. Through an ongoing
public program, which includes giving courses and workshops and the installation
of community vegetable gardens, the Vegetable Garden has managed to generate
experiences, reflections and dialogues that have had a direct impact on participants’
economies and food consumption habits.

The Vegetable Garden was designed at the end of 2014 by horticulturalist Mauricio
Badillo, who, besides leading several of the courses, has been in charge of its con-
stant maintenance.

The Vegetable Garden platform has received generous support from Magda Car-
ranza, who has also actively participated in its weekly maintenance. Magda, Mauricio
and a group of women from the neighborhood work toward collecting an abundant
weekly harvest. Consequently, herbs, fruits and vegetables are distributed to neigh-
bors every week. (J.0)




Cultivated Visions:
The Home Vegetable Garden

lllustration: Sonia Pérez, neighbor and illustrator

“For me, growing things is very important, I'm from
the country. When | was very little | used to watch
my dad plant carrots and onions. When | took the
gardening class here it was good to learn that even if you
live in a small space you can grow cilantro and tomatoes
in pots and be able to eat healthier food.”

Teresa Benitez, neighbor and secretary




Joshua Decter
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Preamble, in conclusion

Perhaps the most significant and unexpected outcome, at least for me, of
the inSite/Casa Gallina project, is that what began in the form of a rather
complex theoretical and discursive proposal for an unusual curatorial/
post-curatorial framework has successfully evolved, perhaps even against
the odds, into a platform. Actually, something more than just a platform:
a house, even a home, that is the result of an unprecedented process of
collaboration and co-production with the residents of the Santa Maria la
Ribera neighborhood and the various people brought in by the organization.
And one might even say, in a sense, that whereas Casa Gallina began un-
der the auspices of inSite as an ambitious curatorial project that built in
enough self-criticality to rethink what it means to curate locationally, to
curate the social, to curate communities, to organize in collaborative and
co-participative ways, to curate zus¢, it has grown organically into a place
that is increasingly embodied—if not defined—by the neighborhood as what
I'would call an uncommon commons.

In terms of its organizational ethos, inSite/Casa Gallina was conceived as
a horizontal, non-hierarchical, egalitarian, quasi-grassroots project, and
yet also understanding the complexities of such ambitions, since to cul-
tivate “bottom-up” processes one often needs to begin with “top-down”
interventions ... as much as such terms already embody certain notions of
power and agency. If inSite/Casa Gallina was conceptualized and built for
the communities of Santa Maria la Ribera, then maybe one destiny for the
project is that it will eventually be overseen by the communities that use
the house, with increased levels of self-management and self-determina-
tion. That the local grassroots, so to speak—i.e., the people who live and
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work in the neighborhood—may eventually re-appropriate the house that
inSite bought in 2012. That the neighborhood begins to do more and more
of the programming of the house, rather than the house reprogramming
the neighborhood. Of course, this is a dialectic (the dialectic of enlighten-
ment?), part of the DNA of inSite/Casa Gallina from the start. My sense is
that the shifting dynamics of knowledge, the fluid relations of soft power
between the house and the neighborhood, are an intrinsic aspect of the
project as an ongoing process of becoming.

inSite has transformed a private house into a neighborhood commons by
creating a place—one might even say a kind of multidisciplinary laboratory
wherein interested members of the neighborhood have the primary stake
in the project because it is their lives that are at stake. By participating in
programs at Casa Gallina, it could be said that members of the community
are engaging in individual and collective processes of re-commoning the
house for themselves. At the very least, inSite/Casa Gallina compels us to
reconsider such relations of power, particularly in terms of art organisa-
tions (and curators, artists and other cultural actors/agents) that seek to
deploy art, culture, social science, environmental science and other forms
of knowledge to set into motion the progressive transformation the multiple
ecosystems of everyday life, particularly lives made vulnerable within pre-
carious localities of economic, social and political disenfranchisement.

Book as locality and meta-locality

A book can at once represent and re-represent a place, a locality. It is not
locality per se, but a re-envisioning of locality. A book can reimagine a neigh-
borhood for and with the people who live and work in that neighborhood.
One of the most beautifully designed and illustrated books that I've ever
seen happens to be a rigorously researched, gorgeously illustrated botanical
atlas tided Atas Botdanico Minimo de la Santa Maria la Ribera, about a
place unknown to most people. Within its pages, one can find what I would
characterize as almost magical-realist renderings of local plants and flowers
(and some local fauna), along with detailed and extensive information on
each species. How did this book come into being? What purposes beyond
the aesthetic and the informational does it serve? What/who/where/how
does it represent? The book, published in 2017, collates data on 60 differ-
ent species of plants, trees and other flora identified by residents of Santa
Maria la Ribera, who toured the area with two biologists as well as members

2

of the neighborhood organization Estanquillo El 32, searching for indigenous
and non-indigenous botanical varieties that have adapted to the urban environ-
ment. These species are brought remarkably to life through illustrations by
the artist Mariana Magadaleno. The publication is a compendium of local in-
formation, and a map of alocal ecosystem that can be used by anyone to build
upon extant knowledge of these environs, to reimagine our relationship
to this place, and lead to new ways of navigating locality. The publication
is an eloquent embodiment of inSite/Casa Gallina, a reflection of its fun-
damental operating system and core values: an intersection of information
and knowledges garnered from both local residents and outside specialists,
and a translation of research data into aesthetic material—all in the service of
reimagining the neighborhood with, and for, its residents. The book mate-
rializes other intersections between a number of inSite/Casa Gallina’s core
platforms or “search fields,” such as: environmental empathy, ecological
regeneration, producing locality, social creativity, and de-hierarchizing knowl-
edge. I would also like to think that the book has become a point-of-pride for
some members of the community, celebrating the rich biodiversity of flora
within an urban context that may not be typically associated with beautiful
plants and flowers. For outsiders like me, the book continues to inform and
reshape my understanding of a neighborhood that still remains, even after
a few visits, rather elusive. We might say that the book in question is a kind
of meta-locality: it is the place, it is about the place, and it redistributes the
place beyond its specific locality to other localities.

What do we expect from art and its organizational platforms?

There appears to be a constant desire, if not a growing demand, for art
and its organizational platforms to do more than it has been doing. And
alongside these desires and demands, perhaps an increasing assumption
that art and its organizational platforms can make directly transformative
impacts on society and realpolitik, not merely symbolic acts or interven-
tions that eventually evaporate. And so, every call for art to make positive or pro-
gressive change in/to the world may also be at the same time an (unacknowledged)
acknowledgement that perhaps art has not been doing a particularly good job of
being socially or politically useful. I'm not speaking of the broader question of
whether art is valuable for education: of course, it is. What I am speaking
of is the demand that art function in ways that may, or may not, lie outside
the purview or mandate of art. This has been an ongoing debate for a few
generations. Perhaps, for the art apparatus to be at its most useful—i.e., if



one believes that art is the best kind of instrument to engender progressive
social change, to produce more equality in the world—then maybe that ap-
paratus of art production and exhibition should disappear into the social
from whence it came. In other words, art and its systems should be the so-
cial, not just be about the social.

Needless to say, though, art and its various platforms and systems cannot
be anything but social, since art and its systems are made by humans, who
are social beings, who comprise a society in one way or another; artists are
not outside of society, and therefore art is never outside of society. This is
what makes art so complicated: it interprets and critiques the “reality” that
itis also a part of. Art embodies this contradiction, this tension. One of the
arguments made for art that defines itself as being a more direct form of
social engagement or social intervention is that rather than merely offering
a commentary on social conditions, it seeks to actively transform these so-
cial conditions, that it can be made to be useful, and to be used by people.
Art producing the social, so to speak, rather than only a critical reflection
about the social.

If one supports the idea that art is useful, that it is a pragmatic tool, that it
is utilitarian, that there is an obligation for art and its various systems and
platforms to be instrumentalized in the service of social justice and political
transformation, this implies that existing (non-art) tools are not functioning
very well. In other words, that a lack is identified—whether it is a social, eco-
nomic, political, racial, ideological lack or any other kind—and art is proposed
as a tool to not only analyze the lack, nor to merely compensate for it, but to
fix it, so to speak. If realpolitik is lacking, art is introduced as a potential
cure for the failure of realpolitik to deal productively with certain prob-
lems. In other words, art as a tool that solves our problems; art as a kind
of metapolitical instrument that comes to our rescue when our realpolitik
seems to be failing us, or when we fail realpolitik. Some believe that art can
somechow compensate for the failures of our realpolitik, and that artists can
have pragmatic roles to play in the sphere of politics beyond the enclaves of
art worlds (which certainly have their own politics and intersect in various
ways with spheres of realpolitik); others accept the potential of art as a form
of metapolitics, but insist that art, artists and the institutional and market
systems of art should ultimately step out of the way of realpolitik. When
visual artists contribute artworks to a sale that benefits a political party,
for example, they are lending themselves to a political cause, engaging in

one aspect of realpolitik (money is political speech in many countries), and
being “political.” Art, per se, as a form of political speech.

Artists may be able to register the failures of realpolitik, but maybe the
problem, or the contradiction, is that art may not be able to operate as
realpolitik—or real political activism—as long as it remains ... art. Now, on
a certain fundamental conceptual or philosophical level, of course, an artist
can name anything as art, including their activism, or their political activities.
Some practitioners even use the expression “artivism” to describe the
intersection of art and activism, although I harbor suspicions, because it
sounds like just another cute genre brand ready for easy art historical con-
sumption. What I'm proposing, and it is not particularly original, is that
maybe ultimately for artivism to be activism, is that its art element needs to
recede from the picture; or, likewise, that perhaps ultimately for the meta-
politics of art to become the pragmatic politics of realpolitik, the art part of
“political art” needs to fade away so that the largely symbolic metapolitics
of art can become the more applied, utilitarian politics of realpolitik.
Maybe what I’'m really suggesting is that artists cannot become the effective
replacement of politicians (or activists)—nor art the substitute for politics (or
activism)—until they sacrifice art for the sake of realpolitik (or activism).

Some will argue that with the historical development of “socially engaged
art practices” and the emergence of examples of “social practice” during the
1990s, art had already begun to transcend any traditional resemblance to it-
self; it was becoming an activity virtually indistinguishable from non-art
practices, such as collaborations with members of communities wherein
the processes of social collaboration are just as significant as a resultant
event, action or material product. And yet there is always, at the very least,
aresidual acsthetic within social practice ... itis, after all, social practice arz.

It was in the late 1980s when I first began to consider what “socially en-
gaged art” might mean, after encountering the Homeless Vehicle Project,
the artist Krzysztof Wodiczko’s response to the growing homeless crisis in
New York City. Wodiczko was interested in commenting on the crisis, ana-
lyzing the lives of homeless people, engaging in a symbolic intervention so as
to humanize the situation, but also, more significantly, endeavoring to bring
about material change to the condition of people’s lives. To design a utilitar-
ian solution. Art as a mode of praxis, in other words. Although a bit skeptical,
I was intrigued by such ambitions. The artist collaborated with homeless



people to design, prototype and test the vehicle in the streets of New York
City, indicating an unprecedented co-participative process within the of-
ficial art context. He wanted the vehicle to function as an instrument for
the homeless to use for survival purposes, as an alternative to shelters that
often proved to be more dangerous than life on the streets, until either
the shelters were made into safe spaces or sustainable affordable housing
solutions were provided. Wodiczko’s ambition was to move beyond the
prototype stage, and he approached the city government to embrace the ve-
hicle as a municipal project, and to manufacture it for widespread use by
the homeless population—an effort that ultimately did not materialize. As
a strategy to raise consciousness regarding homelessness, at least within
certain milieus of the art world and perhaps beyond, the Homeless Vehicle
Project did have some success. But as a work of art in the service of utility,
an artwork designed to function as an alternative means of surviving under
the most difficult of circumstances, the project was never given a chance to
prove itself. To prove itself as something more than just art.

Perhaps art must become something more than art, something other than
art, while yet somehow still remaining art, for art to be a metapolitical in-
strument of verifiable social change. In other words, social change that is
experienced and verified by the communities that artists claim to be working
with to produce progressive, equitable social change, even if this means
that the art part of “social practice art” dissolves away. Truth be told, there
are relatively few successful examples of this kind of social practice art that
one can cite, although I invariably return to one of the few success stories:
Rick Lowe’s Project Row Houses (PRH) in the Third Ward neighborhood of
Houston, Texas. Since its founding in 1993 (just a year after the inaugural
inSite exhibition project in 1992, by coincidence), Lowe has continued to
consider PRH as an artwork of some kind (perhaps a social sculpture in the
expanded ficld, to use art historical discourse). Yet as a kind of organism,
as an alternative ecosystem created within that ward in Houston, in order
for it to function, it does not need to be understood as an artwork. PRH
leads, at the very least, a double-life: as aredefinition of art, and as a redefi-
nition of a community-based initiative that has helped to bring atleast some
racial, social and economic justice—and a degree of self-determination—to
a neighborhood that sorely needed it. The fact that Lowe has continued
to live in the neighborhood, with the community, indicates that it is a fully
embodied experience for the artist, and this presence is what has proba-
bly sustained it; the lines of distinction (which were always artificial, in a
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sense) between art, politics, justice, equitable urban redevelopment, forms
of curating, community, daily life and other elements have largely disap-
peared here. There is what might be described as a poetic convergence, a
radical hybridity, wherein these various strands intersect and overlap at dif-
ferent moments. Fundamentally, though, with Project Row Houses, Lowe
helped to catalyze new conditions and experiences of locality for/with the
communities of the Third Ward; the project has functioned effectively for
so long because it has become indistinguishable from its locality, from its
communities. It Z its locality and its communities at this point, probably
more so than it is Lowe’s art, per se. This is how we might understand cer-
tain affinities between PRH and inSite/Casa Gallina, since the latter is not
only helping to produce new conditions and experiences of locality for/
with the Santa Maria la Ribera neighborhood as a kind of post-curatorial
or meta-curatorial framework of inSite, but the house itself has become
a new locality in the neighborhood, a new community within other local
communities. In both cases, existing historical houses embedded within
their respective neighborhoods were repurposed into places to be repur-
posed by their respective communities.

Hospitalities and inhospitalities

Perhaps a house is just a house. But is every house a home? And what does it
take for a house, a place of human dwelling, to become a home? Is an empty,
unoccupied house—bereft of human presence—a home, or merely a built ar-
chitecture? A house becomes a home, perhaps, when it is activated by human
presence, by some form of social inhabitation and/or interaction, whether
familial or other. A house becomes a home when it is lived in. A house be-
comes a home when it establishes borders of privacy for its inhabitants, and
also when its borders are dissolved, when those who live in it, or work in it,
welcome in strangers. A house becomes a home when it becomes a place of
socialization, when the borders that establish privacy and intimacy are dis-
solved, made porous, opened up to allow for unexpected social flows. When
ahouse opens itself up to various worlds, whether at the local or global level, it
has the potential of becoming a home. This requires generosity, a willingness
to share one’s private space with others, so that publicness filters in, and the
private sphere of the home filters out into public realms. A house is a home
when it is a space of hospitality for those who don’t live there.



Likewise, a nation is a home when hospitality is shown to the outside world.
At this very moment, the United States, my “home,” is in the midst of a polit-
ical and social struggle to determine whether it is first and foremost a nation
of hospitality, or a place of inhospitality. If it will welcome strangers into its
midst or turn its back on those it deems to be unfit to be residents in the Us—
which really means turning its back on itself, for the US is nothing other than
a collection of strangers brought together in an imperfect democratic union.
Many chose to immigrate there, others were brought by force as slaves, and
others, who originally inhabited those lands, were decimated, and yet some
Us citizens still do not want to make some of their fellow citizens feel athome
in their own nation. Structural racism is one factor, along with widening
economic inequities that have impacted various races and ethnicities, and
those of African descent disproportionately. Some people can only think in
terms of borders, exclusions, race-based supremacies, imaginary nativisms,
hyper-nationalisms, and the hypocritical scapegoating of people who are
part of the backbone of the USA, such as Mexican migrants, US citizens of
Mexican descent. President Trump has poured gasoline on the brushfires of
bigotry, white resentment, all the while scapegoating people too disempow-
ered to fight back. Throughout his 2016 candidacy, he accused Mexico of
deliberately sending “bad hombres,” murderers, and rapists to cross illegally
into the US. In 2018, in a ridiculous political stunt designed to scare voters
into supporting Republicans, he dispatched US troops to secure the south-
ern border. His nativist, neo-populist vow to “make America great again”
was really code language for making the US whiter and more intolerant, and a
continuation of his often indecent, racist assault on former President Obama,
such as the lies about Obama’s Kenyan birthplace. Yes, Mexico has many of
its own domestic political, social and economic problems, some of them ex-
acerbated historically by the US (such as the endless cycle of drug trafficking
and violence), but Trump’s demonising of Mexicans, US citizens of Mexican
descent, and black people has been repulsive. The fact that nearly 63 million
Us voters opted for Trump is also repulsive, and perhaps ultimately inexpli-
cable as a collective act of sadism and masochism.

And so, prior to my second visit to Casa Gallina in January 2018, I was some-
what apprehensive that this “bad hombre gringo™ (i.e., me) would be treat-
ed with suspicion and scorn, given the overall political tensions that the US
president has stoked between the two nations. I have been experiencing a
profound sense of shame regarding the political discourse in the US, a sense
of powerlessness. And yet, from the moment I arrived at Casa Gallina, I per-
ceived an authentic hospitality, a manifestation of undeniable humanness,

an cffortless attempt to make an outsider feel comfortable in a new situa-
tion. Hospitality is never perfect; nothing is. Hospitality will always involve
some degree of awkwardness, with the inevitable tensions that emerge when
people meet for the first time. But effective hospitality by the host allows the
person being hosted to overcome their anxieties, their sense of un-belonging,
to become part of a new social milieu. If I could demonstrate half as much
hospitality, generosity and selflessness in my own daily life as I was shown by
everyone at Casa Gallina, I'd be twice the person I am today.

From Casa Gallina/Mexico City to Tijuana/San Diego, and back again

My first visit to Casa Gallina happened almost by accident while visiting
Mexico City in the spring of 2015 for other purposes. Osvaldo Sanchez, its
director, invited me to visit the house and the Santa Maria la Ribera neigh-
borhood, which I hadn’t heard of previously. At that time, it seemed as if
things were just getting started there, with renovation work still in process,
and the vegetable garden being planted for the first time. Something that
Sdnchez mentioned that afternoon has stayed with me: Casa Gallina would
not house exhibitions of the art produced by artists who would be invited for
residencies at the house. The idea was to break with the normative logics of
community-based art organizations, wherein art made by/with locals is put
on display for various art publics, so as to endeavor to not set into motion the
typical processes of arufication, so to speak, or neighborhoods that supposedly
need to be improved through artistic and other cultural interventions. Within
inSite/Casa Gallina, there is still the residue of an Enlightenment-based idea
of artas an edifying—or at least a critical—force of potential social, economic,
urban and psychological transformation. And there are still traditional vertical
hierarchies of knowledge and power, even as there are efforts to dissolve as-
pects of this verticality so as to produce more co-participative horizontalities.
From the moment I visited inSite/Casa Gallina, | was immediately intrigued
by the fact that although artists, mainly from the Mexican context, would be
invited to engage in long-term research residencies and be commissioned to
produce new artworks, neither the artists nor their artworks would be the pri-
mary focus. Artists and art would comprise only one aspect of a constellation
of cultural, research-based, educational, scientific, communal-social and
other activities initiated by inSite/Casa Gallina with residents of the Santa
Maria la Ribera. This community would be the focus of the initiative—not the
community exploited in the service of some kind of reconceptualized notion
of a social artwork, but rather the community given new opportunities to re-
conceptualize themselves as @ community. 1 think that on an organisational



level, inSite/Casa Gallina has been endeavoring to function in a pragmatically
transdisciplinary way, so as to change the paradigm of what it means to be a
cultural organisation that seeks to establish a different kind of connection
with its local constituencies. Particularly in relation to some of the inher-
ent contradictions of socially engaged, community-based and even social
practice. In other words, to a certain extent, as a (self-)critical response to
inSite’s own history, Casa Gallina is the least art-centric inSite project, the
edition that does the most to challenge curatorial conventions, and for these
reasons perhaps the most poignantly impactful inSite endeavour.

From its beginnings in 1992, and as it has evolved over the past two decades,
one of the things that has distinguished inSite from many other periodic art
exhibition platforms is that it was always committed to testing various con-
cepts, formats and platforms of art and curation, as well as the production
of unusual discursive platforms to frame the art and curatorial processes.
inSite comprised commissioned artists” and architects’ projects distributed
throughout a range of site/context-driven locations within the Tijuana-San
Diego border, to engage multiple audiences, publics, constituencies and
passers-by. And while the border was understood to be the locus of artistic
investigations and practices, by the late 19gos one could begin to discern a
gradual shift in focus away from the commissioning of object-based works
at the literal site of the border, towards an effort to increasingly think about
the border as a distributed condition beyond the local, and towards the re-
gional and the global. In other words, the border as both literal place and
fugitive network of economic, political, corporeal, psychological, military,
social and other relations. The border as a fugitive site, at once there and not
there, at once specific and liminal, fixed and fluidly redistributed through
various social, economic, bodily and other networks. inSite challenged pre-
conceived notions of the border between the United States and Mexico,
and, more specifically, it challenged artists to engage in expanded forms of
site-specificity, social engagement, community collaboration and local re-
search to investigate and reimagine the social, political, economic and other
complex and conflictual interpenetrations and transactions that occur within
the binational zransborder environs of Tijuana-San Diego. Functioning as a
continuously mutating exhibitionary and discursive platform—really, a labo-
ratory—for artists, architects, designers, writers, activists, intellectuals and
other cultural producers to test their own relationships to these territories,
whether they live and work within this border zone or not. inSite’s model of a
binational periodic exhibition was always key, since producing a binational ex-
hibition demands that we consider the literal border not merely as that which

divides and alienates the two nations, not only as a place of friction, but also
as a space of cooperation. Not only of distinct nationalisms but of shared his-
tories, not a place defined by one-way exploitation of labor forces but also
mutual economic opportunity. Most significantly, as a fluid territory of social,
economic, political, corporeal and psychological interactions, flows and in-
terdependencies. In general terms, it has always seemed to me that one of
the main objectives of inSite was not only to provide a platform to expand
notions of site-specificity in art (e.g., the border as site), and challenge the
normative biennial model by giving artists opportunities to engage in long-
term research/residency-based commissions, but more poignantly to refute
the endless stereotypes of the Mexico/US border, and the idea that Tijuana
was just a playground for drunken US tourists, or a place of drug-related
violence. A binational exhibition model signified the deep interpenetration
and interdependence of the two nations. If one observes the progression of
inSite’s exhibition projects from the 19gos through to the early 2000s, it
is possible to identify a progression, on curatorial-conceptual terms, from
considering the border as a physical site for materialised artistic and archi-
tectural interventions, to an increasingly porous zone of social, economic,
political and other flows within which artists experimented with various
kinds of collaborative processes, dematerialized practices, actions, events,
invisibilities, exchanges and transactions. And yet, as I distinctly recall from
my engagement with inSite_os as a curatorial interlocutor, the question
of sustainability was one of the recurrent issues under discussion. In other
words, how can an organization that produces periodic interventions, secure
a sustained presence, so that communities don’t feel, perhaps, as if they have
been abandoned after the conclusion of an episode?

On a blazingly hot day in late August 2005, at the inauguration of inSite_os,
I stood on the beach in Playas de Tijuana, watching a human cannonball pro-
pel himself over the border fence from the Mexican side of the border to the
US. Cannonball Smith was in fact carrying his passport, just to make certain
that he wouldn’t be detained by border agents waiting for him to land in a net
on the California side of the beach, which he did successfully. This was the
central moment of Javier Téllez’s One Flew Over The Void event-project
for inSite_os5, which launched the start of what would be the final version of
inSite to take place within the environs of the Tijuana-San Diego border. To-
day, thirteen years later, it is ironic to think that one of the central campaign
promises—and continued desires—of the president of the United States was
to build a wall on the US-Mexican border to keep out all of the “rapists™ and
“bad hombres” crossing the border and supposedly destroying his country’s



greatness. Ironically, a border fence—as opposed to a border wal/—might
be understood, on symbolic and material terms, to preserve a certain kind
of humanity: a fence divides, but it also allows people to see each other, to
touch one another, to allow communication through and across. It has a kind
of permeability. It is the kinder, gentler kind of border device, to spinitina
perversely humorous way. The fence allows for fragmented families to have
picnics on the beach with each other, on each side of the border. The fence
also suggests, at least to me, the arbitrariness of the border. Perhaps a fence
suggests a kind of impermanence, whereas a wall suggest permanence—pre-
cisely the kind of divisive, isolationist, ultra-nationalist message that Trump
wants to send. And it stands in stark contrast to the message that the defiantly
binational inSite project has been sending since the early 19gos: that Mexican
and US citizens need to engage with each other, that our current lives and our
destinies are interconnected. Téllez’s One Flew Over The Void reminded us
of the arbitrariness of borders, that they mainly serve to divide and alienate
people from each other, that they isolate nations, that they amplify differ-
ences rather than promote affinities, that they entrap us within pernicious
ideologies of ultra-nationalism.

If there is a project from inSite_o5 that seems to anticipate, at least on
broad conceptual terms, aspects of inSite/Casa Gallina, it might be Paul
Ramirez-Jonas’s Mi Casa, Su Casa, which explored various conditions of
trust and distrust within the border communities of Tijuana and San Diego.
And more than exploring these conditions, Ramirez-Jonas set out to test just
the extent to which members of this binational border territory trusted one
another ... with the keys to each other’s homes or personal properties, our
private domains. Is my home your home? Is your home my home? What do
we mean by community and hospitality when people are divided by a border,
regardless of how porous or impermeable that border happens to be? Can we
locate the membranes that divide and unite us? Are these just two sides of the
same geopolitical, or nation-state coin? If Californians don’t trust Mexicans,
why? If Mexicans don’t trust Californians, why? M: Casa, Su Casa sought
to explore conditions of trust between the Tijuana and San Diego commu-
nities at a time of increasing drug-related violence on the Mexico side of the
border, which of course is fed by the drug-consumption habits in the US,
leading to an endless vicious cycle. And it could be suggested that one of
the reasons that the inSite organisation decided not to continue producing
exhibition projects within the border environs of Tijuana-San Diego was due
to the escalation of violence in Tijuana in the years following 2005. And if
inSite was to continue in some form or matter, how might this be articulated?
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To expand beyond the border towards some kind of globalized network of
projects exploring other borders, to reinvent itself within another locality,
while retaining some of its traditional operating systems (such as commis-
sioning artists to engage in socially driven, research-based projects), or, to
cease its operations and exist only as an archive of practices and knowledge?

A curatorial platform beyond the curatorial, beyond art

The conceptual and operational framework for inSite/Casa Gallina is at once
curatorial, meta-curatorial and post-curatorial, in the sense that although the
house evolved out of the trajectory of inSite’s history of curatorial models
and methodologies, the project indicates that there are ways to push the cu-
ratorial beyond itself, at the level of both discourse and practice, so that the
curatorial is allowed to morph into something as of yet undefinable, or that at
least avoiding easy categorization. Terms such as “Agents of change,” “En-
vironmental empathy,” “Social creativity,” “Producing locality” and “Soli-
darity economies” appear in a section of the inSite/Casa Gallina website that
refers to “Search fields.”

Such complex discourse is based upon preliminary research conducted in the
neighborhood, the framework extrapolated from material conditions on the
ground, and then re-deployed as a kind of flexible operating system that facili-
tates dynamics of collaboration and co-participation. To visit Casa Gallina and
its neighborhood is to witness how complicated concepts have been convert-
ed through organic social processes, involving moments of difficult struggle
and shared joy, into useful social participations and everyday processes of
knowledge-sharing. Maybe we can think of it as a pragmatic utopia that offers
amodel or template for others to emulate, or to experiment with.

In 2014, three “Contextual Studies™ of the Santa Maria la Ribera neighbor-
hood were commissioned to “engage a group of cultural anthropologists to
produce a social map of the sixteen-block radius surrounding the house.™
These “multidimensional readings of the local environment” process involved
deep collaboration with residents, comprised of a first mapping termed a
“Socio-cultural and Human Diagnosis,” and includes extensive historical,
social and demographic information on the history and present situation of
the neighborhood; the second mapping was “La Dalia Market ethnograph-
ic survey,” which provides an analysis of the neighborhood’s main market,
and its importance as a site of networked social, economic, spatial and other

1. hup://insite.org.mx/wp/en/ct_barrio/first-mapping-socio-cultural-and-human-diagnosis/



local interrelationships; and “Iconoclasistas collective mapping,” which
is a publication and a poster that considers the impact of gentrification in
the locality, among other things. If we superimpose these three studies we
might gain a contextual sense of the neighborhood, on the basis of the local
knowledge of local residents. The studies are not only about forming a set of
knowledges and new cartographies of place, but also a means of establishing
a network of local social connections, and planting the seeds of trust with
members of the community—and beyond this, away of creating methodologies
of collaboration with local residents that could be utilized subsequently by
artists in residence, as well as by other specialists to experiment with vari-
ous forms of engagement with local citizens. Planting the seeds of contact
and collaboration with neighborhood residents has also taken the form of a
Vegetable Garden, wherein sustainable practices are used to harvest various
vegetables and herbs, and workshops with community members take place on
aweekly basis.

In asense, Casa Gallina is an edifice that operates as a permeable membrane
between private space and community space, to the extent that such distinc-
tions begin to dissolve, to slip into each other, so that questions of ownership
or control are triggered. If a house, or a home, is the border between the
private and the public, between isolation and contact, between the individu-
al/family and the individuals and families that constitute the neighborhood
communities, then perhaps inSite/Casa Gallina has endeavored to break
down the traditional lines of demarcations that separate us from others.
There is a kind of utopianism at work, but one that is underpinned by rigor-
ously pragmatic and relentlessly innovative research, analysis and outreach
to the people who constitute the neighborhood. There is a grassroots real-
politik operating here, even if to a certain extent it was set into motion by an
organization that does not come from the neighborhood, but has made itself
a part of it, as much as any outsiders can. But what is the tipping point when
outsiders become insiders ... or increasingly undifferentiated from insiders?

Maybe because there has been a realization that for all of the benefits of art,
there is, paradoxically, another side: that even the most progressive, socially
embedded forms of art can sometimes become the stumbling block to helping
to bring about sustainable forms of economic justice, if we identify contem-
porary art and its market and institutional systems as contributing, perhaps
inadvertently, to the inequitable redevelopment of certain transitional parts
of cities. My sense is that inSite/Casa Gallina has been making every effort to
avoid such consequences by deciding, from the start, to avoid presenting itself

as just another art hub in the global system of art/cultural tourism, by de-
centring itself from the art radars. At Casa Gallina, art and artists have their
roles to play, but those roles are not more elevated than the roles played by
specialists from other areas. And no one can play their roles without the key
role players: the residents of the neighborhood. While there is an institu-
tional structure and hierarchy in the house, and outside patronage funding
it, there is also an ethos of social egalitarianism and participatory labor (and
leisure time) that seems to pervade the situation. And maybe italso embodies
an unusual intersection of—and mutually sustaining partnership between—
top-down and grassroots culture. Social and creative interdependence is the
operational system. In these important respects, inSite/Casa Gallina there-
fore represents a significant revision to inSite’s previous model: although
artists have residencies in the house and are commissioned to develop proj-
ects with members of the community, the resultant artworks/art projects are
not displayed at Casa Gallina, but rather displaced or decontextualized, per-
haps ironically, from its origin of process and production into traditional art
spaces such as museums and galleries. Sanchez explained to me in 2015 that
this was to avoid reproducing a very familiar exhibitionary logic, wherein art
spaces may inadvertently, or sometimes quite deliberately, set into motion
processes of cultural tourism that may lead to unfair urban redevelopment
(or, gentrification), potentially displacing the very communities thata socially
engaged project seeks to empower, to care for, to protect. [ was immediately
impressed with this decision, with the fact that there would be no openings,
avoiding wealthy art patrons from one neighborhood parachuting in for a
party in a transitional neighborhood, and all of the obvious uncomfortable
contradictions of such situations. The desire to protect the neighborhood
from being overrun by art publics is an ethical, even a moral, decision. It is
almost as if inSite wanted to protect Casa Gallina from itself. It seemed to be
a smart way to avoid not only the perception but the reality that the whole
project was just about using—or exploiting—the cultural labor of the commu-
nity for the sake of art. Indeed, that normative logic is reversed.

During my visit in January 2018, I met with Mexico City-based artist Erick
Meyenberg, who produced the first “co-participative project” commissioned
by inSite/Casa Gallina. From 2014 through 2016, Meyenberg collaborated
with the Los Lobos Band from the Colegio Hispanoamericano (a school lo-
cated just a short walk from Casa Gallina in Santa Maria la Ribera) in a series
of public presentations, and eventually produced a multi-channel video instal-
lation, entitled 7%e Wheel Bears No Resemblance To a Leg. Based upon my
conversation with the artist, it seemed as if this was a challenging, complex



project, which Meyenberg embarked upon not having a predetermined idea
of where itwould lead, or what would result. How could it be otherwise, since
the art was as much about what was experienced during the collaborative pro-
cess as the end-product, so to speak, that was eventually displayed at the Yerba
Buena Center for the Arts in San Francisco, and then the Americas Society
in New York? The inSite/Casa Gallina framework asks artists to reconsider
where, when, how and why the “art’ is actually made, and there is a sense that
the ephemeral, social processes of collaboration—or co-participation—with
residents of the neighborhood are just as much the art as the tangible artworks.
In other words, the process is one dimension, so to speak, of the art, just as
the exhibited artwork that results from the process is another dimension of the
art(work). And the process is a product of the process too. And, as mentioned
earlier, inSite’s decision not to display the resultant artworks within the con-
text of Casa Gallina, but instead displace or recontextualize artworks into
formal art institutional settings, indicates an effort to reduce the potential
that the house will inadvertently function as an indirect incubator for unfair
urban redevelopment.

And while the art residencies/commissions form one strand of inSite/Casa
Gallina, for me the heart, soul and maybe even the brain might actually be
the constellation of events, classes, interactions and other activities that take
place in and around the house on a daily basis, and at various locations around
the neighborhood. These have nothing to do with contemporary art per se,
even if what has facilitated these events is an art organization, and a curatorial
framework that rethinks the curatorial as a methodology that can be enacted,
responsibly, far beyond the precincts of contemporary art. For instance, I
also met with Elias Cattan, a trained architect and founder of Tallerrs,
which is engaged with ‘regenerative architecture’, a way of thinking about
how environmental, urban and architectural design and other activities must
relate to the living ecosystems of cities that are at once social, political and
environmental. [ had a conversation with Cattan just before he conducted
one of the sustainable urban design workshops with students, emerging
professionals, designers, urbanists and others, focusing on the water basin
systems in Mexico City and surrounding environs, and the local repercus-
sions for Santa Maria la Ribera (a component of the “Living with Water:
Getting to Know the Valley of Mexico River Basin™ project). Cattan spoke
with an urgency about the watershed crisis, and his commitment to helping
people in the neighborhood to develop increasingly sustainable strategies
for everyday life. Fundamentally, Cattan helps to guide and train younger
generations to develop new skill sets to come up with imaginative ways to

protect local ecosystems, and to reimagine how the urban context is interde-
pendent on broader ecosystems, and various man-made ecocrises.

inSite/Casa Gallina hosts a variety of workshops for/with members of the
community, including basic computer training for senior citizens, children’s
programs, healthy cooking workshops, multiple workshops dealing with a
range of collective urban gardening processes, participative journalism, how
to make ecologically responsible cleaning products, hydroponics seminars,
pasta workshops, graphic design courses, and many others. In all of these ac-
tivities, outside people are brought in to meet with those living and working
in the neighborhood within the context of the house, in order to produce a
kind of transversal interpenctration of knowledges and ideas, so that both
outsiders and insiders will take what they have experienced back to their re-
spective localities, situations and homes and perhaps apply it. The idea is
that inSite/Casa Gallina operates as a platform for these interactions and
processes, but that the processes do not end at the house, but rather are
redistributed outwards into the social flows of the neighborhood. Everything
is archived at the house and on the website: there is a compression of knowl-
edge. But this archive is continuously reanimated through daily use, and
therefore the knowledge is also always being decompressed. While walking
around Santa Maria la Ribera with Josefa Ortega (a member of the inSite/
Casa Gallina team who is responsible for the general coordination), I was
shown a number of small storefront shops that participate in the Synergies
initiative, wherein local designers and signage experts collaborate with local
business owners on the “creative regeneration’ of their facades.

With Synergies, we see inSite/Casa Gallina operating as instigator, media-
tor, interlocutor and producer of potentially new networks of collaboration
within the extant conditions of the neighborhood, for the sake of the neigh-
borhood, as a way to help guide members of the community to reshape their
own urban spaces and places, for themselves. Art and design are elements of
these processes, but art and design are put in the service of reinventing con-
ditions of life in the area. In other words, a process of incubating exchanges
between various kinds of knowledge (local knowledges and non-local knowl-
edges), creating the possibility of reciprocal transfers of expertise, skill sets,
ideas and dreams that seck to trouble traditional hierarchical arrangements
of pedagogy and power. It is never easy to dislodge the logic of top-down
cultural processes, to work in a more non-hierarchical way wherein the
local grassroots are offered a platform. For even the act of attempting to re-
animate the local grassroots suggests a disparity of power, since one group



is attempting to empower another that may be deemed deficient in certain
power. There is an othering that occurs between one and another.

Perhaps one of the key accomplishments of inSite/Casa Gallina is that
through acts of radical hospitality, ingenious community engagement, imag-
inative pedagogy and unique forms of social collaboration, a restored old
house has become a second home to the residents of Santa Maria la Ribera
—who, in turn, are reactivating the life of the house on a daily basis. It might
also be useful to think about inSite/Casa Gallina as a kind of meta-grassroots
endeavor, wherein the inSite organization, with its ties to Mexico City, plant-
ed the seeds in the form of a house which has become a 00/ in the hands of
the local community, and has managed the home as an instrument for knowl-
edge-production and hopefully self-empowerment for those residents who
have taken advantage of inSite/Casa Gallina’s hospitality. This also means
that the residents of this neighborhood have also engaged in acts of hospital-
ity by engaging with inSite/Casa Gallina. Hospitality and trust are two-way
streets, to say the least.

Yet nothing guaranteed that this project would succeed; it was just as likely
that local residents would perceive it as a foreign incursion, an unwelcome
intervention into their lives, perhaps even the beginnings of a form of gen-
trification, and just not engage. This is where the trust becomes essential,
and in a sense, | think the story of inSite/Casa Gallina might fundamentally
be about establishing and maintaining trust in a world where it is difficult to
trust anything or anyone. The house as a tool to be used by the community;
the house as an instrument of social engagement that is embedded within the
social flows of the neighborhood, endlessly reactivated and reanimated by
people using it in a variety of ways, for various purposes. The house as an
instrument of remapping the neighborhood, and a tool used by residents to
remap themselves within the neighborhood. The only way any of this works
is through the establishment of trust. Trust, in a sense, is its own project;
trust needs to be worked on; trust must be cultivated between “outsiders”
and “insiders,” between strangers and friends, between people separated by
borders and walls, and between demographics, classes, races and ideological
tribalisms. One of the clearest manifestations of this kind of trust at Casa
Gallina is the Prestaduria vecinal, an initiative that provides neighborhood
residents a resource to borrow tools, household appliances and other util-
itarian things. It is essentially a small-scale sharing economy project that
builds solidarity within the neighborhood, underpinned by generosity and
trust. Furthermore, to extend the bricks-and-mortar site of Casa Gallina
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beyond the neighborhood, beyond its local communities and into the internet,
there is a social media dimension: the Casa Gallina Facebook page. But this
Facebook page is not really an advertisement or promotion of inSite/Casa
Gallina’s ongoing activities designed to grab our attention, but rather a site
for those who utilize Casa Gallina to keep each other informed of events and
activities in the house, and to encourage others from the neighborhood to
join in. It’s a social media platform repurposed into a meeting place of net-
worked localities.

Another way of thinking about inSite/Casa Gallina—as I suggested earlier
by citing the example of Project Row Houses—is that it is a rather inspired
response to the question of how cultural initiatives within localities might
generate authentic sustainability beyond original remits and time frames,
perhaps even lead to a certain kind of permanence, as long as those who live
and work in the neighborhood and surrounding urban environs can contin-
ue to make use of the house-as-home, which is to me the ultimate criteri-
on of evaluation. We might say that Casa Gallina has become a place of and
for its neighborhood, its communities, even if it was originally established
by people (i.e., the inSite organization) from outside this neighborhood,
place and community, even if in certain ways they have become members
of the neighborhood, the locality, the community. Just as, in certain ways,
the neighborhood has become part of inSite. This is not to say that there
will not always be differences, frictions and tensions, because that is just a
part of the character of heterogeneous urbanisms ... perhaps even the hall-
mark of authentic cosmopolitan life that is fast disappearing in our cities,
replaced by the smooth surfaces of homogeneity and monoculture. Without
the trust of a sufficient number of residents of the Santa Maria la Ribera, in-
Site/Casa Gallina would probably have collapsed. If those who live and work
in the neighborhood had not come to identify Casa Gallina as their home, as
their instrument of potential (self-)transformation, the project would have
already failed, and this book would probably not be necessary. And yet, here
we are. With along-term embedded intervention such as inSite/Casa Gallina
initiated by outsiders who have become insiders/outsiders, there will inevi-
tably be questions such as: Who belongs? What is belonging? Is power being
shared? Who benefits? Have normative hierarchies been dissolved in favor of
structures that are more equitable? What are the trade-offs? How will inSite/
Casa Gallina continue to influence the evolution of Santa Maria la Ribera?
Does inSite/Casa Gallina offer a model that is reproducible elsewhere in
Mexico City — or elsewhere in the world? To me, what distinguishes inSite/
Casa Gallina is the ethos of human unselfishness that pervades the house, the



home—an ethos thatwe could all learn from in an era of fragmenting societies,
of communities breaking down into atomized enclaves of self-interestedness.
inSite/Casa Gallina invites us in to become less selfish, and to find the neigh-
borliness within ourselves.

J0sh10a Decier is a writer, curator, and art historian. He is on the faculty
of the MA Curatorial Practice program at the School of Visual Arts in New
York City, where he lives and works.
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Open Table:
Creating Bonds

Friends Dining on a Blind Date / From 5 to 7

Friends Dining on a Blind Date is a neighborhood get together initiative that
seeks to foster a moment of dialogue between neighbors who don’t know each
other, who, through dinner and after-dinner conversation, establish unpredictable
interactions that can stimulate the creation of bonds of friendship and mutual re-
cognition between inhabitants of the same neighborhood.

These dinners have taken place during the first week of every month since October
2017. In February 2018, From 5 to 7 began, using a similar format. A special guest—
from outside the neighborhood and with an alternative way of life related to the
environmental concerns, collective effort and other inSite/Casa Gallina interests—
is invited to each of these gatherings.

Using the same format, a version of the From 5 to 7 get togethers was carried out
for neighbors between the ages of 16 and 22; it focused on the topics of ecological
regeneration and rescuing chinampas as a form of cultivation. (J.0. and RC.)




“It was undoubtedly a pleasant experience. The possibility of getting

to know our neighbors in a relaxed and friendly environment helps

to build a healthy, committed, and supportive community, which in

the end will result in beneficial actions for our surroundings, such as
rescuing common areas, the rearrangement of the social fabric, and the

maintenance of the architectural heritage, to name a few.”
Georgina Navarrete, neighbor and independent journalist

“To me, it seemed like an enriching experience; neighbors got to
know each other a bit more, we spent time together, we learned
what each other does and what we like about the neighborhood.
It seems a great idea to me for inSite/Casa Gallina to organize
and provide neighbors with this type of experience; | like the

neighborhood and what's being done here.”
Yazmin Cabrera, neighbor and accountant

“For me it was a wonderful and original way of meeting and
spending time with the neighbors. | felt like | was among friends
and I'm very grateful to the hosts. The dinner was delicious and

the company was excellent.”

Mar Jasso, neighbor and retired teacher



The Trust Route,
Circulating Support

Prestaduria vecinal (Neighborhood Lending Program)

The Prestaduria vecinal began operating in June 2017, placing tools and domes-
tic appliances in a common fund accessible to neighbors who register as members.
They can borrow up to three items for a period of between two and seven days. Itis a
system based on trust and the notion that sharing is better that consuming. Up until
November 2018, there have been about 600 lodm processed and 200 reg%temd
neighbors, who between them have additionally donated 56 tools to expand the
available supply. The Prestaduria vecinal space opens three times a week; it has a
manager who knows about the general use of tools and can advise the neighbors on
their individual projects. The first manager was the neighbor Rafael Maya, who was
in charge from June 2017 to June 2018. Currently, Alejandro Maya, also originally
from Santa Maria la Ribera, is in charge of the Prestaduria vecinal.

The tools that have been most requested are: electric extension cables, drills, jig-
saws, sewing machine, hammer drills, the power washer, sanders, and two- and
seven-meter ladders. Two of these were chosen for further study of their use: the
jigsaw, which has been borrowed 29 times, and the sewing machine, which has been
borrowed 27 times. By speaking with several users about the projects that they un-
dertook with them, arecord of the life of these tools over the past year and a half was
created. The images that narrate this path were created by the illustrator Gibran
Tur6n, a Santa Maria la Ribera resident, who also participated in the Visual Identi-
ties for Neighborhood Businesses project. (RC)




Prestaduria:

Two Examples of Community Use

Cristina, 37 years old.

. Guadalupe, 42 years old.

Omar, 34 years old. Made
a bookcase and shelves

Mauricio, 35 years old,
Made bases for wine

= [Abraham, 22 years old.

Made the new bar for his

Made skirts for her Made curtains for her i
daughters’ school festival. house. for his house. bottles. coffee shop.
José Anselmo, 45 years Nayeli, 36 years old.
old. His wife made a skirt Reused old clothes and
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Samta Maria
La Ribera

losefina, 34 years old. Cut
and aligned the legs for a
garden table.

Q .. -'\I. j

37 years old.
- - Helped a friend make a
Marco Antonio, 38 years == L. Leila and Shawn, 37 display case for his

old. His wife sewed pants years old. Made curtains business.
and fixed dresses. and pillow cases.

leresa, 68 years old.
Wanted to make new
old pants. bed sheets,

Tanya, 27 years old.

Juan Carlos, 34 years old.
Wanted to recycle

Made a roll-up tool case.

lIlustration: Gibran Turn, neighbor and illustrator
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Business Owners and Designers:
The Image as a Point
of Gonversation

Local Synergies: Visual ldentities

Within the Synergies platform, the Visual Identities for Neighborhood Busi-
nesses project consists of creating a graphic idenity for the front metal curtains of
certain Santa Maria la Ribera business premises. The project is focused on inviting
the participation of those busineses owners that have been economically active in
the area for at least five years. The intention is to generate a network of collaborative
work between graphic designers, sign-makers and the business owners themselves
for a common good: the regeneration of the neighborhood’s public space.
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The working dynamic starts from a dialogue between the business owner and a pre-
viously assigned designer to share a bit of their life story in relation to the neighbor-
hood, their tastes, and, above all, the ideas that they imagine for their curtain. Once
the design is finished, the sign-maker gets involved to transfer it to the curtain. Sub-
sequently, the professionals serve as facilitators of a design that is the product of
consensus between both parties, which they share with the sign-makers to discuss
the design’s feasibility in regards to their experience in the field. Besides visibly
impacting the urban landscape, Visual Identities for Neighborhood Businesses
opens up the possibility of generating empathy and neighborhood bonds through
the shared labor of collective and citizen action toward a common interest. (V)
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Mariana Aranda / Designer

* My name is Mariana Aranda Diaz, | have been here
in the neighborhood for just over two years. | like
Santa Marfa la Ribera a lot, well it's more than just a
neighborhood, it has a lot of activity, movement, peo-
ple, attractions. | came to you guys through a friend
who lives around here and she told me, “You need
to see [Casa Gallina on Facebook] because they're
looking for designers and illustrators.” I'm an illustra-
tor, | studied graphic design, but my passion has al-
ways been illustrating!

* |t was a very enriching experiencing in many ways.
As an intervention in public space, but also in the
social and in the personal. In conversations with the
business owner, | proposed a hand holding some of
the Earth’s fruits, because she cooks with organic
ingredients. | also proposed integrating plants and
flowers and the colors that she likes.

* Another part of the project that delighted me was
the relationship with the sign-maker. It was very en-
riching to also preserve those roots, not only to the
place where they live, but to the tradespeople who
are losing their place in society, and to value them.

* Coming here and going to the house was great, the
vibe was incredible.

Lizbeth Maximino / Owner

*My name is Lizbeth Maximino Lara and my busi-
ness is called Juliz: Fonda Gourmet.

* |t was a very beautiful experience, | liked it a lot
because we “clicked.” She understood exactly what
| wanted, we chatted a lot, | told her my experiences,
what | like, and she captured it so well that it wasn't
necessary to make big changes in what she had de-
signed. | told her that | had worn my hair long for a
long time, that | really like the sun. Orange is one of
my favorite colors. She captured it perfectly, she pro-
posed hands that touched the name Juliz, that hold it
up because this is a family business.

*My business came down to me from my mother,
she had a restaurant. Later | studied gastronomy,
specializing in pastry-making and that is how Juliz
emerged, also my daughter Julia helps me in the
business and it is through her that | met you guys.
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Karen Vega / Designer

| knew Mr. Rubén, the business owner, by sight,
because he's [located] really close to the market.

* His greatest wish or his biggest dream was to have
a record shop, but it wasn't profitable. His favorite
group is the Beatles, so | proposed to him: “And if we
do something with a submarine?”

*He told me that he liked that it was so simple but
that at the same time it reflected something that was
in his dreams and that he felt strongly about. What |
liked about this project was that there was a context.
Or rather, that yes it's about a tenant but it's also
about the person who lives here: what he wants to
say, who he is, in a place where there are so many
of us.

*Walking around here has been very important for
me, many of the shutters that have been worked
on are close to where | live, it has made me recog-
nize the background of the people who work here.
Ultimately those who work here are the ones who
spend the most time in the neighborhood and who
give Santa Marfa la Ribera its identity and | think that
is why it's so popular.

of

Rubén Nnez / Owner

*| am Rubén Nufiez. My connection with inSite/Casa
Gallina started when they graciously came to offer to
paint my shutter. It seemed like a good idea to me: this
is a small business, | don't have many resources and it
was a great help, and | also really liked what they did.

*When she came and asked me what | like, looking
for something she could use to paint the curtain, | said
“Well, | really like the music of the Beatles, why don't
we put a submarine and some bubbles?" The business
is named “Regis” after the mother of my children and
she captured it very well, she captured the idea, it was
something that seemed like a complicated and com-
plex moment and she made it seem very simple.

*The shutters look very unpleasant because they
are covered in graffiti or the paint is old and dam-
aged; the fact that the curtains are so well designed
and painted on all of Sabino Street, from Diaz Mirén
to Carpio, makes them look so much better.

* Two or three words to describe you: one is “creativ-
ity” and the other is “the desire to help the communi-
ty" and the other one that comes to me, that should
come first, is “thank you.”
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g‘}:‘c{; Je | ||' You eatin the kitchen at Casa Gallina, but with the fork in your left hand and
| Rae O _ the knife in your right. Eating is only one of the things that happen there.
‘ ' : ‘@(.U\ T o | The kitchen is a meeting room, educational workshop and passageway be-
i tween the garden, the chicken coop and the stairs up to the floor, where the
resident artists’ rooms are located. From the kitchen, one can hear the con-
i[: versations and the comings and goings of those who visit the house, and to
NCL D reach the kitchen you have to cross the different rooms, greet and be greeted
[ 1t by those who are carrying out their work. The kitchen is the mouth, stomach,
il A ; eyes, tongue, ears and circulatory system at the same time. It is, without a
Al acef | > o doubt, the best place to know what is going on. A good part of my stay at
] E“ -. 'ﬁ? ) Casa Gallina took place in the kitchen and the beautiful porch that extends
8 3 ¥ = toward the garden. The kitchen is a metaphor for the house and the house is
; ' / a metaphor for the entire project.

> ,_, Everyone goes through the kitchen and almost everything takes places in

e the kitchen. Inviting newcomers there, mixing people from the house with
strangers, easily summarizes the philosophy of inSite/Casa Gallina. You're
not a stranger by the time you’ve reached the stove. You’re served coffee or
herbal tea, you chat with whomever is there and get down to work, joining

- > in with the collective tasks. There is always something to do in the kitchen:

g ) : lunch, aworkshop, a talk, ameeting. Itis the place for collective work. Itis not

' just any type of work, but that which is related to nourishing and sustaining
== e Y the body and social life that is the focus of inSite/Casa Gallina. The continu-

i _ —— B : ity between the kitchen and the garden and the chicken coop reinforces the

: . : principle of necessity that sustains the house and that it seeks to exemplify.

Care of life—one’s own and of the environment, starting from the nearby and

j : : - _ everyday—is proposed as a substrate of resistance and the foundation of an

organic growth outside the logics of accumulation and consumption.
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The kitchen has customary rules, rooted in memory and in the stomach, that
suspend other frameworks and divisions that dislocate the space and rhythm
of life outside. Thus, the kitchen is also a refuge and a laboratory, a uterus, and
acting hands. The kitchen’s rules show the logic of a necessary order, of an au-
thority that operates in a distributed way through the internalized and the tacit,
and which is performatively, ritually affirmed in each meeting, workshop or
meal, and is aesthetically visible through the order, cleanliness and fresh flow-
ers thatadorn the table. The tone and content of the conversations that  had in
(Casa Gallina during my visit in March 2018 with neighbors, collaborators and
artists rarely infringed upon the order and decorum that govern the kitchen.
When I noticed, I started to meet my interlocutors outside the house.

When going out the front door, on the way to the market or before entering the
neighboring church, or passing by on the way to Abraham Bello’s cafe, there is
nothing in the facade of the house that indicates that there is a project of vital,
cultural and artistic experimentation taking place behind it that defies the most
common prejudices and definitions. Unlike any other art space, inSite/Casa
Gallina avoids calling attention to itself or imposing itself as a singular landmark
in the serene and decadent urban landscape of the neighborhood of Santa Maria
la Ribera. Osvaldo Sanchez and Josefa Ortega, who have led the project since
it began in 2014, recount that there was barely any activity during the first year
and they busied themselves with learning the dynamics of the neighborhood,
listening to its stories and understanding its logics, from a yet unmarked place,
although embedded in a slowly matured project with clearly defined organiza-
tional and practical aspects and artistic, political and ethical foundations.

They both come from the art world’s overflows into the social, either in its pro-
jection toward public space, from the institution of the museum—QOsvaldo—or
from complicity with sustainable alternatives to consumerism and the exploita-
tion of human and natural resources—Josefa.

The transition from the logic of the event and representation, of the festival
and exhibition, to that of a house, is a great challenge. Itis not merely about the
institutional knot of practices of social vocation, such as those that have been
invented at inSite for years. By being conceived of as a house rather than a colo-
ny, the rules of the organization are not exclusively deduced from a meditation
on artistic practice, but they derive from the continuous negotiation with the
nomos of the place that it is a part of and to which it seeks to belong.
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The door to the street is usually closed, before opening it they loudly ask who
is there. In Casa Gallina, as in many zones of Mexico City, there is no buzzer
to open the door, indicating a generic prevention in regards to who can come
in from the street. This shocks someone like me, who comes from a place (Ma-
drid) with a street sociability that is not too different from that of Mexico, but
that has much more relaxed security filters in relation to the outside. Once in-
side there are no doors and nobody is surprised by your presence. There are
a dozen people distributed in rooms aligned like a train, busy with their work
or chatting with visitors. Everyone seems to know why you have come. Josefa
not only knows, but she has designed and planned my days in the house with
such precision that there is no free time, other than to have a water or coffee
between conversations and meetings. The others seem to have rhythms that
are equally patterned, as individually marked as each of them, that fit together
with apparent ease.

This link between personal autonomy and intimate collaboration is far from the
hierarchical and stagnate hierarchical division of labor in the institutions that I
have come across. Here each person develops a project from start to finish, re-
gardless of whether other team members or external participants are eventually
involved. The atmosphere of trust in individual effort and group solidarity may
have to do with the fact that, despite the presence of men and masculine codes,
the house responds to a “feminine” form of governance, not to use the term
“feminist,” that barely came up in our conversations. In the dynamics of the
house, inside and outside, production and reproduction, action and care seem
to be seamlessly interwoven. Possibly, the intermittent presence of Osvaldo
and the more constant present of Josefa contributed to that impression, as did
the fact that much of the responsibility for the mediation and care of children,
youth and families primarily falls on two men, David Herndndez and Rodrigo
Simancas, who lovingly carry out their mission—a type of work that traditionally
falls on women, at least in some territories. Meanwhile, the person responsible
for identifying and contacting the social actors in the neighborhood beyond
the doors of the house is a woman, the anthropologist and neighborhood resi-
dent, Rosa Elba Camacho.

Shortly before flying to Mexico City, Josefa informed me that I wasn’t going to
stay at the house together with the two resident artists, but rather in the neigh-
borhood of La Condesa, awell-known part of the city characterized by Amster-
dam Street’s hippodrome-like shape that rings the beautiful Parque Mexico,
in front of which I had green c/ilaquules for breakfast on the hotel terrace. La
Condesa, full of restaurants, trendy bars and athletic neighbors jogging at any



time of day, was, according to my hosts, much safer for me than Santa Marfala Ri-
bera. The social and racial profile of my neighbors in La Condesa—wealthy and
white—and the well-cared-for, beautiful garden surrounded by rhododendron
contrasted with the abundant rubble and boarded-up houses that clearly
demonstrated the serious effects of the earthquake a few months back in Sep-
tember. My resistance to admitting the reasons for that unexpected change re-
veals, more than anything, my difficulty interpreting the human landscape and
my position withinitas aforeigner. The friendly sociability that breathed within
Santa Marfa la Ribera did not seem to correspond, from my perspective coming
from Madrid, with the terrible stories of kidnappings and murders that I had
been told about not only by Josefa and Osvaldo, but systematically by all the
members of the community who I interviewed. After confirming the useless-
ness of my initial protests, I ended up accepting their proposed location, and
began to introduce into my daily routine large walks from one neighborhood
to another at the beginning and end of the day, which allowed me to physi-
cally take into account the dimensions of the center of Mexico City, its zonal
structure, and its urban and human particularities. Those daily walks were in-
terwoven with the stories gathered from my interviewees and those told to me
by my new friend, Andrés Ramirez, during large nocturnal rounds in which |
accompanied him while he waited, bicycle at hand, for home delivery orders.
The initial sensation of an immeasurable city traversed by the never-ending
Insurgentes Avenue was eventually replaced by one of a series of singular
neighborhoods, each with its own personality, whose dimensions became
accessible when walking. The cadence of many of the stories, that spoke of
successive crises provoked by political or geological instability, contributed to
generating the image of a fragile city, conscious of its future extinction, as if the
lagoons of its basin were waiting to reconquer their territory.

(Casa Gallina has two rooms, beside the front door, that open to the outside
world: one called Salon Huev(@, a space that is open a few hours a day in
which any neighbor can sit to read or talk, and where educational activities
take place on the weekend; and the Prestaduria vecinal, a loan office or
tool bank that separates access to the most common tools from individual
property. They are barely distinguishable from any of the other workshops
or businesses in the area, and more than being claimed by the house they are
defined by their use and the function they perform. It is not a mere tactic of
impersonating local customs as camouflage. inSite/Casa Gallina’s mission is

to become part of the general landscape, ceasing to be an an artificial ‘cultural®
intrusion, and to organically integrate itself into the complex life of the neigh-
borhood. Salén Huev@ and the Prestaduria vecinal seck to operate, like
the house itself, without imposing on the neighborhood and starting from
the relational logics that neighborhood logics recognize as their own, even
though they may have been lost or may be in the process of being lost: col-
lective learning and the use of common goods based on mutual trust. Agents
from the community itself are incorporated into their management, who in-
troduce the know-hows and logics of the neighborhood with them.

Pavel Valdés, partly responsible for Salon Huev@, is the great-grandson of
the owner of a stained-glass business, located in the nearby Chopo Street, and
he still remembers the large family residence, similar to Casa Gallina, which his
family had to abandon at the end of the 19gos because of the economic crisis
and population changes in the neighborhood. His memory of a childhood in
which the countryside and the city were interwoven in large domestic gardens
permeates his intense adult activity in permaculture in different parts of the
country and, consequently, in the contents of the workshops in which he par-
ticipates in the house. The small modern apartment to which the family had
to move after the dismantling of the stained glass industry has turned into a
logistical center for the distribution of coffee produced by indigenous com-
munities. With his presence at Salén Huevo@, Pavel transmits the continuity
as well as the traumatic discontinuity of life in the neighborhood. His account
evokes a nostalgia for a lost past and shows a mistrust in regards to the future,
these sentiments being mixed with a proud sense of identity based on ethical
and political principles of sustainability and care for the environment.

Rafa Maya, a resident of the neighborhood for around twenty years, is in
charge of the Prestaduriavecinal. He has a very different profile from Pavel.
He arrived in Santa Maria around the time Pavel’s family had to leave their
home. The memory that Rafa has of the neighborhood is not inherited from
a lost childhood, but derived from an intense socialization associated with
labor cutting molds in a workshop that satisfied the demand of local busi-
nesses; it became the meeting point for a certain group of men and a privi-
leged knoll of the territory and its people. Rafa is without a doubt a renowned
character in the community, it is his authority that protects and makes pos-
sible the exercise of shared responsibility for the common goods held in the
Prestaduria vecinal. His initial connection with the house, as in Pavel’s
case, had to do with his personal interest in ecology and his aspiration that his
home be self-sufficient and clean, reducing the harmful impact of unbridled



consumption on the environment. His authority and these principles made
him into the ideal candidate for the loan project that the team designed for
inSite/Casa Gallina. However, Rafa’s suspicion in regards to his neighbors’
behavior and his proposal for a system of sanctions for those who abused
the process created tension with the Prestaduria vecinal’s initial commit-
ment to displace a punitive or policing logic based on preventive mistrust.
The neighbor-manager’s ‘realist’ criteria, that projects a pessimist’s vision
onto the community, cannot simply be dismissed for the sake of the project’s
purity, but nor can it be directly assumed, since it would undermine the pre-
tense of challenging the prejudices that dismantle cooperative action within
the community. The management of these tensions and the negotiations and
compromises that it gives rise to are what ultimately configure the project
and make its operations possible.

Ecology is more than a thematic focus in inSite/Casa Gallina—it is the ethical
principle that sustains the house and governs its logic of action within the
community. inSite/Casa Gallina attempts to insert itself into the territory
in a non-intrusive and non-invasive way; it opens itself up to inputs from its
environment, and attempts to organically adjust to its rhythms, its structures
and its demands. Despite its agents’ previous experience in the fields of
mediation, anthropology and social work, it is listening, the rhythmical per-
meability, and the learning acquired through sustained contact and trial and
error that define the operations of the house. This has allowed it to become
more open, and to encounter multiple paths of collaboration with other
institutions in the neighborhood, such as: the Geology Museum located on
one side of the neighboring Alameda (town square); elementary schools,
such as the Primaria Republica de Cuba; and the nearby local market.

However, these and other alliances have mainly been produced at the level of
personal contact, recognizing those individualswho, whether representingan
institution or not, express an interestin caring for the environmentand whose
activities are community-based and led. That is the case of the teacher Ari
Monroy, who has been running a small, student-tended garden at her school
for years. The project has received scarce recognition from the center’s lead-
ership. Another case is that of Abraham Bello, owner of the café on the near-
est corner, who sells coffee and mezcal from local producers. Alliances have
also been woven who have agents with a lot of experience in environmental

projects that impact the community, as is the case of Lourdes Cruz Terdn
and Ivan Pérez Samayoa, who run Estanquillo El 32, an establishment lo-
cated close to the Chopo Museum, in the eastern region of the neighbor-
hood, that promotes fair trade and ethical consumerism based on respect
for biodiversity and contact with indigenous populations. This project, fi-
nancially sustained by a small shop and café¢, is the result of a lengthy history
of activism that includes many attempts, and almost as many failures, toward
the mission to influence public policies based on ecological awareness. As |
could confirm during my stay, Lourdes had moved much of her activist and
pedagogical work to Casa Gallina. A unique case is that of the Spaniard Javier
Chapado, a neighborhood resident and educational psychologist, who had
learned the ins and outs of Mexican legislative power and has used neighbor-
hood activism to promote the creation of urban gardens. On my arrival, he
was packing his bags to leave the big city with his partner to found a project
for early childhood education based on the principles of knowledge and re-
spect for the environment.

inSite/Casa Gallina has succeeded in having these and other active members
of the neighborhood recognize it as an appropriate place in which to develop
their social vocations, injecting the space with their wisdom and their capac-
ity to create networks. That occurred in a context of systematic mistrust in
state structures and the proliferation of the conviction that only community
action and sclf-management are capable of sustaining physical and social life.
In this sense, environmentalism goes beyond a conservationist conscience
and affirms itself as a mode of assemblage that induces a strive to recover
sovereignty over one’s own life based on responsible consumption, self-pro-
duction, cooperation and recuperation of the knowledge expropriated by
corporate capitalism.

inSite/Casa Gallina’s identification with that radical imagination contrasts,
for someone from the outside, with their reticence in aligning, or explicitly
forming a common front, with associations and other agents from the neigh-
borhood in acts of making public demands or protesting. That reticence is
internally justified by the same low profile and propriety in managing the sym-
bolic value constituted by the house’s ecological philosophy and that governs
other aspects of its relation with its surroundings. It is inevitable, however,
to think that this attitude responds to structural limits, which are internal
and external to inSite/Casa Gallina, invisible and unspeakable, derived both
from its institutional and economic foundations and from the violence that
prevails externally. These limits mark what the house can or cannot do, and



in what spheres it can or cannot be visible. The urgent need for “safe” spaces,
for backwaters or meanders from where it’s possible to avoid being taken away
by the current, where the value of things can be reconsidered and a plausible
image of the world recuperated: can they justify inhibition in regards to the con-
flict? The project’s connection with the art sphere and its supposed autonomy
from the “dirtiness” of politics cannot provide sufficient justification for not
intervening and taking a risk. Although the organizers know through experi-
ence that playing the game is ultimately doomed to failure, they should also
know that it is what would make inSite/Casa Gallina really worthwhile. This
noli me tangere makes the fine golden thread that sustains the house, which the
eager activity of its members tends to make invisible, become evident.

In any house there are fissures, and thanks to the “seismic” context that Casa
Gallina finds itself in, those fissures could end up threatening its structural
stability. If the foundations are solid, it might allow it to sway and better with-
stand the next earthquake. In my last activity scheduled by Josefa, I was invited
to one of the Casa Gallina snack breaks at which neighborhood members
congregate, anonymously, by raffle, to converse around the kitchen table
with social actors of different profiles. Among them was Ang¢lica Palma, an
indigenous activist in defense of native forms of cultivation who has been
attacked by multinational corporations, and the founder of Deportados Uni-
dos ([the] deported united), an association that helps young people who have
been repatriated due to the United States’ new immigration laws and who
arrive in Mexico as if it were a foreign country. The exquisite friendliness
of the hosts and the serene beauty of the framework in which the meal took
place were not sufficient to avoid high levels of intensity in the conversation
in the form of protest and anger against the injustices of the system. I could
sense that this contact with conflict on the discursive and political level was
occurring daily in interactions with the social reality of the neighborhood.

The exogenous introduction of the artistic ingredient and, more precisely,
the artistic subject and its practices, undoubtedly increases the structural
tension in the house. Artists carry social baggage, they manage languages
and move in circuits that are a priori distinct and different from those of the
neighborhood. It’s not that there isn’t art in the neighborhood, as one can
see in the lively afternoons in the Alameda, but it is not of the type created by
the artists that are invited to reside at Casa Gallina.

The generic question “What can art do?” to which the tag line “... in spite of
everything” could be added, shakes the foundations of the house. Itis the way
inwhich this question is asked—which, let’s not forget, originates from artistic
discourse itself and its tribulations in recent decades—that the general stabil-
ity of the project will be supported. It can no longer be believed, patroniz-
ingly and naively, that “Art,” with a capital letter, has the magical capacity to
redeem a fallen society. Translated into the current terms of urban renewal,
that pretension of improvement would only be one more argument within the
logic of gentrification that threatens to dissolve the fabric of our cities. Santa
Maria la Ribera does not need more artists, who, by moving there, would prob-
ably only accelerate the processes of expulsion of its residents and modes of
life, replacing them with new residents and logics of relationship based solely
on real estate investment and consumption.

Itseems at times that inSite/Casa Gallina’s intention is rather the opposite: to
injecta denseness and necessity into artistic practices that the art world could
hardly afford in its conventional operations, spaces and times, by means of a
continued exposure to and collaboration with the community. This finding
could strain inSite/Casa Gallina’s position from the other side, it could be
interpreted as a liminal attempt of the art world to extract value from contact
with the community that the system in itself is not capable of generating and
that once extracted would circulate in that exclusive sphere without giving
anything substantial back in return. If, according to the first hypothesis, art
would return lost value to the social, according to the second it would be
art that comes to the social searching for something that has been lost. Both
cases start from a dualist logic that accepts the identification of art with the
art world and the general sphere of the social as an entity irremediably sepa-
rated from the art world by a strict class division. In both the move would be
initiated by the impulse within art to either save or be saved.

The instigators of inSite/Casa Gallina would like to dissolve the unresolv-
able tension of this way of raising the question by generating the conditions
for an encounter between the autonomous procedures that motivate art with
the heteronomous nature of “real” practices. In achieving this, the former
would recognize the common and owner-less vitality of the formulae that it
manages; in turn, for their part, community members would recognize that
autonomy and agency that exist within themselves as a potential that is ob-
scured by social determinism.



The artist Marianna Dellekamp acquired some experience in collaborative
processes when she worked on the collections of the School of Medicine,
using social networks to convoke possible participants. In the project that
would connect her to inSite/Casa Gallina for more than a year, from January
2017 to February 2018, the frameworks of collaboration designed and direct-
ed by the artist’s authority would be overflowed. The women brought together
by Marianna, who named themselves the “weaving hens,” produced relation-
ships, attachments and stories as they met during weekly sessions to weave to-
gether. Marianna would simply propose catalytic processes, such as collecting
objects contributed by each participant, or she would generate images, such as
the video in which the anonymous hands of the weavers appear, without using
them to saturate or instrumentalize what would happen within the group—that
is, life. The work would end conventionally with the production of a group
of small sculptural objects derived from that first collection, but life would
continue and the weavers would continue their meetings—except for one who
passed away. Nor would it be easy for Marianna to disconnect herself from the
network once the process had finished.

What the artist learns and what the community learns is neither predictable
nor quantifiable. That unproductive indetermination is part of what inSite/
(Casa Gallina is betting on. Erick Meyenberg, one of the first artists to be in-
vited to the house, already knew the neighborhood as a former resident, and
afterwards his art career would be extended within the specific circuits of art.
The period of almost three years in which he was connected to the marching
band made up of neighborhood youth who rehearsed on the rooftop near the
Alameda would lead to a carefully produced audiovisual piece of great com-
plexity, that did not intend to represent the lived process, but that, neverthe-
less, could not have been carried out without the complicity and familiarity
generated by the juvenile “wolf pack™ that constituted the group. His powerful
essay on the assimilation of power structures by young people through the
mechanical incorporation of military choreography reveals both the awkward
and entropic nature of the process and its persistence and reduplication gen-
eration after generation. According to conversations with Erick and members
of the inSite/Casa Gallina team and community, the continued coexistence
with the group of teenagers often made the artist’s strength waver. However,
his later works would continue the practice of immersion in real dynamics that
he had learned with the marching band. In some way, once the position of the
artist/observer was destabilized, it could no longer be occupied again.

The “pack™ dynamics did not seem to be substantially affected by the artist’s
collaboration, in some way corroborating the pessimistic message of the
work. As the young Brenda, a former member of the band would tell me, the
power dynamics within the group and the abusive behavior of the director put
a violent stop to the project shortly after the conclusion of the collaboration
with Erick. However, Brenda confessed to me that her participation in the
artist’s piece and her later connection to Casa Gallina had provided her with
a different perspective about her personal future and her place in the world.

Tere Mendoza demonstrated something similar, this time with the old voice
of someone who had fought a lonely battle to get their family through difficult
times. When Cadu, the sympathetic Brazilian resident artist in Casa Gallina,
arrived to the center where they met to practice ballroom dancing with other
retired neighbors, he brought an unexpected twist to a life that seemed con-
demned to be a monotonous waiting room for death. The choreography and
performance created in collaboration with the artist had generated a difference,
an enjoyable and unexpected discontinuity in an apparently closed story.
Since then, Tere has become an active member of the inSite/Casa Gallina
community, attracting, in turn, other friends.

From recounting these processes, pointed to with haste during the dialogues
held inside and outside the house over the course of a week, it could be in-
ferred thatinSite/Casa Gallina marks a testimonial difference in the dislo- cat-
ed social panorama of Santa Maria la Ribera and the self-referential world of
international art. It could be said that inSite/Casa Gallina is, in itself, its own
major artwork, both because of its Utopian core and the virtuosity of those
who formalize it and deploy its operation, and, why not, due to the contra-
dictions and ambiguities that are inherent to it. Because of its dimensions, it
cannot nor should it be much more in absolute terms. In fact, one of its many
virtues is that it does not aspire to be so. The challenge, of course, would be to
dare to be something truly different: something not only useful but necessary;
not only pertinent but urgent; not simply inspiring but radically autonomous
and a generator of autonomy. Perhaps it could start with someone at Casa
Gallina who dares override good manners.

is a professor and researcher at the Autonomous University of
Madrid, he previously served as the director of Cultural Programs of the Re-
ina Sofia Museum (2008-2014). He currently works and resides in Madrid.
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Vocabulary of Belonging

A Team Experience

Pablo Lafuente invited those of us who have been involved in implementing the pro-
grams to reflect on the process, starting from a list of meaningful terms that were
previously agreed upon: neighbors, healing processes, eating together, affect
and networks, learning, cultivation, scales, caring for the other and welcoming,
acceptance for communal living, and property and exchange. This exercise gene-
rated the following testimonies. (J.0.)

When I walk around the neighborhood, I love to greet
the woman who sells juices, the man selling tacos, the
one selling sweets, the one from the
sausage place, the man selling
carnitas, the woman who sells
tlacoyos: “Good day! Almost
ready? TI'll come by in a
bit!” I love that the guy
from the hardware store
questions you about why
you haven’t been in lately ...

Sometimes it is a little diffi-

cult to try to explain a conceptual

artist’s piece and you end up laughing with them and a

bond of friendship emerges, you go from an apprentice

to a colleague and more than a client. You occasionally

also contribute some advice, you become an accomplice,

start creating with a neighbor, going from an idea on paper

to something tangible, and when you are already deep in the middle of hammers,

screws, sandpaper, wood and more, colloquial and other topics arise and you end

up playing soccer in the field around the corner from the Alameda, sweating side by
side for victory. Mariano Arribas

I've lived in the neighborhood for more than 40 years and I've met a lot of people. I
grew up with the tenants in the stall holders in the Bugambilia Market. I got to know
them while I sold desserts. Eventually I got hold of a shop and there I was, living
with them for 20 years. They included me in the pilgrimages and other celebrations

1

13

at the market and that helped me get to know more of my neighbors. I like to share
with the business owners, with all the people around us.

Day to day I meet new people thanks to inSite/Casa Gallina. All the neighbors are
very different, you meet all sorts of people, from neighborhood residents to pro-
fessionals; there are all types of people, children, youth, adults. By all living here
together, they become equals, there are no social classes here. Outside they’re all
different, but this space unites them because they come here to learn, and we all do
the same thing, as equals. Rosario Herndndez

Larrived in the neighborhood in 2014 without knowing anything about it, but, hon-
estly, it was very easy to become involved and meet people. At first, when I went
out to sweep the street and I let people pass, they thanked me and I answered with
a “good day.” The next day we’d already be greeting each other, and little by litte
they would ask me what was going on here and [ would answer that it was a house
that held workshops, about cooking and so on, and [ would invite them to come and
visit. [t was during that time that the woman who passed away, Bertita, and Catalina,
who worked two houses down, approached me. Now [ feel like I'm part of the neigh-
borhood, as if ’'d been born here. Fric Alvarez

The neighbors are the central axis of inSite/Casa Gallina’s operation, one hundred
percent. Learning enables these people to not be stuck with the knowledge that they
gained in school. The kids come to change their perspective, and the older ones come
to learn things, because the fact that they are elderly doesn’t mean that they’re limited.
During the time I've been here, I've seen that quite a few people have taken advantage
ofwhat’s on offer. For example, in the garden, the elderly women that came to the first
courses, when Mauricio Badillo led the workshops, put together an initiative to make
remedies based on what they’d learned about medicinal herbs. It is a micro-business
that’s not very common but is accessible to anyone because they do it with things that
are very basic, they don’t need any industrial machinery. What is ultimately import-
ant is the learning, in this case knowing that they can still make homemade remedies
thatdon’t contain the pharmaceutical chemical processes thatwe’re used to. Susana Pineda

The neighbors are the ones who “put up with” the place; either by chance or by
choice they find themselves in the same territory and sometimes they talk about it
and sometimes they don’t, but they are always the potential power for building a web
of stories, of communal projects, of bonds of attachment, conflicts, but also solu-
tions. The vibrations of the space depend on them. They inhabit the buildings, the
streets and the public places, all of which leave a mark on them and they in turn leave
their mark. They are boxes full of stories that get strengthened or reconstructed.
David Hernandez



The people involved build ties of empa-
thy that allow them, through creative
dynamics and/or group learning, to
drain off different emotional levels.

This contributes to rethinking

their position when faced with

a specific situation that they are

going through in that moment

or in general, which gives them the

incentive to consider other forms of
thought and action. It would seem that
this type of collective work, in which a dynamic of listening and enunciation is opened
up as away of relating to the other, enables the possibility of regeneration based on the
individual that significantly impacts the people immersed in these processes. Violeta Celis

I've really liked how the emotional situations that have emerged in the workshops
are handled here. No one has proposed a workshop specifically on these processes,
but people have learned to live together and to bring up some of the emotional
problems they have and to share them with the rest of the group. They do so because
they are in a trusting environment, they feel that they have that possibility, of trust-
ing in people and saying to them, “you know what, this happened to me,” letting go
emotionally and saying a lot of things that maybe they cannot easily say to others,
but here you feel like yes, you can tell your story. They may not be able to resolve
your problem, but you know they will listen to you.

Something similar happens at the dinners, the neighbors who come begin to chat
and they talk about personal issues, they share experiences and so they start getting
to know each other. To me, that is great, that you can trust people and free yourself
from all your stress and anxieties. Knowing that you can count on everyone, that
they are listening to you. This has helped me with personal issues, to move forward,
and to learn that you can trust others. Rosario Hernandez

The majority of the people who initially attended inSite/Casa Gallina’s activities or
initiatives were elderly, unemployed, or retired people or housewives that didn’t have
any other occupation besides their domestic work. I think they found a way to distract
themselves here, to have a hobby. Coming here to learn helped them get out of that
comfort zone that they were in at home. The majority of those people, because of their
age, were more limited in terms of their movement; coming and spending time with
other people motivated them. In addition, the workshops are very pleasant, very emo-
tional. Several times I saw Mauricio Badillo giving his classes and the elderly women
would suddenly start to bring up family issues, personal problems; they felt free to
be able to talk with someone else, not so much because of who they were, but rather
because they were at ease, the house and the person inspired their trust.
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I feel that it is easier for an older person to trust and let go, us young people are all
less trusting, more reserved maybe. An older adult doesn’t worry about that, they
simply express themselves. However, the young people have found a different per-
spective: here they are lent computers, there is internet access, books. I think it
benefits them to know that not everything in life is a monetary exchange, there can
be other types of recompense: I help you but you teach us something in return, like
the books in Salon Huev@, take one and leave one. And this can shape another
mindset for them so they might carry out similar initiatives. Susana Pineda

Over the years, I have connected to peo-
ple who are very different from me and
very different among themselves,
which has allowed me to see what
we all have in common. For exam-
ple, many of us share the same
symptoms of contemporary
society: loneliness, anxiety,
the relationship between
sickness and lack of
€CONOMIC  Tesources,
violence, the lack of
time for one’s self,
among  others.

In my daily work,
I've been able to
take part in moments
of complicity and mu-
tual aid as away to alleviate
those symptoms. I remem-
ber the testimony of a neigh-
bor who has a mobility problem
and leaving her house causes her

great pain, she mentioned that Casa
Gallina had become a place that it was
worth walking to. There’s also the case

of a woman in the neighborhood who is
distanced from her family and when she
had an accident and spent several months in hospital, the people who took turns tak-
ing care of her were the people she had met here only a few months before. Finally, |
remember a neighbor with whom I greatly identified. When she died, I attended her
funeral and I could not help crying in front of her family who didn’t even know me.
I realized that through that experience I was able to mourn a family member whose
mourning Id avoided during my childhood. Rodrigo Simancas



Eating as a team helps the
relationships, how we all
get along, which influ-
ences the work. IC’s really

good, because eating is a

very different situation from

when you’re working, you're

much more relaxed, more natural.

Celebrating birthdays, too, because it makes you feel
like part of the team.

Itis also cool at the cooking workshops, because one of the
reasons for eating at the end of the workshop is to see how everything turned out,
so you reaffirm what you learn but it is also spending time with each other, to make
friendship circles.

The dinners and the From 5 a 7 events mean sitting down to eat is another way of
meeting people. I think that everywhere there’ll always be neighbors who haven’t
spoken to one other, new residents. Sometimes, we get trapped in the bubble of our
own routines, and spending time with others helps give you another perspective.
Diego Carrasco

I really like eating together, because I have realized how communication in the
neighborhood, between residents, has increased; the freedom and confidence that
you can go out on the street more and greet neighbors without worrying that they’re
going to do something to you, that they are going to insult you. Before you couldn’t
go out onto the street and greet just anyone, they’d give you mean looks. Now I'm
not afraid to greet them.

New friendships, even very good friendships, have emerged from eating together. It
has become so that people manage to do projects together, or if they are musicians,
they have been able to meet for the first time and make a piece of art with their
hands. I remember once in a dinner when a man brought his guitar and another
one started singing. That spending time together, that friendship, is different than
when they only get to talk. I'love the kitchen and eating together, it makes us very
communicative. Andrés Ramirez

I think about the whole process, from going to buy the things that are going to be
cooked, imagining how we are going to make the recipe, and then the process of
cooking, seeing how one ingredient is exchanged for another, and how we can im-
prove the food. I hadn’t been in the kitchen before, I hadn’t had that experience; and
here in inSite/Casa Gallina there was the opportunity to enter into that area and to
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cook with guidance from Luis and all the other teammates who all do their small part
so that everything turns out fine. Later, comes the chance to sit down to enjoy the food
we’ve prepared, with an qgua fresca we have invented. I think what I enjoy the most is
making the agua fresca, because of the inventing and tasting of new flavors. Making
sure, of course, that they are healthy options. For example, one recipe | invented is
blackberry with mint. We harvest the blackberries from our garden, and the mint, too.

Sitting down to eat, listening to various conversations about the work done here
in the other areas areas, [ find that to be very relevant. It is also very important for
the whole team to be able to be here, and to help cook so that people spend time
together at the neighborly dinners. I like that they like what is cooked here in the
house. £ric Alvarez

Feeding ourselves goes beyond a biological need, cooking affirms us as humans,
we are the only species that processes its food through cooking. I like to think
about cooking as having originated with control over fire, the evolution of the hu-
man linked to the manipulation of nature for consumption. The warmth of food as
a foundation for the social and the cultural, a vestige of inherited collective knowl-
edge. In this manner, sitting down to eat is an act of communion with nature, where
the human has transgressed the biological for shared enjoyment. Luis Gomez

Althoughwe do notalways realize it, the etymology of the word “community” in Span-
ish has a tacit link with what happens by eating together, and this hasn’t been difficult
to suspect at inSite/Casa Gallina. It is symptomatic that the neighborhoods with the
most community roots, with more intense community connections and more exposed
emotions are those where family food businesses are most abundant. In any context.
That always implies a network of diners and vendors in a direct relationship of mutual
support. A gastronomical effort that sometimes has the

challenge of dignifying simplicity; and, many other &

times, avoiding increasing social vulnerability. -

In Santa Maria la Ribera, the food business-
es also show the presence of a more deeply
rooted family-economy initiative. Before
knowing the neighborhood well, before
the house even existed, one of the first

routines of spending time together that

we’d proposed for the team’s work was
the idea of all eating together, at least twice
aweek. The precept was that there would be
no pre-established roles. Decisions about what

would be cooked, who would do it, who would
go to the market to do the shopping, who would '*
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set the table, who would wash the dishes, and who would clear everything up would
become more or less tacit co-responsibilities, negotiated or taken up without care,
that, fundamentally, should function as a workflow model for the overflowing roles and
the primacy of mutual aid, all within an ideal heuristic dynamic. And that’s what it was.
Cooking and eating together, since the beginning, has been our
most productive way of learning to become a team. 0svaldo Sanchez

Building trust in a social context

permeated by the relentless symp-

tomatology of individual and col-

lective fear in Mexico has been

: : one of the results of the com-

P munity work that inSite/

Casa Gallina has carried out

within Santa Maria la Ribera.

That’s how residents that had

barely run into each other in

the neighborhood found a neu-

tral space, a territory, to meet other

neighbors and see them frequently based on some type

of specific training or practice, some common interest or

some possibility for future collaboration on shared work.

The Friends Having Dinner on a Blind Date events are

precisely one of those flexible and generous spaces for the people participating,

where the bond with the house is merely the pretext to overcome fear, share food

and retell life experiences with those who are part of the day-to-day in the neighbor-
hood. Violeta Celis

A particular rootedness is experienced in Santa Maria la Ribera, families have
known each other for generations, and new inhabitants are easily
incorporated into this dynamic of cohabitation. The willingness to

establish relationships among neighbors has enabled a positive

acceptance of inSite/Casa Gallina in the neighborhood. We all

want the best for our own, and this project is helping an entire

community to see that. Luis Gomez

I grew up in this neighborhood, like most of my family. For me, the
knowledge acquired in the neighborhood was equally important in
educating me as the university and online tutorials.

I remember Don Octavio very well, he was about to retire and he decided to come take
a course in digital photography or something like that, it was an introductory work-

shop. That man, on finishing the course, started coming daily, or atleast three times a
week, he would take a computer and stay until we closed. He was interested in doing
digital retouching, and between YouTube tutorials and what we shared with him, he
became an ace at Photoshop. By the end, Don Octavio had handfuls of damaged or
old photos that friends and relatives shared with him so that he’d fix them and they
could print them again. We ended up learning from Don Octavio, a native of Mazatldn
Sinaloa. Mariano Arribas

In the Saberes space, the main dy-
namic has been based on facilitat-
ing knowledge acquisition to the
neighbors in respect to two pri-
ority issues: the garden and
the kitchen. As in any teach-
ing, the foundations of the
topics to be addressed
are shown first, and,
as time passes, the
complexity of the
knowledge pro-
gresses in such

a way that the
neighbors  begin
to be self-taught and
critical in respect to
what is being taught.
Within that same dynamic,
the computer and cell phone
classes for elderly adults is a
program that has agreat symbol-
ic value for that specific sector of
the community, since it allows them
to get to know and interact with new
technologies and be able to communi-
cate through these complex apparatuses,
with the goal of avoiding greater technological marginalization and generational
dependency. (ésar Morales

I have realized how people in the neighborhood, especially elderly people, have
learned things from our gencration that they didn’t know before. We’ve also learned
things from them by spending time together here at Casa Gallina. Before working
here I didn’t know half of what  know now: how to garden, how to design things, how
to use a computer. I didn’t have the initiative to take up those things, like design, that
Ilearned and I liked, and thanks to thatI feel it can serve me in the future, maybe not
as a profession, but I do want to open a small business that I can make the most of.



The Hacer barrio signs also profoundly changed my

perspective. I've learned to communicate with people

from my neighborhood in a calmer, friendlier way. I've

learned how to treat people, how to live with them,
without needing to have previously developed a
friendship.

I feel that the people of the neighborhood who come
here have learned how to treat each other, to coexist
and better value their space. We've learned that if you

want something, you have to take care of it. The children in
the summer course surprised me because I never imagined that children could learn
about things like mining and all of that. They are very young children, I didn’t think
that they’d be able to learn so much about that issue, which to a certain point is not
of interest to them. Andrés Ramirez

I didn’t know anything at all about art. I had no idea what was going on, but little by
little I've started getting involved in that area, and, well, it’s cool, it’s nice. Every-
thing I've learned about art has come from here, from meeting the artists, seeing
the process of their pieces, helping them out however one can. Itis such a delicate
process that I don’t allow myself to do things as I would be able to. L also learn from
working with the artists: when they’re working or when they’re interacting with
people to make their pieces. I think everyone learns, the artists also learn from the
people with whom they collaborate in the project that they’re planning. Fric Alvarez

I've always seen that the process of learning happens collectively and this is the only way
it’s possible to bring out all of our potential and build a more complex reality. I've seen
neighbors from Santa Maria la Ribera talking about their ideas and listening to those of
others in Casa Gallina: evoking situations, narrating experiences, arguing, using their
reasoning, using their accumulated knowledge, and suddenly I see the emergence of
a desire and willingness to be present with one another and to set out differences and
agreements. I think that this vital need to emerge in the presence of others is precisely
what manages to repair the cracks and holes that we all have. From there we incubate
what we could call educating or training ourselves, in other words, going from the per-
sonal to the collective and returning the learning to the personal sphere, to understand,
assimilate, modify, construct, and improve our surroundings. I have seen itin Casa Ga-
llina. Everyone has something to teach, everyone has something to learn. David Hernandez

Surprisingly, both for the team and for the residents, something that has been
emotionally moving over the years has been that the demands of each topic, or the
understanding of certain professional content, is ultimately not what is the most
gratifying. They don’t only seek to master a specific technology or an established
knowledge in the designated field. Beyond every learning process, whether in com-
puters, gastronomy, herbs, design, sewing ... what is really enjoyed, what is taught at

80

Casa Gallina, is to coexist, to accept, to exchange, to provide, to build a community.
This is confirmed in the evaluations and follow-up of each happening at the house. It
is this “overflow” from learning something (being community for a time), that founds
the political vitality of this project. The group revelation of that network, based on
knowledge, is the commitment of each program. Osvaldo Sanchez

Since the gardening classes and the garden in general started, I've realized
how people in the neighborhood have started having their own gardens in
their houses, as well as in some small restaurants. Now
it’s more common to go to someone’s house and see
they have a tomato plant or they’re growing some

other vegetable.

Having access to their vegetables has had

an economic impact on the neighborhood,

since it makes it easier for money to circulate

here, instead of going to foreign companies or

other places. It has also helped the market because

people have bartered with what is produced in their

gardens: “I'll exchange the kilo of cherry tomatoes that I grew in my gar-

den for a kilo of beans.” That is already happening, it is a fact. Even the

Supportand Installation of Community Garden project greatly benefited

the community in the area of communication, because there is already more

companionship, in the sense that it is no longer one person but several who are

striving to achieve something that in the long term could change this neighbor-
hood’s perspective ... Andrés Ramirez

The practices of sowing, growing, and harvesting take time, and this requires pa-
tience and care over what is cultivated. I think that this reality can be seen as a met-
aphor that synthesizes several of the project’s goals, since it reveals another way of
understanding the world and relating to each other.

inSite/Casa Gallina’s garden was, since the project’s proposal, one of its central
axes, and it has been very gratifying to see the process that it has undergone, start-
ing with the demolition of the building that was where the garden is now, to the
immense weekly harvest thatis obtained from a small cultivation area. Growingisn’t
only limited to the garden area; I think we’ve had a similar process in relation to the
neighborhood, because through the constant care of the other we have been able to
build confidence in the framework that allows us to have an active and expanding
relationship with the different communities in the neighborhood. Josefa Ortega



One of the most pleasant spaces at Casa Gallina is the Vegetable Garden; being
there distances you from the chaos of the city and you can concentrate on learning
how to grow different types of edible, ornamental and medicinal plants. For me, the
Vegetable Garden is a metaphor of what we would like to achieve in Santa Maria la
Ribera.

I think about the importance of growing within one’s self and toward the outside
for our community, I believe that we must be the ones who take responsibility for
the material environment and for relationships, starting with simple and everyday
actions like caring for the sidewalk and the trees, the park, make sure the exteriors
of our houses or businesses are always clean, don’t obstruct the sidewalks and re-
specting the crosswalks. Sergio Olivares

For me, the time that it takes to grow vegetables is related to the long-term proces-
ses that we do here. Slowness, as a mechanism of resistance against the demands of
productivity that are present in the lives of most people, allows for opening up op-
portunities for patience and the attentive observation of the immediate context, as
a prelude for the development of critical thought and the possibility of articulating
initiatives for the common good. Along with slowness, another characteristic of the
practice of growing food is the particularity of working with what is hidden—during
aplant’s growth there is a time before its leaves become visible. The idea of inSite/
Casa Gallina’s work, in contrast to the generalized urgency of social and artistic
projects to make processes immediately visible, resembles the time that a seed takes
to germinate—despite the fact that at first glance it is not noticed, many things are
happening that require organization, intensity, patience and delicacy. Rodrigo Simancas

There is generally confusion, or at least reluctance,

around the political potential of the construction of

a vision of change from within community or local

environments. We weren’t ourselves, as a team,

particularly clear about this at the beginning. The

idea of acting on and from a locality, understanding

this territorial expansion/tension as the activation-re-

generation-creation of an affective network, seemed to

be essentially endogenous management, the everyday con-

struction of a niche of resistance. And this already present-

ed an enormous challenge. However, one of the fundamental lessons of this five-year
process has been verifying the political productivity of all the specific actions (insofar
as the local implementation of a group initiative goes) for the secretion of a vision
of change. The local scales of implementation soon became exponential. From the
modest topics of the local vegetable garden, the neighborhood market, preparing

82

83

family dishes, repairing clothes, teaching a neighbor ...
comprehension and individual commitment were made
more complex in favor of a collective re-evaluation of
priorities and decisions. Not only based on a more
cosmological critical perception about the model
of life and development in which we participate,
but in terms of the individual certainty about our
responsibility faced with the economic dynam-
ics that we endorse. This overflowing of the
scales of action, of alliances and a vision
going from the individual to the social,
from the local to the global, and from
the ethical to the political, has been
one of the most effective fields of
the group commitment. 0svaldo Sanchez

inSite/Casa Gallina’s work has stood out
and been defined within the quadrant of
the neighborhood of Santa Maria la Ribera.
This has meant that the relationships formed
within the team have a certain limit, without
considering the propagation to neighboring
neighborhoods a priority, despite the fact that
sometimes the information manages to go beyond
the quadrant. This makes it easier to pay more atten-
tion to the people who come to the house, which covers
one of the project’s main objectives: forming bonds of trust
between established neighborhood residents and new ones.

Besides strengthening relations between neighbors, the idea of reestablishing pub-
lic spaces in the neighborhood has been very important, made possible by projects
that seek to give it a rejuvenated image beyond the large shopping centers that seek
to turn the neighborhood into one of the many involved in the world of globalized
consumerism. Change always starts with small groups and Santa Maria la Ribera can
become that example of community development, maintaining each of its aspects in
alocal way, always seeking to improve the conditions of the neighborhood spaces.
Gésar Morales

Here I've learned about the importance of each situation, each thing. Like looking
after water. We’re not giving it the importance it deserves. The people who come
here have learned about the care that we should take, at a scale that should really be
general, but we can’t do it just like that, therefore what we do is look after it within
our environment. But now we know that we can come together and make a neigh-
borhood committee to give this more validity and to do something bigger. In my



surroundings, which is my housing unit, the neighbors talk among ourselves, we try
to come to an agreement about looking after the water.

Within Casa Gallina’s setup, people arrive already having the idea that they are going
to learn about looking after water and other important factors, from planting a little
seed and seeing what is going to happen in the future. I feel that it is transmitted,
people leave here and they start talking about it, they share the situations they’ve
learned about, both with their families and with their neighbors. One example could
be the children’s workshop, where they taught them about earthworms. Even I held
the idea that they were bad for plants. And here you learn that the earthworm is what
gives life, then you leave here with clear ideas about what is nature and what is still left
to learn. In my case, I talk to other people about everything I have learned here, they
are things that many people do not know. I came without knowing many things that
today I now know, and I can say that it has been a beautiful experience. Rosario Hernandez

I feel that the house has become part of the neighborhood, it has turned into a meeting
place, where bonds between neighbors are developed, people who maybe used to see
each other in the street but didn’t speak to each other are now great friends. The neigh-
bors experiment in the house and they make it part of their routine. The elderly, retired
women come to learn new things but also to distract themselves and pass the time. The
same goes for the Salén Huev@, whose main function is for reading and just hanging
out, but it has also served small children, and as a neighbors’ meeting place.

If the house has become part of the neighborhood, it is because the residents have
accepted it. And I think that the fact that they know that they are the only ones who
can participate in the activities creates more identification; it’s as if: “Of course, |
am from Santa Maria, and I have this.” If this project were to expand to other parts of
the city, it would lose its purpose, it could be misunderstood. Because inSite/Casa
Gallina is what pushes, but it is the neighbors who have to continue with the pro-
cess. The gist of the workshops is this: create abond, and although the sessions have
ended, the neighbors continue it. The same thing has happened with the garden,
where a month, a month and a half later, the friendships remain in place. Diego Carrasco

Extended working hours and distances in big cities erase the possibilities for en-
counter and exchange. The anonymity and little personal interaction are the result
of urban planning policies that do not take into account areas of encounter and
exchange between neighbors. The conditions of the Santa Maria la Ribera neigh-
borhood have kept it in a different situation, its location between four major roads,
the survival of family economies and centers of encounter and exchange such as the
market and the Alameda are some of the factors that have contributed to the ex-
istence of the neighborhood fabric and helped it not become totally undermined.
inSite/Casa Gallina’s project has sought to contribute to maintaining and strength-
ening this fabric, through the construction of situations and experiences.

The local focus is one of the fundamental principles of the project and it is what has
given consistency and solidity to its affective relations and neighborhood networks.
However, the problematics that are worked on and the flow of knowledges and crit-
ical reflections that take place in the different platforms refer to broader scales in
areas beyond the neighborhood, sometimes related to the reality of the rest of the
country or even the world. Josefa Urtega

It is gratifying that in four years the intersection of wills and the construction of net-
works of collaboration have extended beyond the house and the neighborhood itself,
without us needing to take up aleadership position. We function strictly as a space of
encounter and to stimulate the motivation of autonomous initiatives, which are sus-
tained by the creativity and collaboration among equals and that do not depend on any
institutional support.

The domestic vegetable garden network that exists in the neighborhood today in-
cludes the gardens of residents who have taken workshops here, those who have
learned about urban agriculture practices, and other neighborhood residents who
have never even come to Casa Gallina; in turn this network extends to community
gardens in other places through the interchange of experiences and products.
Similarly, neighbors who participate in activities at Casa Gallina have connected with
neighborhood organizations in other neighborhoods and cities, to make a common
front against shared problems like gentrification; there are also those who attend
workshops and encounters that we disseminate on our Facebook page, programmed
by other organizations. On the other hand, it is worth mentioning that besides ex-
panding, the scale of Casa Gallina’s work is also directed toward the intimate life of
the participating local residents, since not all the members of a family can attend Casa

Gallina because of work issues, so that those who can, introduce what they learn

»  here into their domestic lives. Rodrigo Simancas

Hospitality requires a structure of fraternity toward

the “other” that rehabilitates the zone of trust be-

tween people. When a person is welcomed, the

place is fundamental for generating a friendly

and comfortable space in which that person

can open up in different ways. It is a way of

caring for their presence. It is thus that the

reception of the “other” by Casa Gallina pre-

supposes easing the strangeness or what is not

known beforehand, providing a space that is open

to multiple diversities of thought and in which the consequence of the
binomial “welcome-care” implies the replication of the same gesture for



the neighbors, not for the people who are part of the inSite/Casa team, but for the
neighborhood community, those with whom the most immediate future is shared.
Violeta Celis

Being generous and open toward people who in their everyday life and other public
spaces are perhaps exposed to impersonal, bureaucratic or discriminatory treatment.
The principle of welcoming all the neighborhood residents seeks to distance us from
the differential and hierarchical treatment that prevails in our society, in order to cre-
ate a horizontal environment, in which we are all equal and knowledge circulates in
multiple directions.

Caring for the other without having a close or family relation, or without there being
an economic exchange, is also a gesture of resistance to the utilitarianism of our time,
in which interpersonal relations have become increasingly pragmatic, more focused
on what one can obtain and in exchange for what. We have tried to create an envi-
ronment in which people feel safe to share their interests and their doubts, and also,
in one way or another, their need for human contact. Sometimes this is satisfied by
something as simple as listening. Sometimes it is enough to merely create the space

and people come together and do the rest. Rosa Elba Camacho

This is a fantastic topic, it is a somewhat person-
al point for me. I think that working here and
coexisting with people from other generations
gives me a different vision, it teaches me to
do things differently. For the people from the
workshops, as well, although each workshop has
avery specific age range, there are always variations:
of age, class, professions, education. This enriches the
workshops and their final products, and creates a cool and
varied atmosphere for other encounters, like the film cycles,
where the dialogues are made richer precisely because there is a psychologist with a
number of doctorates, and alongside her a retailer with a more solid, simpler vision.
Here the youth, from 15 to 25 years old, who don’t know what to do with our lives,
coexist with professionals between the ages of 30 and 40 who are already super
focused.

The case that has caught my attention the most is that of computing; it has truly bro-
ken a barrier. Obviously, the purpose of the workshop is for elderly adults to learn
to use computers, but there is something deeper, because older people feel rejected
and useless in regards to the issue of new technologies. There have even been cases
in which they feel rejected by their own children, but here they find themselves with
kids who are much more open and who are willing to teach them. And kids also feel
rejected by older people, so it is an encounter between generations. Diego Carrasco
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I'would dare to alter the order of the terms: coexistence for acceptance. We've seen
many times that there is a generalized rejection toward a group or age range, profes-
sion, class, and so on, while the same number of times it is shown that that rejection
primarily results from ignorance. Each person’s experiential environment tends to
enclose us in a reduced version of the city, of others. Through the daily and intense
closeness of coming to take a workshop among neighbors, dining with them, or ex-
changing impressions after a film or a reading, the participants have the opportunity
to truly learn to know one another, and this eliminates one of the main obstacles for
creating bonds of friendship, trust, and affect with people that appear to be radically
different.

From here, two paths tend to open up: concluding that, deep down, we are not so
different and that we have surprisingly similar concerns; or rather, accepting differ-
ence as a particular value; that allows us to access new possibilities of being in the city,
possibilities that we could not have imagined before getting to know the view from
the other side of the street. What is helpful to remember here is that none of these
routes, or their hybrids, are possible if empathy is taken out of the equation, and this
is only constructed when people coincide in a space and are able to meet one another
beyond their prejudices. Rosa Elba Camacho

To achieve a healthy coexistence, I think that first we have to accept that the
spaces in our environment are shared and that we all have rights and respon-
sibilities over them, but it is also fundamental to know how to listen and
respect the actions and opinions of the other, accepting is joining together

to collectively build the spaces of coexistence.

From my perspective, stimulating a healthy coexistence has been one of the fun-
damental parts of Casa Gallina’s work, providing the possibility of accessing an

impartial space, that invites and integrates people of different ages, professions, and
interests. Casa Gallina encourages neighbors to get to know one another, it helps
them to meet and listen to each other, in relation to diverse dynamics and activities
that enrich their lives.

I think that it is much easier to accept the others when we meet them and learn some-
thing about their lives, thus we can understand why they behave in

a certain way, they stop just being “my neighbor” and become

“Raquel” or “Felipe.” Sergio Olivares

The things that are done in Casa Gallina do not have
signatures or institutional logos. While credit is given to
the people who participated in publications, dissemination



materials, and projects in public spaces, they have tried to keep the authorial issue
out of the logics of work. What is important is the content that is created, how it cir-
culates for free in the neighborhood. Similarly, the tools and household implements
available in the Prestaduria vecinal do not have a specific owner, since their main
purpose is to be fully used by as many neighbors as possible, although for delimited
periods of time for each user. These are two of the most noteworthy ways in which
Casa Gallina has tried to dismantle the notion that the only way to relate with ideas
and things is in terms of property, authorship, possession; all words that limit to the
sphere of the individual the use and circulation of what could be beneficial for an
entire community. As we have seen during these years, the wager on the collective is
not free from risks, losses, or appropriations by other entities that are notinterested
in escaping from the logic of individualism and authorship. However, the potential
remains: sharing ideas and possessions within a community, contrary to what some
would suppose, enlarges and improves their useful life. Rosa Elba Camacho

The contemporary world, including the art scene, insists on highlighting subjectiv-
ity and individuality as imperative models of social recognition and construction.
Through a constant, permanent bombardment, an education that encourages
competition, and the supposed individual realization through possessions, pro-
foundly rooted social logics exist that explicitly divide us and create hierarchies.
inSite/Casa Gallina’s project, since its beginning and during its operation, seeks
to dismantle individual recognition and wager on the collective as a model of work
and interaction. The dilution of authorship as well as the commitment to “taming
the ego™ has been a constant task, both within the team and with the professionals
who collaborate on the different platforms. The idea of creating an environment of
knowledge exchanges—in which each person can contribute according to their in-
terests, experience, and preparation—has generated an atmosphere in which mutual
growth has diluted the institutionalized hierarchies of knowledges. There are many
examples, from the collective mapping that Iconoclasistas carried out at the begin-
ning of the project to the book, 7astes of the Neighborfood, published in 2018, in
which Miguel Iwadare gathered a set of recipes from local food stands that show that
everyday practices have relevant and important knowledges.

The house is understood, then, as a center of exchange at many levels. The gestures
of repayment that are carried out at the end of the workshops allow for expanding af-
fective networks and the dissemination of knowledge. This logic also permeates the
relationship with objects; this is how, for example, the model arose for exchanging
books in the Salon Huev@ and for the Prestaduria vecinal. Josefa Oriega




We Are More Than Just
Those Who You See Here

Eloisa Haudenschild, PresidentinSite / Aimée Labarrcre, President
inSite/Casa Gallina. Cathe Burnham, Carmen Cuenca, Rosella Fimbres, Randy
Robbins and Osvaldo Sanchez.

Michael Krichman and Carmen Cuenca

Project Director: Osvaldo Sinchez / General Coordinator: Josefa
Ortega/ Administration: Susana Pineda / Production: Sergio Olivares / Production
Assistant: Mariano Arribas / Cultural Synergies: Violeta Celis and Josefa Ortega / Com-
munity Liaison: Rosa Elba Camacho / Knowledges Platform: David Hernandez and
Rodrigo Simancas / Registration and Diffusion: Luis Gomez / General Services: Eric
Alvarez / Logistics and Operational Support: Rosario Herndndez and Andrés Ramirez

Financial Director inSite: Danielle Reo / inSite General Assistance:
Elizabeth Stringer

The following also formed part of the team at different moments: Gabriela
Correa, Naomi Rincon Gallardo, Enrique Arriaga, Ursula Verea, Marcela Velazquez, Héctor
Tapia, Natalia Pollak, Sandra Rodriguez and Eva Herndndez. The following students, some
of whom live in the neighborhood, carried out their social service, professional internships,
or volunteer experiences, over specific time periods in inSite/Casa Gallina: Laura Pacheco,
Hugo Rodriguez, Rocio Sanchez, Sixto Lopez, Laura Espinosa, César Morales, Maite Mata,
Andrea Rodriguez, Julia Rocha, Isaac Martinez, Gabriela Cruz, Sebastian Navarro, Alejandro
Camus, Sacnicté Alvarez and Alcjandro Amescua. Temporary assistance in different arcas:
Emilio Castro, Diego Carrasco, Margarita Morales, Hugo Rodriguez, Erick Mejia, César
Morales and Julia Rocha.

Beverly Adams and John Cossins, Kelli Balistieri and Mark Quint, Mary Beebe
and Charles Reilly, Mary and Jim Berglund, Barbara Bloom, Barbara Borden, Fabrizio
Bottero, Cathe Burnham, Emilio Cabrero, Magda Carranza de Akle, Alejandro Castro,
Andrea Cesarman, Jon Christensen and Ursula Heise, Marco Coello, Renée Comeau
and Terry Gulden, Gabriela Correa, Hugh Davies and Faye Hunter, Mary and Hudson
Drake, Gerardo Estrada, Enrique Fajardo and Vicki Canti, Rosella Fimbres, Peter and
Elizabeth Goulds, Carol Grossman, CR Hibbs and Luis Alvarez, David Guss and Susanne
Lodl, Eloisa Haudenschild, Joyce Krichman, Jim Lennox and Brad Woodford, José Luis
Martinez, Akkie Martens, Tonatiuh Martinez, Barbara Metz and Héctor Torres, Lee
Miller, Freia Mitarai, Garna Muller, Ron and Lucille Neeley, Danielle Reo and John Polk,
Randy Robbins and Helena Stage, Armando Rocha, Leah Roschke, Crista Saffran, Hans
Schoepflin, Ana Sokoloff, Ute Stebich, Erika and Fred Torri, Hilda Trujillo, Reneé and
Mike Weissenburger.
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Dialogues on Display

Visual Devices and Activations at the Museum

Toward the end of 2015, a collaboration was established with the Geology Museum
that is located in front of the Alameda in Santa Maria la Ribera. The museum has
granted inSite/Casa Gallina the use of the temporary exhibition hall five times. On
these occasions, museum exhibits were designed to encourage critical reflection
about environmental themes that are relevant to everyday life in the neighborhood.
Each of the projects was disseminated among pre-school, elementary, high, and
preparatory schools (most of which are public), within the Santa Maria la Ribera
area. Those institutions that were interested in participating scheduled school visits
for their various classrooms and were received by educators who worked in close
collaboration with the museum’s host team. Open sessions, in which participants of
related workshops at Casa Gallina attended and discussed each exhibition project,
were also organized. (J.0.and RC)




Universe 4-Zoo 1
A Cabinet of the Animal Kindgom / Ulises Figueroa

The artist Ulises Figueroa carried out a co-participation process with the neighbor
and teacher, Maria Teresa Ferriz, over the course of six months. During the work
process, they designed a strategy for activating an apparatus to increase awareness of
natural science and reading among the children and young people in the neighbor-
hood. Together they designed a “scientific” cabinet about the animal kingdom that
included multiple visual narratives about the ecological footprint and environmen-
tal impact on the animal world. The cabinet was displayed in the Geology Museum
between February and March 2016. During this period around 8oo children from
neighborhood elementary schools participated in the didactic activities designed by
the mediator, Ketzali Arreola. (J.0. and RC)

“After meticulously studying the taxonomy of animals, I came to the conclusion
that there are two main varieties of animals: animals that have been classified and
unknown animals. So many varieties remain to be discovered, especially at the mi-
croscopic level, not even to mention the probable animals on other planets. An-
other partition that seems important to me is the distinction between living and
non-living animals, the living ones do not need any explanation, but the lineage of
the non-living ones is much more stimulating; in thatlineage we would find not only
rotten bodies or extinct species, but also the parallel universe of representations
and their visual fables. A plastic elephant is an elephant, of course, a non-living
elephant, but an elephant after all ...” Ulises Figueroa
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A Minimal Botanical Atlas of Santa Maria
la Ribera / Mariana Magdaleno

This exhibition was the result of a walking tours project that identified plant spe-
cies in the neighborhood. It was coordinated by biologists Ivan Pérez and Lourdes
Cruz of the Estanquillo El 32 Collective. Based on those records, the artist Mariana
Magdaleno was inspired to illustrate and re-create each of the botanical specimens
in watercolors, in metaphorical reference to the cultural information that supports
their scientific value or medical use in popular botanical traditions. The educational
program, managed by Ketzali Arreola, sought to create awareness about the diver-
sity of plant species in the neighborhood, their characteristics, and the benefits of
green spaces for everyday life in the city.

Along with the exhibition, the project consisted of a book, which included Mariana
Magdaleno’s drawings of 60 plant species identified in the neighborhood and their
characteristics, which specified their scientific name, their origin, and the princi-
pal guidelines for the care and use of each species. As part of the project, wooden
signposts that act as fact sheets about each species were made and erected by the
neighbors during the guided tours given by the biologists. (J.0. and RC)
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Living with Water: Getting to Know the Valley
of Mexico River Basin / Alex Dorfsman

The exhibition was proposed as a platform for reflecting on the importance of water
and our responsibility for its care. The display integrated a photo essay by the art-
ist Alex Dorfsman that promotes a visual approach to the different situations and
textures in which water is found in our environment today. It also presented part of
the research carried out by architect Elias Cattan and the regenerative architecture
studio Taller3, condensed in a series of infographics about water and its situation
in the world and our most immediate environment. For this exhibit, Cattan made a
model of the Valley of Mexico River Basin that reveals the area’s topography, as well
as the existence of different aquatic elements (lakes and rivers) that have been lost
due to the growth of the city. The activation program was led by Angélica Cortés,
who was assisted and accompanied throughout the process by the museum’s host
team. The exhibition was accompanied by the publication of a book. (J.0. and RC)




Dust: A Critical Reflection on the Impact
of Mining in Mexico / Miguel Fernandez de Castro

This exhibition was presented as a platform of critical reflection about open-pit min-
ing activity that is being developed in Mexico. It presented the project commissioned
to be done by the artist Miguel Fernandez de Castro, titled Geological History of Dust,
which reflects on one of the waste materials of open-pit mining, the so-called “tail-
ings.” Along with the artist’s proposal, infographics and other informative material
were displayed that enabled the neighbors to have a critical vision of the extraction
of commonly used minerals. The educative program was led by Angélica Cortés. It
focused on discussing the everyday use of minerals and the environmental cost of their
extraction and uncontrolled consumption with students from high and preparatory
schools. During the exhibition period, visiting groups were received during the 6th
Encounter with the Earth event and the Blue Planet: Exploring the House that We
Share summer course organized by inSite/Casa Gallina from July—August 2018 for
local elementary school students. (J.0. and RC)
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Allende-Apollo xi / Fernando Bryce

The project was commissioned to be undertaken by the artist Fernando Bryce. It is
based on research of the Allende meteorite, one of the space rocks most studied by
geologists from around the world; some of fragments of it belong to the Geology
Museum’s collection. This meteorite is considered part of the material that shaped
the Universe and therefore it contains the most ancient information about the birth
of the solar system. For Bryce, the material and symbolic value of the Allende meteto-
rite is the solidified memory that relates the origin of an abstract cosmos, a presence
of the cosmic world compared to the human footprint on the sediment of the Moon.

The piece presents an arrangement of fifteen screen-prints and twenty meteori-
tes—part of the museum’s collection—that impacted at different geographical points
around the Earth. As a rocky landscape the piece suggests a metropolis of meteorites.
The rocks, in full visual dialogue with the accumulation of images proposed by the ar-
tist, reveal, from the perspective of a city formed by celestial vestiges, the oscillation of
space matter in relation to the United States’ concern for progress and conquest. The
screen-prints are an appropriation of images from newspapers about the meteorite
impact and others about the Apollo XI lunar landing, in which Bryce recuperates ar-
ticles from the era, superimposing expanded backgrounds of the Allende meteorite’s
rocky texture onto some of them. The transposition of this information comes from
one of the artist’s core interests in fracturing the conditions about the truth behind hu-
man evolution, toward shaping new forms of representation of historical memory. The
images about the United States’ space mission to the Moon do nothing but accentuate
the media coverage of that moment aimed on seeking to overemphasize that country’s
global power. This exhibition seeks to encourage the creative thinking of students
and neighbors through a fictional anchor to the events referenced in the project. (V.0)




Victor Palacios

PRELUDE

TAKING PART
to adapt, inoculate,

to give something in exchange, shelter, touch the uncertain in the collective

to avoid, mock the persuasive shortcut, in front of your nose ... find sudden
pleasures,

to swap,
to cultivate, return reciprocity, co-participate, reciprocate again,
pausing ...
pausing ...
check ...10 ...
listen, encourage, natural economics, scatter,
magnet ... pre-cordial
making, toward, habitude
of imagining
and picturing emotion, enthusiasm, *reciprocal” failure

send flying
the



RECEIVED IDEAS'
PLOT/DRAMA

inSite/Casa Gallina is made up of a vast and heterogeneous set of thalli, at-
tachments, knowledges, organisms with different origins and political inclina-
tions, restless tools, undreamed co-existences, sleepwalking projects, elastic
sweats, dance steps, vaporous and lascivious seasonings, ultra secret codes,
one, only one coveted bubble, tables, and an infinite number of simultaneously
existing things. In a gradual way, and without rushing to save time, it has gen-
erated—within a specific urban context—its own ecosystem and has caused
friction, contagion, and amazement among that which is its reason for being:
the neighborhood fabric that surrounds it. It inhabits this fabric and seeks to
incite, to provoke nostalgic arrhythmias, sinistral faults. Despite the different
accents that it hosts and emits, it is from there, and in the flimsy boundaries of
that breeding ground is generally where it chooses to remain.

Within that aforementioned diversity, a common denominator is empha-
sized, a feature that powerfully defines its essence: to provoke and raise the
flag of collaboration and reciprocity between groups, networks, institutions,
businesses, and individuals that endow the territory in question with a wide
range of identities, histories, and pulses. Nobody, not one of the different
agents involved in its processes—whether the internal team, the temporary
guests, or the co-participants—act for mere personal benefit, nor through
authorial recognition. Nothing germinates if it does not involve critical re-
flection or work on the social order, a collective doing directed inward; a
constant flow of meaning and a spirit of barter, a coming and going of what
is at stake, of what we could intuit as a common goal, and of what, at some
point, itis possible to harvest, share, and give back. In its facade, what stands
out is the absence of any type of sign indicating the name, the identity, the
brand: inSite/Casa Gallina.

1. By “received ideas,” I am referring to Jean Pruvost’s comments in the preface to the Dic-
tionary of Received Ideas written by Gustave Flaubert in 1879. Pruvost writes: “Voltaire,
false innocent, also sets the tone for the birth of a new genre, referring to the assault of
ideas that are already defined, closed, or even prejudiced, commonplace, clichés, dead ends,
banalities, stereotypes ... all of that, said in a more beautiful way ... the received ideas that,
after all, designate an original culprit.” Gustave Flaubert, Le Dictionnaire des idées recues
(Paris: Editions Tallandiers, 1913), 4. The English version, translated by Jacques Barzun
(New York: New Directions, 1954), does not contain the Pruvost preface.

However, on this architectural element and between its concrescent scars we
find a laconic and symptomatic sentence:

EVERYTHING BREATHES

A curious coincidence or a random whim of fate, but this saying more clearly
describes the nature of this initiative than its own lineage: inSite/Casa Gallina.
Would it be convenient to hack this institutional-official inheritance and even
getrid of the dependence-reference to this type of physical space and its ines-
capable homely, domestic connotations? Is it not precisely something that the
programs, cadences, and synergies of this initiative carry in their ATP?* Let’s
breathe, let’s borrow a little bit of air.

YES, YES, YES, for mercy ...

LET’S DESTROY THE IDEA OF THE FRIENDLY HOUSE-INSTITU-
TION!

Let’s imagine that this sui generis platform of social articulation has been
taken over by entities and shapeless forms of inhaling and exhaling, of doing
and making, little by little, a neighborhood!

Let’s make a nomadic community, a continuous and eclectic swarm of
swarms out of this nourished ecosystem!

Let’s embrace the whole, let’s confuse the parts with always-fragile tricks!
Let’s destroy the pre-established deadlines, let’s give time another opportu-
nity to escape, to hide among the bushes, to arrive deliberately late!

Let’s write a commercial manual, let’s be a prosperous retail center, an en-
joyable economy!

Now let’s imagine a semi-nude and deinstitutionalized language!

Let’s think that the hen has committed a sweet parricide and, without hesita-
ting too much, gobbled down the whole house from the foundations to the roof!
Let’s only conserve the warm stuff, the living thing!

Little by little let’s give back the air granted to us, let’s repay without a pre-
vious contract!

Let’s question and transform this commandment, let’s bite its ass when it
least expects it!

2. Adenosine triphosphate. A nucleotide that is fundamental in obtaining cellular energy. It
is produced during photorespiration and cellular respiration.



Thus detached from its ancestral responsibility and without a fixed address,
now the plump bird wanders between two streets, named Carpio and Diaz
Mirén, through the halls of the El Pensador Mexicano public primary school
and its evocative stained-glass windows 3 in the flower and plant stands in the
La Dalia Market, among the eternal rubble of the property known as Siete
y Medio (Seven and a Half),* during the sticky music of the Forasteros de la

3. The stained-glass windows were produced through a co-participation process initiated by
Cynthia Gutiérrez, an artist from Guadalajara, in collaboration with a group of children from
the school and Claudia Hernandez, the owner of a stained-glass workshop in the neighbor-
hood, over the period 2017-2018. It is worth noting that these processes of co-participation
included people from different disciplines who shared their opinions and oriented the ar-
tist’s initial proposals. This included interventions from: the researcher and curator Daniel
Garza-Usabiaga, the linguist Ewna Pascacio, the architect and artist Christian Castillo, the
artist Fernando Garcia Correa, and the philosopher and pedagogue Monica Amieva. The
stained-glass piece titled /oating Grafis interweaves kaleidoscopic compositions, forms that
mediate between an organic language and a playful geometric seriality. There are no direct
references to patriotic heroes or famous people from history or the arts. The stained-glass
windows and their thin connecting lines seem to represent the restless neurons of José Joa-
quin Fernandez Lizardi (1776-1828), the splendid writer whose epitaph reads: “Here lies El
Pensador Mexicano who did what he could for his homeland.” I hope that this piece provokes
the creation of new, critical, and sarcastic Periguillos Sarnientos. The extensive work that
inSite/Casa Gallina has implemented with the children of the neighborhood is an aspect that
deserves special attention, since, for many different reasons, it is fundamental for the future
of the new and not so new generations ... to inoculate starting from the root.

4- The Seven and a Half'is the colloquial name of'a neglected property that the artist collective
from Monterrey, Tercerunquinto, took as the starting point of their proposal for a co-par-
ticipation process (2014-18). The project, at first focused on the imminent construction of
residential real estate in the space previously occupied by a gas station, had to adapt, adjust to
reality: the indefinite postponement of the building, the triumph of the rubble, and the state
of ruin of the Seven and a Half, or the reflection of a bureaucratic, administrative, legal con-
flict that, in our country, can stop time like nothing else. Thus the project turned toward dia-
logue and collaboration between the art collective and a group of construction workers. The
main task was to put in tension the relations between the master and the apprentice involved
in all trades and the transmission of knowledge and techniques that comprise it. In itself, the
project emphasized how the academic character of the architects and engineers is digested or
interpreted in an empirical way by bricklayers, plumbers, carpenters. The co-participation
ended with the collective construction of a sculpture based on a small house plan, of 25 square
meters, conceived by the architect Jetro Centeno whose plans were intervened by the artists.
Matryoshka dolls, houses stacked inside of others. An example of a temporary arze/ whose
resonances in the neighborhood would seem greater given the economic and social impor-
tance of real estate speculation and the construction industry. I am primarily referring to the
possibility of creating meetings or talks that could approach this and other aspects related
both to the situation of the trades and professions involved and the economic and commercial
strategies that delineate their development or extinction in certain zones of the city.
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Salsa,5 by the gilded and encased ceilings of the Parroquia del Espiritu Santo
(Parish of the Holy Spirit), among other neighborhood scenes. There are those
who assure that, in reality, its tireless gait obeys its voracious appetite and that
itis immersed in a frenzied search for the melodic and elusive Kolobok.6 It is
impossible to know if this is neighborhood gossip or metaphysical certainty,
beyond the irrefutable fact that the hen—with or without a home, anonymous or
with its identifying documents under its wing—keeps its vocation intact. All of
its gestures, exchanges, mundane dreams and fabled adventures imply a com-
mitment to:

RADICALRECIPROCITY

Although the word exists, almost nobody pronouncesitin this popular neigh-
borhood, nor in other high society neighborhoods: the verb reciprocate, to

5 . Forasteros de la Salsa is the name of a dance club that artist Mauricio Limén collabo-
rated with during his co-participation project titled Broken 7eeth (2014-15). Within this
framework of dialogue and collective creation, Limén elicited the encounter, the clash,
between participants in that musical group, a boxing instructor named ‘El Tierno,” and
Hannia, a member of the Forasteros de la Salsa. Both activities, the dancing —Son mon-
tuno and Salsa—and the boxing coincided in the same public space: the Alameda of Santa
Maria la Ribera. Starting from that peculiar coincidence, Limén invited the participants to
generate a range of choreographic exercises, knowledge exchanges, and dynamics of impro-
visation between people of both groups or disciplines. The co-participation was embodied
in a two-channel video in which El Tierno and Hannia explore the corporeal and emotional
dimensions of both practices. Among the violence, the cadence, the blows, and the desire,
the piece draws a portrait, an approximation of an anthropological and metaphoric nature
about the different tensions that delineate every neighborhood fabric. A sum of personal
stories and collective imaginaries. The fact that a still from this video is the homepage of
inSite/Casa Gallina website is noteworthy and I highlight it in relation to the comments in
the text about the friendly house-institution. The image is anything but gentle or warm, the
first contact with this portal is already a provocation, a sharp question.

6. Kolobok is a Slavic children’s story whose eponymous main character is represented as
a small, spherical, and brilliant being; a cookie, pastry, or small bread typical to Ukrainian
cuisine. The plot consists of Kolobok suddenly coming to life and experiencing encounters
with different animals that try, atall costs, to devour it, but it always escapes by singing songs
about its previous exploits or developing ways of mocking those who have wanted to eat it.
The allusion to this character is related to the presence of a Russian restaurant named Ko-
lobok located at Salvador Diaz Mirén Street # 87 in Santa Maria la Ribera. In the context of
this text, that animated thing, its circular and brilliant form, also refers to a kind of currency,
of fantastic and coveted treasure or to the improbable Bitcoin and its informal, speculative,
and elusive nature.



make two things correspond. To respond to an action with another similar
one. One thing corresponding to another. It sounds nice, not the infinite and
its clashing sound, but its consequences, the condition of equality, of ethical
equilibrium but ... How can we inject reciprocity from the bottom up in the
middle of the twenty-first century—with everything that this beautiful epoch
contains in terms of competition, accumulation, consumerism, disinterest,
individualism, and so on—in a sociopolitical context such as the effervescent,
dense, and metamorphic neighborhood of Santa Maria la Ribera? How can
we articulate a laboratory around said reciprocal correspondence that exper-
iments diverse models and rhythms of coexistence, learning, co-production,
and critical thought as this organization does? Reciprocreate! A pity that
it is still a prototype, a proposal in the making for the distinguished Royal
Spanish Academy. At the end of the day, the great discontent and social sur-
feit that permeates the world is perhaps due to the scarcity of new words,
accurate and explosive words capable of slapping us out of our aphasic and
complacent desires.

Itis not necessary to invent warm water to respond with dignity to previously
formulated questions, you only have to relax and call on the right people to
another crazy, multitudinous, and revealing session of what in Casa Gallina
they call:

Des A7 (Fromsto7)?

But, if there is no longer a headquarters, nor wall, nor windows! True, but the
garden, the chicken coop, even an open air kitchen have remained. And
the work team continues their daily tasks, without fuss. The inertia, the spirit
have not changed, thus we continue with the scheduled activities.

Let’s invite, let’s call upon, for example, the social scientist Mr. Karl Polanyi,
the anarcho-communist naturalist Piotr Kropotkin, the neighbors, the rapper
Dayra Fyah, the writer Sylvia Plath and the author of the succulent dictionary
of RECEIVED IDEAS who prefers to remain incognito and come disguised
as a chilling hybrid in which different characters intermittently coincide such
as: Mauricio Limén, Anthony Bourdain, Carmen Aristegui, Xavier Lopez Ro-
driguez, Jennifer Gonzélez Colon, Salvador Novo, Moon Jae-in, Cujo, Luis
Gomez, Ottavio Leoni, Leonardo Boff, and Teresita May.

7. From 5 to 7is a platform of conviviality and dialogue whose objective is to bring together
a group of neighbors with an external or special guest who has developed valuable initiatives
or projects of social, ecological, or community nature.
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The first name on the list, author of the visionary book titled 7%e Great 7rans-
Jormation (1944) is also the first to break the silence and take the floor to com-
ment that: “the effectiveness of reciprocity, largely falls on the movements

between groups, symmetrically designated as fraternal relations.™

—Indeed, Karl and that is precisely what has determined the direction of
this bizarre thing-environment where now we find ourselves drinking this
delicious colonche, Sylvia points out and her intervention continues ... The
nodal factor of inSite/Casa Gallina is not simply its collective spirit, co-par-
ticipation or the exchange of diverse things and knowledges as mentioned by
a certain Palacios. No, the key to this field test is the AFFECTIVE and emo-
tional dimension, the project’s capacity to generate, almost from nothing,
solid and intimate complicities precisely with a wide range of local groups
and collectives as you indicate very well. And I am not only talking about
bi-univocal links between the mother hen and those free associations, insti-
tutions or people of the neighborhood, but of those that, as a certain vein
of Cupid, are unleashed, aroused by lived experience and the consequent
camaraderie. In this way, estrangement or defamiliarization gives rise to the
reflexive act of recognizing one’s self as a REACTIVE-PROACTIVE body
and then advancing through differentand unsuspected paths, nowwithout the
shelter or shell of the regulating-mother-residence. Without this particular
element, without that act of leaving the door open, of infiltrating and inocu-
lating more, but not thereby controlling a future or dictating a sentence, none
of this would make sense in reality. Not even that mouth-to-mouth respiration
that we perceive right in that moment in front of the Metropolitan Concierge,
between a vagabond fainting on the sidewalk, knocked out, lost in his own
meteorite vomiting and the appearance of an elderly woman who, faced with
this a situation, deposits at the feet of the bloated indigent a duo of warm-suc-
culent-tender tacos of rice, hard boiled egg, and beans.

What the hell? The analytical sparrows and the corner cop wonder, while
they continue in search of tiny crumbs.

—Obviously, Piotr exclaims, with his bearded pre-Soviet quasi hipster look,
here is a clear example of:

8. Karl Polanyi, La gran transformacion. Critica del liberalismo economico, trans. Julia
Virela and Fernando Alvarez-Uria (Buenos Aires: Editorial Quipu, 2007), 92.



MUTUALAID

Do not tell me, please, that you have not read my book about this in-
stinct-practice that is inherent both to the animal kingdom and the human
species. I wrote it more than a century ago (19o2) and it has been translated
into almost all the world’s languages ... none of your excuses are valid. A
sepulchral silence seized the conviviality ... until the disordered multiple
personality hybrid managed to break it with the question that saves the day:
does anyone want a little more colonctie (pre-Hispanic alcoholic beverage
made from prickly pear)? But the Russian geographer, like a good Sagittari-
an anarchist, born into a noble family, is also a hard nut to crack and does not
give up the microphone:

—Well, since I see that nobody has read my book, I'll have to quote myself ...

“In the ethical progress of humans, mutual aid and not mutual struggle has
been the determining factor.™

Ask yourselves: “Who are the fittest, those who constantly fight among
themselves or, to the contrary, those who mutually support one another?”*

“If we take an anthill, not only will we see that all types of work—from raising
offspring, to provisioning, construction, and so on—are carried out accord-
ing to the principles of voluntary mutual aid, but we must also recognize that
the fundamental element of life of many species of ants is that each ant shares
and is obliged to share its already swallowed and partly digested food with
each member of the community that demonstrates need of it ...™"

In this way, we can affirm that the affective bases, but also the theoretical-prac-
tical precepts of this organization are based on research or exploration of what
can today, here and now be developed socially, artistically, economically, and
cognitively starting from EMBODYING the principle of mutual aid. I myself
have not experienced it, but I take my hat off to such an attempt ... search ...
leap into the most acute emptiness ..

9. Piotr Kropotkin, £/ apoyo mutuo: Un factor de evolucion, trans. Luis Orsetti (Logrofio:
Editorial Pepitas de calabaza, 2016), 107.

10. Ibid., 143.

1. Ibid., 87.

In an untimely way, following the mention of these self-promotional quota-
tions and the delicate reverence, a real broken telephone, a deaf dialogue in
which the words and thoughts belong to everyone and no one at the same
time, breaks out:

BF< KSSSSSAA AP KT/ AN

I am vertical. But I would prefer to be HORIZONTAL ... Symmetry and
centrality respond, each at fifty percent, to the needs of reciprocity and re-
distribution ... it is then when the sky and I converse freely and I can feel
SOCIO-ECOLOGICAL DEMOCRACY ...

I work professionally as a programmer but here I have learned
to cook pretty well, people even tell me that I could be a chef ... in a com-
munity like this one, the idea of individual benefitis excluded ...let’s follow
thatidea ...

DOVE: it should not be eaten with peas.
PLANETS: all discovered by Urbain Le Verrier.

POLISH POLITICIAN: if we cut their hair, they bleed.
PRACTICE: superior to theory.
PROGRESS: always misunderstood and accelerated.
PROPERTY: one of the pillars of society. More sacred than religion.

Economic obligations will be duly preformed; and, above all, on the
occasion of each public holiday, the material means will be available to
make an excess showcase of abundance ... the world is vast and gener-
ous ... the complexity of the task ... rests on concentrating ...

We should not confuse, for any reason, the Cor Unum style charity with the
experiences of reciprocity and co-participation carried out by this enterprise or
artel. The anecdote, that of the vagabond, the elderly woman, and the tacos is a
CHEESY wle ...

..in my long experience in Siberia, I became aware of
the absolute impossibility of doing anything really useful for the people through
the ADMINISTRATIVE MACHINERY.



—Has anyone tried invisible Haiku?™ The originals or the copies?

—I'am slow as the world, I am very patient turning through my time.

—From one pattern to another in the world of work we find @rzels: both tempo-
rary and permanent, for the production and consumption of all possible forms.
—I'am not prejudiced. Everything that I see I immediately swallow exactly as
itis ...

Silence! Silence! Let’s make a )((((((Parenthesis))))))( and let’s be sensible,
objective, let’s turn to the infallible encyclopedia ... proposes Sefora Irene—
one of the neighbors who has been called to participate, chef and owner of
the Kitchen La 7orre. Let's see, pay attention:

Wikipedia: Reciprocity, in cultural anthropology, refers to the way of
defining people’s informal exchange of goods and labor.
hteps://en.wikipedia.org/wiki/Reciprocity

As the famous Cri-Cri song says, “u&s about to be severn” ... but this after-
noon there is a certain tolerance. So many “buts” in this conversation and so
much informality, work, and economy coinciding in this reciprocity thing!
La Sefiora Irene mentions out loud ...

—Economy, yes, BUT I'wouldn’t be so sure about informality comments Ter-
esita, the successor, in terms of gender to the Iron Lady, Margaret Thatcher.
It’s all a question of approaches ... If we see the glass half full, this private in-

12. [nvisible Haikus (2015-17) is the name of the co-participation initiative proposed by
the Argentine artist Eduardo Navarro in collaboration with Ian Pasaran, flavor specialist
and blind masseuse. Long interested in generating cognitive and sensory interaction and
exchanges with people who have different ways of perceiving the world, Navarro focuses
his attention on the learning processes of a group of blind members of the International
Committee for the Blind located in the neighborhood. The co-participation materialized in
a sculptural set of five boxes in which sculptures were deposited that the public could touch
with their hands but not observe. In addition to this, Eduardo and Ian conceived and pre-
pared five haikus with different flavored candies that were offered to the participants before
the tactile experience. Each box, invisible object, and candy corresponded to the following
notions: space, time, affect, light, and distance. A central aspect of the piece was that this
experience was equally open to blind and non-blind people and the inclusive character ge-
nerated a space for dialogue and sharing a common experience. The blind guiding the truly
blind, the seers who think we know everything because we can see it, the idea of normality
putin check. I bet one of those haiku had a light flavor of Kolobok, the temperature of M/
Slores chicken and inspiration from Basho in a state of intoxication: “Would you light the
fire? I'll show you a big snowball.”

stitution is perfectly and completely constituted according to the parameters
established by law in respect to non-profit civil associations. Pure and simple
formality. In short, it is an organization that subsists with resources that it
obtains from grants or support from the public administration as well as from
private donations originating in the market economy, the HORRENDOUS
HYPERCAPITALISM and the not less deplorable excessive accumulation of
goods and wealth by a few FORTUNATE responsible-gentile-oligarchs. So
I don’t see informality anywhere. Thus, although Sylvia yearns for horizon-
tality, this initiative operates under a labor structure that, even if it distances
itself from the traditional hierarchical organizational schema, each member
of the group has precise roles according to the requirements of the task they
are responsible for and this is what leads to the efficiency of the enterprise,
the anthill. Things occur as stipulated, the vegetable harvest takes place on
time, goals are met, no excuses are valid, the movies scheduled at the Salén
Huev@ arc projected as announced on Facebook, the tools of the Prestadu-
ria vecinal roar at first spark, workshops complete their cycles, publications
... are published! and spread throughout the neighborhood, in the sessions of
Amigos cenando a ciegas (Friends Dining on a Blind Date), the dishes and
drinks are served and shared on time, work is CARRIED OUT in the broad-
est sense of the term. Recycling, sustainability, and discipline shine in every
corner. There is no room for there ... it goes ... both tangible and intangible
transactions come and go, the voluntary RETRIBUTIONS are made con-
crete, fortnights are far from being promises to come. In short, we are faced
with an organization as efficient in its operational chain as anti-productivist.
Is it possible?

Now well, if we see the glass half empty, inSite/Casa Gallina is an INFOR-
MAL institution in the sense that it does completely fit into the pre-esta-
blished parameters of what we understand by: house of culture, production
center, sect of an ecological nature, alternative space, charity organization,
mysterious brotherhood, brothel, organic food restaurant, eighties Dianet-
icist group, cabinet of curiosities, PIRATE site MUSEUM, congregation of
just strangers, society of technology and sciences of religion, etc. No, it is
neither one thing nor the other ... It is simply something unknown in these
Aztec lands; a riddle and an oasis for anyone who has the will, the desire to
perceive it and to enter into it. This lack of division is and has been a funda-
mental element of the development of this platform-laboratory. The lack of a
defined form, of a sclerotic mission which prevents it from reacting quickly, of
a recognizable institutional category leads to, both for the inhabitants of the
neighborhood and for those who attend a specific event or who venture into



a process of co-participation—which can last up to three years—an unparal-
leled challenge, an active and unusual involvement, an empowered collective
experience whose results are not assured. These have been subject to the
traces of an on-going experience ... and in which the previously mentioned
informality is also located. This circumstance is something that, among oth-
er things, distances the interlocutors from their COMFORT ZONE both
in strictly professional, as well as affective and intellectual, terms. How far
should I go in? How much time should I dedicate to this project? How to
generate interest and complicity with those who co-participate in a given ini-
tiative? Where to start? Is it not better to intervene with conceptual subtlety
and run off to the next artistic-academic-social commitment? How will all
this time and effort [ am investing pay off in economic and emotional terms?
Are we talking here about public art, activist, engaged art? Who said that the
historic Santa Maria la Ribera needed a strange den of this sort? Why violate
or transform its uses and customs?

—All of this seems suspicious to me! Moon Jae-in interrupts.

—Itis. And that shouldn’t be understood as something negative, Dayra re-
sponds. The suspicion might be the bait that leads you to bite the hook, to
fall into a trap that, although it carries a strong risk, at least it will WAKE
YOU UP, like a good RAP does, it will save you from lethargy and suffocating
apathy. Returning to the topic of the comfort zone, we are forgetting about
the permanent team, those who work there on a daily basis, whose goal is to
start up the mill, activate synergies, consistently follow up on the different
processes happening simultaneously, camouflage themselves in moments of
haste, get away from the idols in time, show FACE, accept the possibility
of failure, disturb the lethargic guest, and continue adding new societies,
friendships, exchanges of knowledges. They are the ones with the most com-
plicated mission ... to be double lab rats. They have had to learn to breathe
deeply, very deeply without hyperventilating. I don’t know if I could work in
a space like that, where, in sum, there are no lavish openings, nor media visi-
bility, nor the delivery of important prizes to creative celebrities, nor guided
tours, nor glamorous events that coincide with biennials, fairs, robust inter-
national colloquia, launches of beautiful magazines or luxury watches ... nor
EXHIBITIONS. How boring! Why do all of this then?

—-Good question. I think that, undoubtedly, they have a screw loose ... com-
ments the rogue Mexican Oscar Wilde ... the project definitely has neither
head nor feet. Itis, as one of my poems says: amonosyllable princess. And I'll

end my intervention with another questioning lyrical BOMB: Are they spies
or are they airplanes?

—Bullshit, Salvador, pure humbug your words! Exclaims Leoni.
Monsieur Kropotkin returns to the ring to finally close this chaotic session...

—IfIremember correctly, someone mentioned, alittle while ago, the term arzel,
and I think it is appropriate to briefly correct ideas around these types of orga-
nizations since they can shine some light on the dilemma embodied by the dual
structure of inSite/Casa Gallina.

I'will continue with my egotism and become the central protagonist again:

“In Russia, the arzel grew naturally; it was a legacy from the Middle Ages
and while the officially constituted cooperative society would have had
to fight against a myriad of legal difficulties and against the suspicion of
the bureaucracy, the non-official cooperative form—the arze/—constitut-
ed the very essence of Russian peasant life.”

Inotherwords, anarze/ isavoluntary association of NEARBY people who come
together—temporarily or permanently—to carry out a collective work or action
that carries mutual, reciprocal benefits. Usually the most well-known and nece-
ssary trades for the community are practiced in these associations: carpentry,
masonry, shoe-making, lumberjacks, farmers, hunters, etc. Undoubtedly, the
inSite/Casa Gallina is a sophisticated sort of contemporary arze/ and socioeco-
nomic laboratory in which there is a wide variety of artistic, as well as scientific
and pedagogical, manifestations, but also those of a handcrafted nature, with
practical and general learning, in which the traditional and the newest trades
are intermingled. Its vast range of trainings (workshops, courses, support, and
tutoring) prove it. Not only in this particular program but also in the so-called
CO-PARTICIPATIONS, in which contemporary artists—after a work of in-
vestigation and recognition in the neighborhood—propose projects, group
experiences of knowledge creation with some local collective, association or
institution whose results, which in some cases are intangible, vary according
to the forms of collaboration. Let’s take a look at the rich and diverse set of
trades and professions or “states’ that have coincided in these co-participa-
tion projects:

13. Ibid., 324.



construction workers, ophthalmologists, weavers, glass-makers, beauti-
cians, digital animators, cooks, boxers, flavorists, choreographers, musi-
cians, different retailers, sign-makers, designers, costume designers, urban
planners, housewives, D]Js, students of all ages, administrators, geologists,
nephrologists, former soldiers, activists, curators, blacksmiths, restaurant
owners, environmentalists, children, architects, homeopaths, chefs, altru-
ists, programmers, clderly people, coffee growers, body builders, plumbers, so-
ciologists, those who are neither this nor that, visual artists, among many others.

It could not be more clear. The huge bet that this institution is making, starting
from an inoculation of the economic-commercial fabric of the neighborhood,
is definitive. Hence, from this friction with what symbolically and materially
constitute those daily tasks that model and regulate the breathing, the inSite/
(Casa Gallina shapes the personality and energy of the neighborhood fabric, in
order to determine, to some extent, the place thatit occupies in the whole of the
continent. The agility and effectiveness of its actions rest on the fact that, like
the artels before it, it mocks the bureaucracy, the public administration, and
the mere appearance of social responsibility or commitment that companies or
sponsors of private initiatives usually demand. Even if, as we saw earlier, it is
a civil association registered according to the law and its Martian criteria, this
organization dances to its own rhythm, it escapes the blockages of the system
and the vices of antiquated cooperatives, and, instead of complaining about
how difficult it is to keep such an initiative afloat, it PRODUCES, MAKES,
EXCHANGES, QUESTIONS, GENERATES, EXPERIMENTS. In its con-
tinuous action it reminds and obsessively insists to those who live in and make
up the neighborhood that:

IMPROVING YOUR LIFE DEPENDS ON YOU®

If we return briefly to reciprocity, it would be necessary to clarify that Casa
Gallina is at the expense of the neighborhood itself, it is the neighbors them-
selves who, to a large extent, have molded its development during these five
years of coexistence. Remember, the neighborhood is the raw material and

14. Another demonstration of this is the initiative titled Visual Identities for Neighbor-
hood Businesses. inSite/Casa Gallina initiated this program in 2015 and so far, more than
30 businesses have transformed their external appearance, their face to the neighborhood,
during those tedious hours during which businesses and the sound of the cash register stops.
15. Itis complicated to measure the consequences of this wise mantra, the positive reactions
thatit has generated in the neighborhood since the inSite/Casa Gallina initiated its inocula-
tions. However, there are concrete cases that attest to the effects of the mantra.

0

vice versa. The neighborhood is home and vice versa ... after five years of
work, self-recognition and symbolic, practical, and affective co-dependence.

“Criminal, too. It was a robbery. Put your mouth ... I'll give it back to you.”
The Edenic fungus? The kiss?'¢

—Although Leonardo, author of the work titled How to Care for the Common
Home (Como cuidar la casa comdin, 2015), has not opened his mouth even once
this evening, I dare to close my intervention with the following question raised
by the Brazilian theologian in an article recently published in the newspaper
L1 Pais: what cthics would be able to guide us, as humanity living in the
same common house? Until now, and excuse my lack of creativity, the only
response that I can envision is: MUTUAL AID, MUTUAL CARE, MUTUAL
ASSISTANCE, VOLUNTARY RADICAL RECIPROCITY.

Well, the last one closes the door ...

JUST ONE MOMENT, and ART, what is its role in all of this? Asks the curly
redhead Limon.

—Goodness, I don’t think we have time left to approach your question, Mau-
ricio but [ think that some points have been made in relation to your line of
questioning ... Karl comments. Perhaps, for this organization, ART is far from
being the base ingredient, the key to the recipe. In fact, itis clear that much of
its identity is rooted in the having DISSOCIATED itself from the art system’s
dynamics of production, exhibition, and legitimization. Although in the be-
ginning the conceptual, theoretical and practical framework is radically dif-
ferent between inSite and Casa Gallina, it is understandable that it has given
continuity to the inertia of producing pieces of contemporary art that respond
to a specific geographic and sociopolitical context. We should ask ourselves
.. for an organization like Casa Gallina ... is it necessary to produce artistic
objects that justify and/or materialize the experiences generated during the
co-participation processes? To me it seems that ... DEFINITELY not. Col-
laborating with artists, yes, of course, I am only speaking of freeing ourselves
from the fetish, from the piece in itself, whatever the format, technique, or
discipline that it takes ... and its later exhibition and commercialization in
art centers, galleries, fairs, biennials, or museums. Those institutions, those
forms of inhaling and exhaling are not what fit here. They aspire to and are
very different things that produce ...

16. Mark Twain, £/ diario de Addn y Fva, trans. Rafael Santervas (Madrid: Editorial Valde-
mar, 2011), 93.
17. Leonardo Boff, “El eclipse de la ética en la actualidad,” £7 Pais, September 28, 2018.



ADRENALINE ANTIPODES.®

—Mauricio, close that door already ... we can continue for a few minutes while
we walk down Sabino Street.

OK, but there is no door anymore ... I'll do a bit of mime ... I only wanted
to add that what you just mentioned reminded me of the title of a book that
brought together different writings by Joseph Beuys: 7/rough 1his, I No
Longer Belong to Art (1988).

And I was reminded of having read something in that compendium that is
fully linked to what this initiative wants to provoke:

“I'do not have to criticize. My only task, my only goal is to show, in a pos-
itive way, the monstrously unexplored possibilities that are found among
us and that, unfortunately, we very rarely use ... but that, undoubtedly, we
must use.™

This organization has shown that it is much more than a FRIENDLY-
INSTITUTION-HOUSE. It is a strange and dystopian thing, a tremendous
and joyous problem, a resilient oracle, a continuously gestating idea that,
without a doubt, encourages the ability to act, through CULTURE and from
the LOCAL, in a way that is more in keeping with the socioeconomic, envi-
ronmental, emotional, and political emergencies of our time. Fame can and
will have to wait ... to calm its uncontrollable dependency on polite applause.

18. In this regard, I consider it pertinent to mention a concrete example here. I am referring
to the presentation of the piece Soy Mandala (I Am Mandala) by the Brazilian artist Cadu in
the Jumex Museum in 2017. That work, arising from a long and emotional process of co-par-
ticipation (2014-16) between the artist and a group of elderly women, old friends, who, having
been meeting weekly to dance in the Santa Maria de la Ribera Casa de Cultura (local authori-
ty-run cultural center), materialized in a well-made museum-worthy video-installation. There
is nothing perverse about that. However, the adrenaline antipodes, the irreparable distance,
can be perceived in the following paragraph written by Osvaldo Sanchez, inSite/Casa Gallina
Project Director, along with Violeta Celis of this co-participation, in the brochure that accom-
panied the aforementioned event. “This presentation in the Jumex Museum I hope opens up a
useful suspicion around the urgency of re-enunciating the cultural practices that endorse our
dynamics of belonging, beyond representation and accumulation. In any case, Soy Mandala
is presented to us as the avatar of an exogamous practice. Perhaps therefore it will be another
paradox in the art scene today. And it is that the true piece Soy Mandala is somewhere else.
Mandala has been and gone.” Osvaldo Sanchez, Cadlu: Soy Mandala, exhibition catalogue,
Fundacion Jumex Arte Contemporaneo, Mexico City, 2017, 8.

19. Joseph Beuys, Par la présente, je nappartens plus a [art (Paris: Editorial L’Arche,
1988), 27.

Hopefully this run over SPECIES of a text adds another breath more ... to its
buoyant ecosystem. Long live the houses with hens!*°

COLOPHON

Eloisa has a fixed idea ... and, therefore, it stops her from advancing ... be-
yond the limits of the quadrant ...

..meanwhile, the broken play gives rise to any possible outcome and the mi-
cro-meteorite breathes deeply for the extinction of OFFICIAL-FORMAL
corruption.

Aimée now doubts the truth of the Kolobok, but she
rescues what she experienced in those days of insatiable searching in which
she swears to having heard, smelled, and almost, almost touched it ... tasted,
ideas are lost when we start to count them ..

we would have to crucify the cell phone,
procure solidarity attack
Acerotic-random-wind*
or, at least,

astronomical refinement.

Eloisaintuits that neither the heart nor the market stop beating if we sneeze ...
and that the visible form is the

IDEA itself ... better to explore other lighter moors ... let’s throw overboard

the weight, the original shit ...
And where are we heading now? Eloisa mutters.
Oh, dear!
¢ Why do you ask that at the end? Exclaims Aimée.
It’ll be through the natural economics, of selling without winning and buy-
ing without losing ...
impossible to miss it, the marvelous aircraft ... called ... the ECONOMY ...

is a curator and contemporary art writer, he has served as
the Head of Visual Arts at Casa del Lago, UNAM, since 2012. He resides and
works in Mexico City.

20. Aimée and FEloisa, two prosperous and generous hens, have lived in this form-less house
for some years. Their names coincide with those carried by the two presidents of the organiza-
tion’s board of directors. I take this opportunity to thank Josefa Ortega, curator and matriarch
of the Casa Gallina, for her invaluable and accurate support to corroborate and obtain this and
much of the other information related to the project. Dialogue with her has been fundamental
in the creation of this text.



Green Network: The Power of Seeds

Other Garden Initiatives, Their Neighborhood Implementation

KLearning experiences gained at inSite/Casa Gallina's Vegetable Garden have\
motivated some neighbors to establish their own spaces to grow produce. Par-
ticipants in different workshops and courses, from a diverse range of ages
and professions, have found that producing their own food has given them a
chance to reconnect with nature and also with what they consume. We visited
the gardens of Daniela Luna, Rafael Maya, Guadalupe Martinez and Luis de
la Barrera so they could tell us about their experiences of having a vegetable

Kgarden at home. (J.0) )

Daniela Luna

| help with my friend Gaby's garden, who lives here in the neighborhood on Laurel
Street; she has an enormous garden, her whole terrace, she even has a tiny green-
house.

| started with fruit boxes; | planted peas, chilies, tomatoes, strawberries, luffa,
among other things. | brought Mexican pepperleaf and manzano chilies from Casa
Gallina. Michelle, who | met at the Casa Gallina, gave me a tobacco plant as a gift.

For about a year I've been going to classes on Saturdays. For me it's sacred, | never
miss class. It's a safe place where | feel good and | really enjoy going, picking the
produce, and working in the garden. It's something that makes me really happy, and
| realize that doing it makes me much happier than if | were doing something else.

inSite/Casa Gallina has meant | have met people who are really important in my
life now, like Kate, Luly, ltzel, people who've become my friends. It has been diffe-
rent for me to relate to life in a new way, with people who | share interests with, and
with whom | started to collaborate.




Rafasl Maya

At first | wanted to plant vegetables: tomato, onion, cilantro, chili peppers; some-
thing that we deal with on a daily basis at home, some staple food items. That
was the first reason why | wanted a vegetable garden. When | learned that inSite/
Casa Gallina supported those projects, | came to you and participated as much as
| could.

We did the first project that involved planting vegetables in the patio. We planted
peas, carrots, cilantro, beans, radishes, lettuce, and other things. We harvested
those several times. The only thing that was not successful were the peas;
everything else was small, but it produced something. Afterward, | kept going to
classes and talks at Casa Gallina and | learned that a small product is better and
more nutritious than a large one.

Later | went to a course on herbalism that | really liked and also some talks about
homeopathy. That is when | changed my vision. Now I'd like to grow curative or
medicinal plants. The same way | learned how to make dyes and ointments, I'd like
to make some for my own consumption, for my family.

Guadalupe Martinez

What I've experienced has been highly gratifying as it's taught me things | didn't
know, things that took me outside of myself; | didn't get plants and now I'm very
happy with them. I took a course at Casa Gallina and then another one in which we
made the community vegetable garden with Armando Volterrani and that's what
you can see here, we haven't done that much, but we're working on it. Luis hasn't
participated at Casa Gallina, but he has here, in the garden.

We have green beans, lettuce, tomatoes, chilies, strawberries, radishes, and onions.
Yes, we have eaten some of it, but only a petit comité, that is, six green beans, four
strawberries, and some peas. What we have consumed a lot of, is lettuce. I've even
given some to my neighbors in the building, because they grow just like that, those
that you see right now we didn't even plant, some seeds must have been blown
here and the lettuce grew by itself. Look, all these little seeds were given to me by
my garden. | have all of this to clean. All of these jars, | went to buy them and | put
names on them, and these little jars all have their own history.

Luis de |a Barrera

Yes, | haven't participated within the group in Casa Gallina, but here | have been
supporting my wife, yes, | see she's very happy getting her hands dirty in the earth
and other things, things that | hadn't seen her do.

The flavor of the food is something else, it's different. Now my grandson says: ‘|
want a strawberry,” we cut it, we rinsed it, and he loved it, he says it tasted like
strawberry ice cream so it must be sweet. You eat so many things without even
knowing how they grow, how it was planted, or that it needed time, it had to go
through a process, and all of that is very comforting.
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Newsletters

The newsletters, usually quarterly, were the response to the executive requirement
to amplify the circulation of news of our activities and their results, and to register
this performance on the calendar of a more global community of colleagues and
professionals. More than anything, the newsletters allowed us to stay in the minds
of sponsors, foundations and support funds. They serve as the active presence of a
project that is purposefully distant from the scene of cultural legitimization and that
doubts the relevance of its own dissemination. (0.5
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New Territories:

A Wager without a Spectacle?

A conversation between Pablo Lafuente and Michagl Krichman and Carmen Cuenca,
Executive directors of inSite and of indite/Casa Gallina

P.L.: What was the motivation for inSite to un-
dertake a version with the form and dynamics
of inSite/Casa Gallina? Why the particular site/
context of Santa Maria la Ribera?

M.K.: The short answer to your question is that
| (together with the president of inSite, Eloisa
Haudenschild, and a small group of long-time in-
Site patrons) became interested in supporting Os-
valdo Sanchez's idea of locating the sixth version
of inSite in Mexico City.

The longer explanation involves Osvaldo’s con-
nection with inSite since early 1998 when he
became a member of the curatorial team for in-
Site2000. He then served as artistic director of
inSite_05. My initial discussions with Osvaldo be-
gan in late 2011, while he was still working as the
director of the Museo de Arte Moderno. The name
inSite/Casa Gallina started as almost a joke, long
before we found the house at 190 Sabino in San-
ta Marfa la Ribera. During the early stages, when
asked about the conceptual/curatorial framework
of the next version of inSite, Osvaldo would an-
swer that he needed time to think, read, get back
into the contemporary scene a bit, etc.—but that
he was certain the project would involve a house,
and that that house would have chickens. Be-
sides a house with chickens, | was interested in
what | understood as Osvaldo's notion of testing
the possibility of impact at the juncture of cultural
activity and daily life (la vida cotidiana). On some
level, this seemed to me a way for inSite to put its
money where its mouth had been in terms of hon-
est/meaningful engagement among artists and
publics. | was also very much in favor of reposi-
tioning inSite away from the various models of ex-
hibition and display that had become prevalent in
the contemporary art world—particularly biennials

that were opening almost weekly in some parts of
the world. Additionally, | had become somewhat
frustrated during inSite_0b by the lack of time we
had to pursue interesting questions presented by
completed artist commissions. The format that ul-
timately emerged for inSite/Casa Gallina allowed,
to a certain extent, for more of that sort of inquiry
and follow up.

In terms of the particular site/context of Santa
Maria, again | would refer to Osvaldo's vision of
the project. We were looking for houses in neigh-
borhoods close to the center of Mexico City that
had, for one reason or another, not been overtak-
en by the forces of gentrification. At one point,
we were looking in several neighborhoods, but
ultimately only in Santa Maria. We were hoping to
be close to the Kiosco Morisco and La Dalia, the
neighborhood'’s traditional market. Osvaldo also
had in mind platforms of activity that would involve
an urban garden, a kitchen, space for workshops,
and space for education, library, and archives.
Although it was something of a ruin when we
bought it, the house at 190 Sabino flowed almost
perfectly for the uses Osvaldo was thinking about.

C. C.: | approach this question from the perspec-
tive of a sort of outsider, as | was not really in-
volved in the early stages of inSite/Casa Gallina.
| continued working at the Tamayo Museum
through 2015, although | had a pretty good sense
of what was going on with inSite/Casa Gallina
through Michael and Osvaldo.

| do think it's important to point out several fac-
tors that caused inSite to be open to what might
be perceived as a radical shift. First, one of the
few consistent aspects of inSite is that it has, as
an organization, never assumed the requirement



or necessity to continue. So, the decision to un-
dertake a next inSite has always been based on
the notion that there is new territory to explore
inmoreinterestingand potentiallyimpactfulways.In
these terms, each version of inSite has necessi-
tated a fairly dramatic reinvention of the project
based on the lessons, easy and difficult, gleaned
from previous versions.

Second, on a more practical level, when we fin-
ished inSite_05 (really completed in 2007), the
public safety situation in Tijuana had deteriorated
substantially. You might remember that this was
the time of the Mexican federal government's ef-
forts to “get tough” on the drug cartels. The city
was virtually militarized, so the notion of embark-
ing on another version of inSite, inviting artists to
“wander” in the border region, seemed untenable

Additionally, | think there was some sense that
although the border had never explicitly been a
theme of inSite specifically, we were weary in our
association with it. In other words, a change of
venue, even if temporary, was not unwelcome by
many of us involved.

Finally, as inSite had always been based on close
relationships in Mexico City, | think there was a
sense that we had the ability to find the networks
and resources that artists would need to work. It
was not like relocating to a completely unfamiliar
place, which would indeed have been out of char-
acter for inSite.

P.L.: In relation to inSite's history, what changes
and continuities does inSite/Casa Gallina imply?
Were there particular challenges in making that
shift? Logistical, conceptual, financial?

M.K.: There were certain aspects of inSite/Casa
Gallina that | think we understood and predicted
would necessitate shifts in our organization, both
institutionally and conceptually. Most of these
shifts were welcome. On an administrative level,
where inSite had in the past operated through a
traditional 501 (c)(3) non-profit in the US, for in-
Site/Casa Gallina we would need to form a sec-
ond non-profit, or AC, in Mexico. At first, this may

have seemed to be a mundane distinction; but in
the end it meant double work and an overly com-
plicated structure of financial and other record
keeping. More significantly, unlike past versions,
where artists operated, and their works displayed
in locations across a wide geographic zone, the
physical center of inSite/Casa Gallina would be
the approximately sixteen blocks surrounding a
house in a working-class neighborhood of Mex-
ico City that would operate as a platform for
production—the center of a variety of programs
developed with and for the neighborhood—but
never as a site of display or exhibition. The shift
away from display and exhibition was not only
welcome, but was also the logical next step con-
sidering tendencies that had been apparent in
inSite2000 and inSite_05.

C.C.: At the same time, we had the expectation
that the process of commissioning artists that
inSite had developed over the years—allowing
artists relatively long periods of residency for
research and development of relationships with
the groups they choose to work with, privileging
process over production, etc.,, would remain con-
sistent. | think we imagined that these tenden-
cies would be strengthened by having a house
where artists would live in the neighborhood
where they were working. For several reasons,
| think this turned out to be only partially the
case: the amount of time that artists spent on
their projects for inSite/Casa Gallina was, as a
general matter, significantly less than for inSite
in 1997, 2000, or 2005. Additionally, more than
in our past, there was a greater number of art-
ists who came for initial residencies and did not
end up developing a work for inSite/Casa Galli-
na. This may be, in part, a symptom of the times
we live in—where the demands on artists to pro-
duce for fairs, exhibitions, etc.—has never been
greater. Another factor may be something of a
miscalculation on our part about artists’ willing-
ness to live for long periods of time as guests in
the neighborhood. Finally, the “rules of the game”
established by Osvaldo and us for artists working
in the project, may have simply been too narrow
for certain artists to work within.

M.K.: There were also some unintended conse-
quences of the shift to Mexico City and Santa
Marfa. inSite had, from its beginning, presented
itself as a binational, multilingual project. That al-
lowed us to work with a relatively diverse group
of artists, many for whom neither English nor
Spanish was a first language. When we began
working on inSite/Casa Gallina, the decision was
made to work, for the first year, only with artists
fluent in Spanish. This may have made sense in
terms of our attempt to “land softly” in the neigh-
borhood and gain the trust of our neighbors. In
the end, however, the first year stretched into
five and we never really attempted to work with
an artist not proficient in Spanish. Likewise, all
of our publications were intended for the neigh-
borhood, and thus only in Spanish. Unwittingly, |
think inSite/Casa Gallina ended up being per-
ceived as not particularly inviting to non-Spanish
speakers—from sponsors to our own staff based
outside of Mexico to certain artists that we oth-
erwise would have wanted to work with. At the
very least, there was no easy point of entry for
non-Spanish speakers. In retrospect, this was,
for me at least, an unfortunate result that we had
not openly considered when we began working
in 2012,

P.L.: How do you think the nearly seven years of
inSite/Casa Gallina have contributed to the nar-
rative of inSite? And how do you imagine this will
manifest in the future?

M.K.: For me, the legacy of inSite/Casa Gal-
lina within the narrative of inSite is the way in
which the platforms and programs were integrat-
ed and embraced in the neighborhood. Certain
strategies supporting the intersection with the

neighborhood, particularly the early mapping
projects and the publishing projects, will un-
doubtedly be incorporated into future versions
of inSite. Likewise, inSite/Casa Gallina will be
pivotal to the extent that it marked the end of
inSite employing an exhibition format—casting
itself instead as a site for production over display.

By the same token, inSite/Casa Gallina under-
scores the importance of tendencies that have
evolved through inSite over time. The most fun-
damental being that there is a direct relationship
between the amount of time that artists are sup-
ported to undertake research in the context of
residency and the likelihood that their work will
have lasting impact.

Finally, | would say that inSite/Casa Gallina has
underscored the importance of a strong relation-
ship between artists and experienced curators at
nearly every stage of project development. | think
that we need to look for mechanisms that better
foster those relationships as we consider the cu-
ratorial structure for future inSites.

C.C.: Several projects undertaken for inSite/
Casa Gallina enlisted participation of neighbors
who continued to be involved through other proj-
ects, or through the variety of programs devel-
oped at the house. As we begin thinking about
the next version of inSite, | am certain that ways
to promote long-term participation, over a num-
ber of artist projects or other programs, will be a
key question. This will be particularly challenging
assuming the base for the next inSite returns to
the Tijuana/San Diego—cities that do not have
densely populated neighborhoods and a region
that is physically fragmented.
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go on to develop their own learning trajectories, complementing them with
individual research and practice, workshops at other institutions, and specific
requests about the themes they want to address in further workshops at
Casa Gallina. The routes presented here correspond to Teresa Coronado, an
older adult, who already has a profession but takes advantage of her con-
nection to the house to advance her professional, personal and family objec-
tives: and to Jessica Gutiérrez, a young neighbor who is only just beginning
to define her vocation. (R()
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Teresa Coronado
neighbor and Reiki therapist
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Jessica Gutiérrez Leon
neighbor and student

“| started to really like things related to the raw
materials of all the organic products, from planting
seeds to being able to make creams and ointments

from them. Soaps, lip balms, deodorants, all with
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to cook, | still haven't learned much about
the kitchen; | already know a little about
planting, at least | could learn about how to
make carrot soup, and other types of things
as well.”
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Maria Berrios

When what you need is to make a hole in the wall, not to own a power drill*

When walking around Colonia Santa Maria la Ribera with either Sheba or
Rodrigo, even getting from one end of the block to the next can be avery slow
task. They have small interactions with almost everyone, a friendly exchange,
ranging from comments about a workshop or activity, local gossip or infor-
mation (people’s plans for Mother’s Day, when the roasted chicken kiosk
will reopen, when the next cooking course will be offered, how is so-and-so
doing) to many simply, of “hello.” Walking around with them involves the
normal interactions of neighbors who know and look out for one another.
But Sheba and Rodrigo are not historical locals of Santa Maria la Ribera, as
these interactions seem to indicate, but employees of inSite/Casa Gallina.
Sheba actually lives in the neighbourhood, but I had to ask Rodrigo what it
was like to go home to another area of the city every evening, where it seemed
to me it was impossible he could have the same close-knit social relations as
he has in this one. His shy but matter-of-fact retort was: “I live here, I only
sleep over there.”

1. In reference to inSite/Casa Gallina’s Prestaduria vecinal. Josefa Ortega, “Creaciones artis-
ticas y culturales en barrios: Experiencia de inSite/Casa Gallina,” (conference presentation
at Seminario sobre Arteducacion y territorio: Creaciones barriales, Museo de la Solidaridad
Salvador Allende, Santiago de Chile, September 6, 2018). | am indebted to Josefa’s own
self-reflexive view and assessment of the trajectory of the project, as to the many neighbors,
invited artists and staff that I was able to interview in Mexico early in 2018. I feel my own analy-
sis echoes the insights of these conversations and is admittedly tainted by my admiration for
what all those who have engaged with inSite/Casa Gallina have achieved together.



Upon arrival in Mexico City—where [ am admittedly only a tourist, although
I have visited and worked there several times during the last decade—when
I would tell friends and colleagues I was there to visit Casa Gallina, the res-
ponse was almost invariably: “Oh, the secres project”. inSite/Casa Gallina
seemed to be perceived within the Mexican art world as a site for some kind
of covert action. People were notably cautious to clarify their respect for the
engaged and careful work the project was developing, while at the same time a
timid critique of the project’s supposed exclusivity was somehow put forward.

One circulating rumour involved a prestigious contemporary art board of
powerful high-heeled art “sefioras” being denied entry when they showed up
unannounced at the door, and their bewilderment with the unusual affront of
not being allowed in. Nevertheless, in the long history of a highly extractivist
and socially exploitative art world, particularly in the realm of “participatory”
or “socially engaged” artworks, this seems to be a relatively minuscule exclu-
sion, especially for an art-funded project attempting to develop sustainable
relations with the local communities that make up the neighborhood.

In my own briefyet intense few days hanging out in and around the house, and
speaking to several neighbors, my impression of the many people—mainly wo-
men, children and the elderly—from the area who I saw come in and out of the
house had quite a different take. They would ring the bell with the confidence
of someone who is coming over to have tea with a neighborhood friend.

What I observed in Casa Gallina is a place for sustainable relations under
continuous reconstruction. I say this as an outsider. Which is not at all a ne-
gatively feltdetail in the case of inSite/Casa Gallina. The immediate conscious-
ness of being—at most—a bystander is, in my opinion, a notable achievement of
the project. Being a non-entitled visitor comes not from being mistreated or
excluded, but from the strong and immediately palpable sense that Casa Ga-
llina is a space of care first and foremost for the locals who use it; as a cultural
worker being there makes you aware that this is not a place that seeks to cater
to the art world, or to “cultivate” an art audience.

The fact that Casa Gallina is a continuation of the inSite programme that was
until 2005 known for working on public art projects taking place on the bor-
der between Mexico and the US by a number of artists, many of whom are now
well known, is a safety net that cannot be underestimated. It was precisely be-
cause Casa Gallina was born as an initiative of inSite, a prestigious art organi-
zation, and due to the recognised solid professional and curatorial trajectory of

the inSite/Casa Gallina team, that it was possible for the project to avoid the
usual need to pre-emptively adopt a position in the art scenario. They used this
power, that involved access to secure funding, to invert the usual process of
making a name for themselves. Instead, the initial impulse was used to inves-
tigate and carefully reflect on every movement they made, partially liberated
from the draining efforts of demonstrating their social “impact.” They were
also able to acknowledge that the balance usually goes in the opposite direc-
tion: it is not people who benefit from art, but most often, and pretty much
always when working with local communities, the other way around.

This allowed inSite/Casa Gallina to move forward, guided at every step of
the way by a basic principle: respect for the lived experience of the local in-
habitants in what became their new neighborhood. Despite the conflicts that
an initiative project like this inevitably raises, the project is far from a co-
vert operation channelling art funding to run a community center. Art (and
art-funding) has not been hijacked. On the contrary, inSite/Casa Gallinais a
project that addresses core, relevant, basic issues inherent to art.

Through its practices, inSite/Casa Gallina asks: Who is art for? What is the
purpose of art institutions? And more specifically: What does “public” mean
in relation to art? What can “participation” mean in the realm of art? In light
of the frequent abandonment of the notion of an art public to visitor statistics
or the efforts of captivating target audiences through specialized mediation
programmes, to rethink what the public realm of art can be, seems a worthy
task. inSite/Casa Gallina does this through action: they are not interested
in partaking in or contributing to a new thesis within the scholarly debate
around participatory art, but rather in learning and raising questions along
the way by doing things with care.

inSite/Casa Gallina addresses the fact that the worldly matter of art involves
people, the production of art consistently entails many more people than the
artist who ultimately signs a piece. And this is not only true for “participa-
tory” work, or work that engages with communities. inSite/Casa Gallina as
a project, through its diversified curatorial action, asks what kinds of social
relations people actually have with art, particularly people who are a part of
the process of art making but that are most often ultimately excluded from
the work when it becomes public. Since its inception inSite/Casa Gallina has
insisted on creating a safer space for sustainable relations in art. Throughout
its five years of existence it has slowly grown into a space of trust and mutual
respect within the neighborhood in which they chose to locate themselves,



always with the awareness of the fragility of their own situation as newcomers
or guests and the necessary care that everything they do requires.

Posing these issues was not part of the agenda of inSite/Casa Gallina—they
did not seek to position themselves as experts in participatory or socially en-
gaged art—but are in a sense an after-effect of their own cautious and careful
engagement and familiarization with the neighborhood and people living
there. In the process they secured what in an art context seems to be a rare as-
set: a strongly embedded sense of accountability in every step they have taken,
believing and investing in the open learning process of what they are doing.
inSite/Casa Gallina is an attempt to create a safer space for people and art. Not
what people can do for art, but what and how art can do things with and for
people in their everyday lives.

All those neighbors I met valued Casa Gallina as a space of encounter, not
with contemporary art, but with each other. The work being done consists
of providing shelter for relationships of trust and the sharing of existing
knowledges: grandparents learning from teenagers how to use their mobile
phones and social media; mothers learning from their children about what
herbs and fruits can be used at home; and children learning how to mend and
transform their clothing. There are many unexpected side effects coming out
of these exchanges: an elderly Photoshop expert helping his friends digitally
repair damaged old family pictures for reprinting; a pre-teen tailor creating
dinosaur patches to extend the life of favoured garments with a small roster
of neighborhood clients; hand-painted storefronts for local businesses.

Rather than claiming these achievements as their own, or in institutionally
channelling these exchanges, inSite/Casa Gallina does its best in letting
them loose, allowing them to be absorbed back into the social relations they
came out of. Many of those who have been meeting regularly in Casa Galli-
na don’t want to leave once the initial timespan of their collective activity is
over (be it knitting, working with plants, cooking or simply talking). But this
transference or sharing of skills is in a way an alibi, in several cases these ac-
tivities eventually reappear and continue in other parts of the neighborhood,
in people’s yards, living-rooms, community centers, or simply live on as new
friendships. What inSite/Casa Gallina takes care of is these encounters, the
sharing of experiences, and ultimately this is what those participating value
about the organisation: the mutual exposure of collective experience.
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inSite/Casa Gallina does not describe itself as a pedagogical project, but the
one thing that all that pass through and inhabit the house in one way or ano-
ther seem to acknowledge is that it is a space for learning from each other.
This is also the case for the artists, who, distinctly from the neighbors, are
very aware of their own position as guests in a space of care. The long-term
work they are invited to develop is also an educational realm in the sense that
immediately the terms of the co-participation (of neighbors) in the develop-
ment of artworks is closely followed by the curatorial team. They take care
of the entire process, even before the project for the actual artwork exists,
focusing on the terms of engagement with the local co-participants. They do
not see their work as facilitators and providers of participants for artists and
their work, but as caretakers of situations that can operate in a way similar
to those encounters already taking place in Casa Gallina —except for the fact
that the artist is a guest in the social space that is home to most other parti-
cipants. They are conscientious in the crafting of the co-participations, and
take part in the entire process, making sure there are appropriate non-mo-
netary retributions; this last being a respected constant at all the workshops
and activities that inSite/Casa Gallina organizes.

Although in some ways problematic, this could be seen through the lens of
precarious labor and carework, such a mode of exchange has assured that in
the production processes inSite/Casa Gallina is involved in, it never takes
on the role of a participatory art hiring agency. Although more than a closed
issue about what is sought and expected through monetary exchange, there
is an ongoing reflection and discussion on what kind of value is produced
in these relationships and what kinds of proportional retribution are con-
sidered proportionate by all parties. For each artist’s project, inSite/Casa
Gallina has been exhaustive in developing a process of continuous awareness
in issues of accountability in artistic practice, a rare asset in the mainstream
art world.

inSite/Casa Gallina has also made patent that, particularly in the case of wor-
king with local communities in art, visibility does not necessarily imply em-
powerment. They make a substantial effort to protect the participants from
the usual overexposure of the work being done and of the relationships under
construction, which is often deemed necessary for a successful dissemination
and building an audience. But what relevance does this have when the partici-
pants are the audience? When what you are trying to do is develop sustainable
relationships of trust, and safer spaces for exchange of experiences?



inSite/Casa Gallina has defended the need for social intimacy, although
again the possibility to defend the necessary fragility of human relations came
from the privileged position of secured funding. Yet they have used their
privilege wisely: despite the basic condition of relative intimacy for trust-buil-
ding, despite the evident impossibility of creating a relationship or having an
actual conversation while under the guise of live streaming, the necessity of
this kind of exposure is rarely questioned in the realm of art. inSite/Casa Ga-
llina has been able to create a space of care because of their fierce defence of
the power of the unmarked, questioning as feminists did long ago the failed
assumption that making things visible would give them agency.

inSite/Casa Gallina, through its actions, produces an unending stream of
questions; it dares to ask basic, and sometimes difficult, questions again:
Who does this visibility benefit? What does visibility actually mean in an art
context? Is exhibition-making a public realm in all social contexts? What
does press attention do to people? What does press attention do to art?
Where does public debate take place? What are the conditions for having
conversations? Where is public? What is public? Who is public and why? Is
an art board a public? What does secured funding entitle? Who is entitled to
what? Who should be taken care of within the social relations of art? Where
should care go first?

The eighteen blocks that inSite/Casa Gallina has focused on, the neighbor-
hood of Santa Maria la Ribera, boasts some much larger fish: there is a Geo-
logy Museum (Museum of the Institute of Geology of National Autonomous
University of Mexico), that is mostly visited by specialists, university students
and schoolchildren. After an initial reticence to working or collaborating with
any local organisations—in the beginning as newcomers they did not want
to be perceived as pursuing the agenda of whichever local institution they
allied with—they managed to craft a collaboration with the museum where

ecological issues such as extractivism have been addressed. Small-scale
exhibitions produced in collaboration with invited artists have been widely
visited by local families.

inSite/Casa Gallina has also worked with biologists living in the neighbor-
hood who made a botanical atlas of the neighborhood accompanied by a sma-
Il-scale signage intervention of the area’s trees. They have also made several
books, including one on the geological museum and another about the local
market, which proudly stand on the shelves of many local families. The privi-
lege of having the money to do these things is not everything, how that wealth
is put to use is what matters. Art is not about being allowed to visit beautiful
objects owned by a select few, or the supposed knowledge in how to value
these precious things.

inSite/Casa Gallina is not concerned with educating people in art, or in-
cluding more people in the elitist realm of contemporary art: everything the
project has done, including giving themselves the space to learn from their
mistakes, reveals how aims such as these are part of the problem. There is a
long way to go in developing less socially and culturally extractivist relations
within artistic practice and institutions; the doings of inSite/Casa Gallina,
and the leap forward that inSite has made with them, have posed a relevant
starting point. inSite/Casa Gallina conceives art as something that can be a
part of people’s everyday lives, its practice puts art forward as a critical tool
for the development of social relations. Its formula for building collective
experiences means inSite/Casa Gallina trusts people to do with their expe-
riences of art whatever they see fit.

is an independent curator, researcher, editor, and sociologist.
She resides and works in Copenhagen.



The First Gitt

Marild's Hen

a N

Dofia Marild Gonzélez has worked in Santa Marfa la Ribera for 15 years. She
studied fashion design and got her first job with a tailor whose business was
located on Carpio Street. Later, she opened her own business on Sabino
Street, near the corner with Diaz Mirén. Marilt is of Zapoteca descent and
from the state of Oaxaca, she is proud of her origins despite having lived in
Mexico City for such a long time. She supports her family economically and
emotionally and has also involved them in the sewing workshop. She has been
a friend and has collaborated with inSite/Casa Gallina since it opened in 2014,
Her business was one of the first to collaborate with the Synergies Platform,
as part of the project Visual Identities for Neighborhood Businesses. Her
storefront is decorated by an image of some flowers inspired by the textiles
from the Istmo de Tehuantepec region: it was created by the designer and
neighbor, Joze Daniel.

During the first year of inSite/Casa Gallina’s functioning, Marili gave us a gift
that she had commissioned to be made by her family, who are artisans from the
town of Tavehua in the in the Sierra Juérez of Oaxaca. This clay hen with
the name “Casa Gallina” engraved on it welcomes everyone from its place on
Kthe kitchen table. (V(.) j

“Casa Gallina has taught us to share and live together, that's the most
important thing; | think there's still a long way to go but it is a good start,

it is good that they teach things and that we can all learn from it. It isn't
necessary for other people to come and tell us how, but to take the initiative
to do it ourselves and support each other. That is why whenever | think of
Casa Gallina, I think about the clay hen, with its chicks, sheltering them, and
teaching us many things.

Casa Gallina right now has taught us ... at least it has taught me to continue
learning, that yes, we are all human beings and we need one another ...

| said to my aunt: ‘Casa Gallina is a very pretty place, with lots of plants,
with a garden and chickens and beautiful people who teach many things.’
One never stops learning; the lessons, the teaching, and the affection that
you all contribute to everything stays with me ..."

Marili Gonzélez, neighbor and fashion designer



While We're Here ...

Team Acknowledgments

An initiative such as the one brought to life at the house couldn’t have gotten off
of the ground, and would also lack any future, if we hadn't had the continued su-
pport of so many people with a huge range of life priorities and daily tasks over the
entire long process of its gestation and implementation. It is impossible to achieve
a project of this type without a solid network of collaborations, which are also fun-
damental within the neighborhood. Additionally, only with such a heterogeneous
commitment of solidarity is it possible to attempt to break with the inertia of such
damaged social circumstances.

The team wishes to thank and record this wonderful coming together by listing all
willful souls who, right from the start, made possible every single one of the actions
and activities that constitute this book:

First, to our Strategic Founders: Aimée Labarrére and Roberto Servitje, to the
Haudenschild Garage Foundation and Eloisa and Chris Haudenschild, to the Lee
Foundation, and the Panta Rhea Foundation and Hans Schépflin. As well as to
those who we consider to be Strategic Partners in the consolidation of this proj-ect:
C-Cubica, Fundacién Buenaventura and Rosella Fimbres, Fundacion BBVA Ban-
comer, Fundacién Jumex, Glover Foundation, Jewish Community Foundation San
Diego, International Community Foundation (San Diego), Garna Miller, Magda
Carranza, Catherine Petitgas, David Guss and Suzanne Lodl, Renée Comeau and
Terry Gulden, and the Secretary of Culture.

Thanks to Eloisa Haudenschild, a pioneering patron of inSite, for continuing to
back a project so far away from San Diego and the spotlight. To Aimée Labarrere,
without whose involvement and generous contribution, it would have been difficult for
inSite/Casa Gallina to take place here. To Hans Schépflin, philanthropist, for giving
this effort a solid balance and tangible impact. To Gabriela Correa, the north star in
the birth of this project. To Emilio, Marco, and Andrea from C-Cubica; and to Rodrigo
and Carlos from Studio Roca, for making the foundation of this space so special.

To Tonatiuh Martinez, gardener extraordinaire, for the oasis that accompanies us. To
Gabriela Veldsquez, for her loyalty from Fundacién BBVA. To Julieta Gonzélez and
Ana Cristina Flores, for their alliance from the Fundacién Jumex. To Gabriela Rangel,
Ramiro Martinez, Gilbert Vicario and Lucia Sanroman, generous colleagues. To Magda
Carranza for her commitment in the garden and her corn muffins. To the long list
of inSiters for their sustained interest over the years. Thanks to Catherine Petitgas,
Eloisa Haudenschild, Garna Muller, Rosella Fimbres, David Guss /Suzanne Lodl, and
Renée Comeau/ Terry Gulden for their additional support for the neighborhood pu-
blications that were created. To George Yudice, pioneer in promoting this adventure.
To Luis Miguel Leon, always on the team. To Elena Reygadas, Ricardo Salas, Miguel

lwadare, Ana Elena Mallet, Luis Vargas, Jorge Lestrade, Emmanuel Picault, Oscar
Hagerman, Marta Turok, Carmen Tostado, Paul Ramirez-Jonas, José Luis Martinez,
Miguel Zavala, Paulina Lemus, Enrique Ortiz, Gabriel de la Mora, Claudia Zaldivar,
José Ignacio Roca, Emiliano Garcia, Inbal Miller, Gerardo Suter, Victor Palacios,
Armando Rocha, Mauricio Maillé, Enrique Olvera, Hilda Trujillo, Luis Pérez-Oramas,
Haydeé Rovirosa, Miquel Adria, Deborah Holtz, Alfredo Bazua, Diana Cohn, Moisés
Rosas, Aileen Sanchez, Lula Martin del Campo, Magali Lara, MariCarmen Ramirez,
Santiago Ferndndez de Caleya, Martin Gonzélez, Rafiki Sanchez, Ivan Icra, Mark
Oemcke, Andrés Vargas, Claudia Caballero, Ricardo Nicolayevsky, Gerardo Estrada,
Ivan Mayorquin, Rafael Mier, Gustavo Pérez Monzén; all of whom were sensitive to
the project and showed solidarity. To many who participated with enthusiasm and
professional generosity in the production of the resulting artistic pieces and their
process; especially Félix Blume, Marta Uc, Katri Walker and Demidn Lara. To the sup-
portive juggling practiced by the Chamber of Deputies, which is always so definitive.
To Fonca, the Instituto Goethe, Construlita, Helvex, Déjate querer, Lagos del mundo
and Rayito de Sol; for providing specific support. Also thanks to many who perhaps
with their opinion or their management intervened in a way that helped the flow of
supports but whose names we do not know.

To the allies in the neighborhood, who believe in us and who we continue learning
from, and who, in the day-to-day, allowed us to be part of this tenacious niche:
Julio Caballero, Luis Espinosa, Isabel Ponce, Lucero Morelos, Paola Flores, Sil-
vere Jarrot, Isabel Mufoz, Gibran Ramirez, Javier Chapado, Experimenta Distrito/
Medialab Prado, Lourdes Cruz, Ivan Pérez, Jorge Baca, Ménica Rébago, Abraham
Bello, Guadalupe Horta. Also to those community initiatives and organizations that
have been close collaborators, such as Estanquillo EI 32, Yolia Nifias de la Calle
A.C, the Geology Museum, La Dalia Market, Libreria Clandestina/Libros contra la
violencia; all of our most sincere gratitude.

Our thanks to Maria Berrios, Nina Montmann, Joshua Decter, Victor Palacios and Je-
sus Carrillo, for the patent empathy in writing about the project. To Lucy Steeds for her
time and interest. To Pilar Villela, Liz Mason-Deese, Nicholas Grindell, Cecilia Pavén,
Brenda Caro and Neil Pyatt, for their dedication to this publication. Enormous thanks
go to Julie Dunn (a stalwart member of the inSite team since 1992) and Margarita
Gonzélez for their patient and painstaking collaboration on English translations and
English copy editing of the inSite/Casa Gallina website and newsletters. Once again
and from the heart, thanks to Luis Miguel Leon, for his constant generosity, as well
as for the great care he has taken in the printing and design of the present edition.
And finally, to Pablo Lafuente for shining all of his light onto this book. We also thank
Aimée Labarrére and Eloisa Haudenschild for the additional funds attributed to this
publication.

And finally, enormous respect must be paid to those whose love facilitated the
team’s dedication of so many hours and who fueled the energy required and spent.
To colleagues, friends, and close neighbors that have been our persistent, happy
and humble accomplices for this whole period. To all the artists who accompanied
us on the journey and gave so much of themselves; solely for the challenge of be-
ing able to visualize collectively, for learning based on affect, for helping to change
something while we're here ... (inSite/Casa Gallina Team)



Food and Resilence

Open Kitchen Workshops

(The educational programming of inSite/Casa Gallina’s kitchen is focused on\
getting to know the importance that family decisions about food have on a
global level in ecological, social, and political terms, as well as to rethink food
habits and value the social rituals of food. The workshops are always led by
chefs and cooks, who teach how to prepare economical and nutritious recipes
corresponding to the season and local production. During the sessions, the
integration that occurs when the neighbors cook together enables an open
space for valuing the importance that conscious consumption decisions have
in regard to caring for the environment, defending the Earth, and protecting
human rights. The cooking classes are enhanced by the presence of specia-
lists in nutrition, ecology, and agriculture. Below, neighbors Dalila Martinez,
Emma Zdfiiga and Zaida Gémez comment on how they have implemented
some recipes that they learned in Casa Gallina’s kitchen in their everyday

Klives. (RS) Y,

Dalila Martinez

, took the Workshop on Cooking and Conscious
Consumption for Young People, specifically designed for students of the Centro
Cultural and Capacitacién Integral (Cultural and Integrated Training Center). The
dish that Dalila chose does not have a recipe, it emerges from the creative combi-
nation of ingredients.

"I'm trying to have a healthier diet and the cooking workshop helped me a lot.
Especially the class on raw vegan food; it is easy to prepare, very tasty, and eco-
nomical. | learned how to make toasted tortillas topped with vegetables; | prepare
them when | have a party or when I'm watching soccer, because it's so delicious. It
has a fresh taste that is perfect to have as a snack and honestly my family loves it."

Toasted tortillas topped with vegetables

Ingredients: 3 carrots = 1 jicama = 1 beet = 1 cucumber = olive oil = spices and salt
to taste

Preparation: Cut the carrots, the jicama, the beet, and the cucumber into julienne
strips. Mix everything in a bowl. Add the spices and olive oil, making sure the vege-
tables don't go soggy. Serve on top of baked tortillas.




Emma Zfiga

She took the Pasta Work-
shop where she learned the recipe for vegetable tagliatelle.

“Two pasta recipes that | learned at chef Zahi Téllez's workshop have worked for
me: one for spaghetti al pomodoro and one for vegetable tagliatelle. They are reci-
pes that, besides not being complicated, are very tasty and different from how pas-
ta is prepared in Mexico—which tends to be overcooked and with a lot of cream. |
have prepared them at my business and for some family parties and people have
liked them a lot."

Vegetable Tagliatelle

Ingredients: = 800g flour = 200g semolina = 6 eggs = 150g chopped carrot
= 150g chopped pumpkin = 100g chopped onion = 2 cloves of garlic
= 150g chopped tomato = olive oil to taste = mint to taste = salt and pepper

Preparation: Mix the flour with the semolina and make a volcano shape. Add the
beaten eggs to the volcano's spout and knead to form an elastic pasta. Leave it to
rest and it is ready to cut. Sauté the garlic and onion in the olive oil, add the carrot
and cook until the onion becomes transparent. Later add the pumpkin and tomato
and season it with salt and pepper. Cook the pasta and sauté in a little bit of butter
and add the vegetables, sprinkle with Parmesan cheese.

[ayda Gomez

took the Creative Cooking with Unused Vegetables
Workshop, where she learned the recipes for mushroom broth and sherbet with
a ripe banana base.

“For my birthday, | prepared vegetarian pozole with mushrooms, based on the
mushroom broth that | learned at the Creative Cooking Workshop. The dinner
was devoured by everyone and received many positive comments. For dessert, |
served banana ice cream that | also learned at the workshop. This recipe is surpris-
ing because all you have to do is freeze the fruit, mash it and enjoy. Eating deliciously
and healthily is not something for the future or for one-off extravagances, but a
matter of good taste.”

Mushroom Broth

Ingredients: = 7 dry chilies of your preference = 4 tomatoes = 1 onion

= 2 heads of garlic = b bay leaves = V4 teaspoon of thyme = 1 tablespoon of
oregano * /2 tea spoon of pepper = V4 teaspoon of ground cumin = 3 tablespoons
of vinegar = 3 tablespoons of sea salt = 2 sticks of celery = Y2 K of mushrooms

= 1 epazote leave

Preparation: Sauté the garlic, onion, celery, tomato, and chilies in a pan for about
five minutes. Blend with a pinch of sea salt. Cut the stems off of the mushrooms and
cook them in a pan with hot oil without stirring and trying to leave space between
each one. Add the liquefied mixture and pour into a pot with the mushrooms and the
epazote. Taste and add salt and pepper if necessary.




Network Imaginaries: Neighborhood
Affects and the Palitics ot Locality

A conversation between Pablo Lafuente and Josefa Ortega, curator and general
coordinator; and Osvaldo Sdnchez, director of the inSite/Casa Gallina project

P.L.: How would you characterize the internal op-
erating dynamics of the Casa Gallina space, in
terms of the organization and the dynamics of the
divisions of labor?

J.O.: In 2012, Osvaldo Sanchez invited me to
think about this new project with him, it was
my job to accompany him during the research
and conception of what would become inSite/
Casa Gallina. The idea of building a project in a
neighborhood community in Mexico City—whose
practice would question the current models of
sociability and exchange, and in which art is
understood as enabling collective transforma-
tions—was very exciting.

0O.S.: We consciously conceived of this version
of Casa Gallina as a (self-)critical reversal of the
curatorial and patronage models predominant
today in context and socially engaged practices,
in whose institutionalized inertia the previous ef-
fort of inSite_05 was also encompassed. It was
from this intention to dissent that this project
was brought together under the pioneering tra-
dition of inSite.

In 2013, with the project already in hand, the
directives and sponsors very generously sup-
ported the curatorial profile, the same one that
challenged the successful 2005 model, but then
also rejected the desires of global positioning
and authorial gratification of that previous exer-
cise. Even before we decided to start the project
in Santa Marfa la Ribera, both Josefa Ortega and
| realized that the biggest challenge for this new

version was political in nature. Not only because
of the crude community framework in which it
sought to root itself, but also for the conservative,
and even hegemonic, social environment in which
the majority of artistic initiatives and their diverse
actors cynically collaborate, another indicator of a
country-planet in ruins.

PL.: Why did you choose this organizational
model?

J.0.: Since the first conversations it was clear that
if we continued with the inertia that dominates
artistic practices, the contradictions would end up
destroying the project from within. Therefore, it
was considered essential that the house, the use
of the spaces, the dynamics of the team, the re-
lationship with the local community, and the defi-
nition of the programs be conceived as malleable
flows, to be constantly questioned and redefined
according to progress and the relationship with
neighborhood communities.

O.S.: It required a consistent dynamic, sub-
merged within the neighborhood, but once it got
underway we saw that it was not so readily ac-
cepted, neither by the executives nor by some of
the sponsors and artists nor by many colleagues
from the art scene who rejected the project's
entrenchment in the neighborhood. It doesn't
seem obvious that the search for “social recogni-
tion"—constrained by the idea of fame or remu-
neration—has a well accepted and euphemistic
field in the scenarios of “social commitment”; one
that allows them to become media-worthy in a



way that is administered unscrupulously from
within the global art market. How can one make
sure that this initial will to immerse oneself in a
“hard reality” is not overcome or reversed by the
participating individuals’ anxiety for “social” rec-
ognition? How can one implement an honorable
commitment without replicating the fictions of
social goodness of a largely morose intellectu-
ality, that is politically adrift, but also eager for
belonging?

J.O.: The everyday was one of the project’s es-
sential elements: the kitchen and garden as
spheres where daily practices allowed for the
construction of spaces of resistance and affec-
tive connections. The everyday in relation to the
local is what enables the space of the house to
instigate encounters and exchanges between
diverse communities that share a territory, and
therefore are able to deepen this fabric beyond
what occurs inside Casa Gallina.

The programs are put together through contin-
uous development rooted in the reality of the
local context, without preexisting conceptions.
We avoided having an initial curatorial statement,
wanting for the practices and situations in the
house to be what defined the project, based on
what was done and not on what was said.

0.S.: We distrusted much of the “revolutionary
mimicry” usually displayed by a lot of “social-
ly committed” art. And how that outsourcing of
the social by art has turned it into a museified
representation of an expectation of change,
emptied of its transformative potential. A sort of
parodic staging within everyday conflict, without
collective energy or personal rootedness in the
risks or the socio-political convulsions of what is
being referenced. Of course, that outsourcing of
the social serves to “energize” that expectation

of transgression that a lot of artistic works or
curatorial intentions embody as a simulacrum.
A self-promoting, politically correct banner, in
these “creative” times. As a team, that was our
greatest concern.

How could we initiate another chapter of inSite
(with its global artistic halo) without faking a real
anchoring in a neighborhood and guaranteeing
that this rootedness would not turn into a cultural
gentrification of the area? How could we tear it
away from the spectacular of the contemporary
scene and the statements of “otherness,” with-
out being content with aesthetically enlivening a
vulnerable environment or cloning, in museums,
the story of a social friction that surpasses us
and that perhaps we would never completely be-
long to? How were we going to be sure that what
was achieved by the neighborhood and the team
would take off and continue growing as a living
social platform, even beyond its original brand, its
imposed temporality, and the executives’ expec-
tations for “their” finished product? How could
we make the patrons also change their vision of
commitment in this process, accepting that the
project might not support their potential benefit
as collectors or visionaries who are also inter-
ested in fame and networking in the global art
scene? How were we going to fit into grant and
public support funds aimed at “contemporary art’
or in the turbid marketing policies that overlap
with the reductionist label of a “social interest”
business that is common in Mexico?

Of course, the project and the team soon start-
ed to feel the resistance and discomfort of those
who expected a curatorial effort that measured
up to their pretension; that we would produce an
event with a global impact, with resulting “mas-
terpieces” that they could legitimize or collect, rub-
bing elbows with a good number of international

artists with budding fame: something concrete to
strut on the art scene, and that would also give
them some stature within the field.

J.O.: Little by little, the project was articulated
with very clear objectives, one of the first of
which was: building shared situations in the pub-
lic domain, where art and its tools could trigger
meaningful experiences among artists, other
agents and local energies in a framework of col-
laboration. Thus, the importance is based on the
process, the contact, the exchange, and not the
result. So that inSite/Casa Gallina functioned as
a platform for artistic production, distanced from
the exhibition and the spectacle. This was one of
the fundamental reasons for maintaining a strat-
egy of communication focused on the neighbor-
hood, evading media presence and the spotlight
that could provoke a straining and exploitation of
the relationship with the neighbors.

P.L.: What were the objectives or intentions of
these dynamics?

0.S.: We were clear that as a team we should
impose restrictions on ourselves and our part in
the operation, and that our own routines should
themselves work toward developing certain rules
for how we related to the project and its partic-
ipants. Rules and restrictions, of a nature quite
uncommon in cultural projects and institutions,
that should collapse (or attempt to collapse)
those relational dynamics that replicate the ma-
chinery of capital in the orders of everyday vital
effort, not only in work. And the programs should
also have to aim for this.

They forced us to demystify or minimize the cul-
tural weight of much of the inertia that was pres-
ent even in contextual practices: productivism
in the programming; the public dimension as a

spectacle; the artistic community as its own and
joyful recipient of this practice; the self-promo-
tional energy; multitudinous consumption; le-
gitimizing elitism; consecrating authorship; the
primacy of academic knowledge; the anxiety for
high quality display that mummifies the result;
prejudices against collective pedagogical plat-
forms; the quantified anonymity of those who
participate; the a priori control of the group ex-
perience; the always capitalizable Grand Finale ..

J.0.: The forms of work and internal relation-
ships would mark the energy of the team and
the house. For the project, it was important that
they correspond to how the essential elements
of the project were proposed. One strategy that
Osvaldo Sanchez was clear about from the be-
ginning was having weekly group meals with the
team, moments of togetherness and exchange
that went beyond the workplace, the organizing
of which would take place organically, avoiding
pre-established hierarchies. The meals turned
into very important moments of sociability, where
more, in my case, than learning something about
delicious cooking and eating, we've learned to
develop more profound affective relationships
among ourselves and therefore work in an envi-
ronment of trust, respect, and care.

O0.S.: We decided there would be no publicity,
not even in the format of news, press releases,
interviews or announcements. inSite/Casa Gal-
lina should ignore the art scene, its actors and
prominent spokespersons. Reject it not only as
the project’s “audience” but also as the tacit le-
gitimizing voice of what we were trying to do. The
perimeter of our dialogue was the neighborhood
itself and we would respect that perimeter as
the safeguarded framework of our own intimacy
and the only feedback of our professional verifi-
cation. There would be no moment of exhibition,



no curated group visits, no social events for the
art community, no shows of collective congratu-
lation and no microphone for the directors. All the
programs and their possible continuity or variation
would depend on the group interest of the neigh-
bors and their evaluations.

Each program would emerge from the very pro-
cess of immersion in the neighborhood and from
the local voices slowly being inserted in the proj-
ect'sdevelopment.lttook us more than ayear. And
it was not easy for anyone, not for the team,
not for the patrons, not for the rest of the as-
sociated professionals (artists included). There
were rules—mostly related to personal secre-
tion about these alliances—but we did not lay
out themes or models of practice. We were clear
that there would not be a pre-determined list of
invited individuals, nor a closed program, nor a
fixed calendar, nor fixed procedures for weaving
together a dialogue. We would avoid the hap-
py cynicism of doing “committed” projects that
coalesce aesthetically and socially in a week;
and the avalanches of activity, in terms of audi-
ence and publicity, that effectively rule out the
certainty of a transcendent individual experience
or a personal exchange between each and ev-
ery one of the participants. No process or group
in any platform would exceed twenty people. We
would prefer five to fifty. At inSite/Casa Gallina,
a project could be put together, developed, and
happen over one year or over three years, or
also not prosper and not happen at all. For the
directors, with a strong fixation on the program-
ming and budget, the latter sometimes turned
into drama. But we knew that the type of com-
mitment that we aspired to would go through an
emotional entanglement, through the complex
requirements of an ethics of care, and that this
is the proto-political framework sine qua non of
any collective intention for change. For the art-

ists, especially, this model was very demanding.
None of the previous inSite projects in Tijua-
na-San Diego ever had a visiting artist for more
than four months. The introductory stays and
discussion of the project lasted from one week
to ten days and the production stays—even in
the most complicated projects—never lasted
for more than two and a half months. For the
co-participation processes at inSite/Casa Gal-
lina, thanks to their temporal demand, many
artists could reconnect with a bare necessity of
personal truth and emotional focus on shared
processes—of communication, of learning, and
delivery—processes that the contemporary
practice of accelerated studio production sim-
plifies, economizes and otherwise avoids.

P.L.: Were there changes in your approach
from the beginning of the project until today?
What were they, and why? What were the re-
sults?

J.0.: The specific programming profiles were
shaped in accordance with the search fields that
motivated the project and always in relationship
to the everyday energies of the communities in
Santa Marfa la Ribera. To do so, tools were con-
tinuously designed and applied that enabled
constant feedback about the experiences in
the house. Consequently, it is the context and
its specificity that gives shape to the programs.
This has been one of the most important les-
sons, since the local communities’ constant cri-
tique has encouraged the development of fluid
practices under permanent construction that
enunciate resolved problems through dialogue
between team members immersed in the dy-
namics of collaboration and collective work.

P.L.: Do you think you can speak about a spe-
cific work ethic in this case? Of a politics?

O0.S.: The name Casa Gallina—as the physical
space of the work process and the environ-
ment of learning and collaboration-and as a
house, tacitly predetermined a scale of action,
but, above all, it enlisted a field of associations
that we tried not to disappoint: niche, host-
ing, refuge, oasis, leisure, intimacy, resilience,
receptacle .. that prefigured certain difficult,
much discussed decisions, also related to the
finishing touches of the renovation, the setting
up of the spaces, and even the furniture se-
lection. It very soon became clear that one of
the main tasks of the, supposedly “curatorial,”
process would be to produce its own politics of
care, within the project and, at the same time,
based in the neighborhood. Of course some
initial enthusiasts did not want to understand
that requirement. This “curating” was not re-
ferring to taking care of how certain aesthetic
values were displayed to the locality, or how
to improve the neighbors’ access to a result-
ing discourse/experience; but literally, we
were caring for the human relationships that
we sought to generate, complicate, and then
make transparent as the development material
for each local process. It required a politics of
care within the team itself, a “work ethic” that
was not exactly that of work, in these times of
neoliberal competitiveness.

J.0.: The artistic projects had the same princi-
ple, to not start from pre-established ideas, to
encourage a real process of co-participation,
where the exchange with a group and the
sharing of a meaningful experience would give
shape to the work. The processes were com-
plex and demanding for the artists, who in a very
generous way became involved in the dynamics

of interaction, which, in turn, were sustained over
long periods of time, none of which lasted less than
eight months and some lasted almost three years.
The artists who lived in the city invested at least
one afternoon a week throughout the process to
build a truly meaningful experience, shared with
their co-participants. Those who lived outside the
city, whether foreigners or from another city in
the country, traveled to Mexico City for long stays,
sometimes for months at a time. The curatorial
accompaniment, carried out by Violeta Celis or by
myself, allowed us to verify how the artists not only
dedicated time, energy, affect, and truth, but also
how they were open to being permeated by the en-
ergies of others and generated profound affective
relationships with their co-participants.

O.S.: Certain structural decisions were important
as a starting point: the decision to have a totally
horizontal labor dynamic that would involve each
individual in the house; collective participation in
designing programs and producing narratives; the
spontaneous decisions and support of mutual aid
by activity or deciding the hours of rest in retribu-
tion for overtime; as well as the custom of eating as
a team or the conscientious group celebrations ...
very quickly generated very particular conditions
of collaboration and trust. Many other dynamics
of fortuitous association and empathy were tacitly
integrated as a politically “productive” model for the
management of all the programs. Definitively, the
bonds created by each member of the team in
the neighborhood would not have been the same if
this discipline of closeness, attention, and generos-
ity within Casa Gallina were not the best evidence
of an ethics practiced by everyone for their project
over these five years. Internally, this long process
has led to a development that is also personal: an
internalized vision about how this experience of the
team and the neighborhood has changed all of us.



Local Knowledges:
Defending the Environment

Summer Courses for Public School Students

Based on the first experience of working with school groups, an interest in lear-
ning and practice was detected in elementary school level children that could be ad-
dressed in a more intensive series of encounters and workshops. Thus the program
of summer courses for public elementary schoolchildren in Santa Maria la Ribera was
developed, each of which lasted one week for each of the three age ranges covered (6
t0 8, 8 to 10, and 10 to 12). An additional fourth week, where children of mixed ages
within that same general range of 6 to 12 years old could attend, was also organized.
The three courses that have taken place have had different themes and exercises but
coincide in their attempt to offer a space of direct experimentation with materials,
as well as provoking consideration of the environmental effect of various everyday
behaviors: from caring for a plant to going to the market, to using a cell phone. (RC)

Getting to Know the Garden

= Sixty children between the ages of 4 and 12 attended to learn about cultivating the
earth.

* Mauricio Badillo and Ketzali Arreola were in charge of designing and implemen-
ting the program, with support from neighbors Miriam Mora and Alina Hernandez.

* One of the most important activities was the discovery of vermicompost and the
equilibrium that animal species bring to plant life in the garden.

= With seeds, leaves, and flowers gathered in the garden, the children created
biocities, in which nature would coexist more harmoniously with urban structures

* The children kept a diary of their activities in the classroom and the garden.




The Land, the Vendor, and the Table

= Seventy-five children from the ages of 5 to 12 learned about the relationship be-
tween the countryside and food, and the role that traditional markets play in that
exchange. The program and activities were created by José Camargo and Annette
Rivera, assisted by neighbor Oscar Nagore.

* The children tried flowers, sprouts, ginger, and other plant elements that were
unknown to them.

* The daily sessions were based on the book Za Dalia. Un mercado con tradicion
en Santa Maria la Ribera (La Dalia: A Market with Tradition in Santa Maria la
Ribera).

* Every Thursday, the group carried out a barter activity with business owners from
La Dalia market, in which the children had the chance to converse with market
workers and learn about their professions and their products’ origins.

* As aform of giving back, the children and adults decided to make one of the course’s
recipes: marmalade with seasonal fruit and then gave their preserve to a community
soup kitchen in the neighborhood.

Blue Planet: Exploring the House that We Share

= Sixty-four children from the age of 6 to 12 attended in order to learn about the
environment, minerals, energy, and contamination in a program that emphasized
experiments and play. José Camargo designed the program and the activities, he
was supported by Annette Rivera and Angelina Martinez.

= The children made a cloud in a bottle, observed the difference between solar ener-
gy and the energy derived from burning fossil fuels, and made soap in shapes similar
to some minerals.

* The daily sessions were supported by short readings from the book Geologia para
terricolas (Geology for Earthlings).

i

* On Thursdays, the groups were accompanied by some volunteer parents and they
would explore the rooms of the Geology Museum, a space where they reflected on
minerals and the impact of mining on our country.

* As a form of giving back, a group of children attended and helped harvest Casa
Gallina’s vegetable garden. They later delivered the plants and products to their
neighbors with whom they spoke about the minerals and nutrients present in each
of the donated plants.
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Paths as a Work of Art

Co-participation, Artistic Processes as Alternative Models of Sociality

It is during the collaborations when artistic-curatorial practice faces a more radical
challenge within the neighborhood environment and the inSite/Casa Gallina project
itself. It includes the invitation to artists to immerse themselves in the neighborhood
and unleash a two-way process with neighbors in a creative collaboration that lasts
between one and three years, with curators accompanying that process.

‘What we recognize as co-participation is setting up of a collective knowledge expe-
rience of—a condition capable of managing itself as a social organ—and experienced
as the implementation of a flow. The process in itself is articulated as the proliferation
of a community-based situation, insofar as it is the metamorphosis of a node of social
energy, activated by the group’s self-revelation. Curatorial accompaniment implies
inducing a tacit model of a heuristic: a creative predisposition to the production of a
situation of empathy. And whose presence, as the dense encryption of a human flow is
[continually becomes transparent as] “the piece.”

Thus, these processes of collaborative art and social engagement require the subtle
leadership of someone (an artist) capable of instigating a group situation of vul-
nerable permanence, whose traces of outsiderness would point to the creation of
a—non-institutionalized—community belonging; capable of becoming the visualiza-
tion of a face-to-face model of sociality in which we can recognize “the piece” as the
result of a network of affections.

The gradual construction of meaning, inherent in artistic discourse—and whose resul-
tant structure is legitimized as an autonomous language—entails, in the development
of the co-participation, the filtering of another construction of (existential) meaning
in the experience of its participants. And that other construction of meaning, that is
non-artistic, is experienced as an empathetic catharsis, of a binding consciousness,
underlying the group development of the collaboration. In each person, the collabora-
tive process produces a spiritual revelation, of psychological and ethical re-focusing,
within the community experience. The verification of a still possible other-self—not
constrained or designed by the dispositions of capital—but now re-seen, empowered,
and sheltered in the heart of the group, could perhaps be the clearest characteristic of
social “commitment.” The resulting pieces, evolve, after inSite/Casa Gallina, in the
art world, to then function as avatars of that extraordinary experience in sociality. (0.5)
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“One of the essential exercises of the
project was the rehearsal at the theater
(Centro Cultural del Bosque). In which,
after a previous task—with costume designer
Adriana Olivera—of selecting uniforms
from different military eras in Mexico, the
students chose and dressing themselves,
recombining at will all those different layers
of martial history. Wearing the uniform
changed their relationship with the music,
the space, and their classmates.”

“The bleak space of the Forum Buenavista
mall served as a powerful scenographic agent
for the project. The image shows one of the
rehearsals, in which the times, paths, and
trajectories of the escalator functioned as
compositional agents on the scene and of the
spatialization of the sound by the shopping
center.”

“Finally, the celebration ... [t was
impossible to not be affected by the youthful
energy and euphoria. After almost a year
and a half of collaboration, celebration was
necessary ...~

“For the filming, it was fundamental

to explore the flow of bodies through

the different architecture that had been
selected, and, through the point of view

of the camera, exalt the overwhelming
vastness of the location as a metaphor of the
architecture of power.”

“The project was provided from the start
with diverse documentary and archival
materials, consisting of notes, sketches,
recovered images, objects and sculptures.
This image shows the preparation of a
sculptural work made from the general score
that structures and composes the sound and
visual edition of the video installation that
closes the project.”




Erick Meyenberg developed a collaborative piece with the members of the Lobos high
school marching band, from the Colegio Hispanoamericano, over a total period of two
and half years. The artist identified five axes of motivation that allowed the teenagers
to belong to the group: space, sound, history, uniform, and the body. Meyenberg put
together a program of activities where the artist himself, and an invited composer, two
choreographers, and a costume designer carried out exercises with the young people
toward the goal of revealing their different potential interests.

The collaboration process culminated in a flash mob activity at the neighborhood mall.
Through a deployment of sound and choreography, the intervention posed critical re-
flections about issues such as consumption, the routines of power, military kinetics,
and the gears of the economic and social world that young people of the same age as
the participants are inserted into everyday. Through this process, each of their bodies
turned into a vehicle of political enunciation, in which individual voices could be re-
cognized, but also as part of a collective capable of reproducing or questioning the
mechanical system and its fissures. As a final piece, Meyenberg made a video installa-
tion on three screens in which he integrated recordings of the intervention at the mall;
itincluded material from other presentations that were carried out during the process
atarchitectural spaces with important historical or political significance in relation to
power, such as the Monument to the Revolution and the site of the Tlatelolco student
massacre in 1968. (J.0.)




Edgardo Aragon
Tropical Depression, 2015-17

This project stems from Edgardo Aragon’s work with two young, dissimilar neigh-
bors: Abraham, a biologist barista from the state of Guerrero; and Joel, a former
soldier who runs a sound system that plays Colombian music. The artist organized
for them to carry out the complete process of sowing, cultivating, harvesting, and
preparing coffee, a plant that becomes the central character and subject for the ar-
tist who orchestrated a complex mise-en-scéne.

Recalling the rites performed on Colombian plantations, Joel accompanied the mo-
ment of planting with cumbias and danced for the plants. In other moments, a group
of musicians from the neighborhood improvised an experimental concert modeled on
the Aztec death whistle and multiple strobe lights panned over the plant before it was
harvested. In this way, a very particular show that used multiple strategies to feed the
energy and growth of the plant was put together.

In this piece, coffee brings together and links the two young people, who, despite
not knowing each other and having parallel stories, share the closeness with violent
situations related to drug trafficking and militarization, whether for the call to war
against drugs during Felipe Calderon’s six-year presidential term, or by the per-
secution of guerrilla groups beginning in the 1970s in the state of Guerrero. Both
young men had constructed fictions that allowed them to cope with an environment
of latent, present, and constant violence whose reality directly or indirectly involves
and affects us all. (J.0)




Marianna Dellekamp
Porcelain, 2017-18

Comments about the process from the artist’s point of view

“We started as a group of approximately
20 women, little by little the group grew
smaller until it reached a total of 13. Many
of the women who stuck with it found our
meetings to be an important/neutral space
for them.”

“Each woman broke the porcelain replica of
her precious object. The pieces symbolize
life and their reconstruction points to the
scars that each woman carries with her.”
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“Over a period of a year we met to chat and
weave our stories that would later be turned
into the narrative arc of a video.”

“The piece is a prayer, a meditation, a mantra
to accommodate past life and return to the
present, the here and now.”

“I'asked the group to bring an object that
was sentimentally important to each one of
them. The pieces they shared with the others
became the catalysts for conversations. These
objects were photographed as they arrived
and were arranged in a space in Casa Gallina
that we named ‘our gallery,” which gave the
group a sense of belonging.”




Over the course of a year, Marianna Dellekamp met weekly with a group of neigh-
bors interested in weaving. The affective energy of the group was consolidated into
a space of trust, in which, besides weaving, the women shared personal stories.
Marianna invited them to bring an object that was meaningful to them. The presence
of the objects on the work table formed an intimate collection for the group, which
triggered conversations where personal stories emerged that became linked to the
group and the increasing bonds of trust.

The artist reproduced the objects in the form of a charm bracelet to make a gift that
was given to all the members of the group. In it, they can be recognized individually,
but also as part of an articulated whole that shapes them as a unit. The collection
of pieces was reproduced in life-sized porcelain versions and each participant was
asked to destroy their own object in a cathartic process of self-recognition. The bro-
ken porcelain pieces were reconstructed using the Japanese technique of Kirnsugt,
which considers scars as a constitutive element that provides history and memory to
the restored piece. (J.0.)




Mauricio Limon
Broken Teeth, 2014-15

Mauricio Limén worked over the course of eleven months with dissimilar neighbors
who met in the Alameda park of Santa Maria la Ribera. One of the groups of neigh-
bors was the Forasteros de la Salsa dance troupe, while the other side was Oscar Jestis
Ocania, alias “El Tierno” (the tender one), a former inmate who dedicates his time to
giving boxing classes in the park.

In an eleven-month process, Limén activated dynamics that allowed for the exchange
of knowledges between dancing and boxing, in which “El Tierno” and Hannia, a
young member of the dance group, carried out improvisations of boxing and choreo-
graphic routines, with the goal of empowering the creative possibilities of both types
of knowledges. Through the use of these exercises, Lim6n created an intersection
between two distinct practices in which violence and desire coincide in the use of the
body as an element of subjectivation containing personal stories and memories.

In the final piece, avideo projection on two screens, the bodies of both characters were
the protagonists in a dialogue that revealed the environment of everyday violence un-
derlying Mexican urban culture. Accompanied by a chorus of male dancers, the work
also deals with the tensions between the contrasting feminine and masculine worlds
through Hannia’s active participation in activities that are commonly associated
with virility. (J.0)
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CADU
I Am Mandala, 2014-16

1 Am Mandala is a piece about the reconstruction of time in old age and the recupe-
ration of the feminine through dance. Cadu and eleven elderly women who attended
a ballroom dance class in Santa Maria la Ribera collaborated for more than two years.
During this process, they generated the idea of a large-scale crocheted mandala that
would become unwound while dancing a danzén. The design and chromatic com-
binations were agreed upon between the artist and the group, taking the women’s
most important life experiences as references. For the artist, the mandala represents
the fragmented report of the life of each of the women. A statement that positions
the time they set aside for dance as a fundamental life dynamic that has given them
autonomy and returned their femininity away from established roles of grandmother,
mother and wife.

The act of dancing-undoing became a ritual loaded with strong emotions. A performa-
tive moment in which the women staged the conclusion of an ever-closing life cycle, a
quiet and contemplative goodbye. The piece consists of avideo record of the dance and
the unraveling of the mandala itself and a single replica, which functions as a vestige of
the absence, of what will, within a short time, no longer be. (/)




Eduardo Navarro Comments about the process from the artist’s point of view
Five Invisible
Haiku, 2015-17

In collaboration with lan Pasaran Rodriguez




Eduardo Navarro and lan Pasaran Rodriguez, a former student of the Santa Maria la
Ribera School for the Blind and Deaf-mutes worked on a synesthetic experience for
the neighbors. This collaborative process consisted of imagining the tastes of five
poems (haiku) that lan created based on five concepts proposed by the artist: light,
distance, affection, time, and space. lan is a professional flavor evaluator and he con-
ferred a flavor on each haiku that he relates to a memory from his past, memories that
in turn, a group of flavorists translated into candy.

The candies guided Navarro and lan in the production of five sculptural objects, each
one related to a haiku-candy. The objects (product of that shared experience), were
hidden inside five wooden boxes. The implementation of the piece started with the
tasting experience of each haiku-candy while touching the sculpture corresponding
to that poem. Five Invisible Haiku was experienced by 186 people, students of lan’s
former school and neighbors. (V()




Ana Maria Millan
Wanderlust, 2015-17

Wanderlust by Ana Maria Millan was created through a collaborative work process
that the artist carried out with neighborhood youth over the course of a year. When
she first approached the neighborhood context, Ana Maria Milldn identified several
locales where young people would meet to play video games. Based on that energy,
she brought together neighbors interested in video games, or “gamers,” to meet
and propose a project together.

After a joint work process, the youth developed several characters and situations
that synthesized everyday conflicts that are important to them. Sexuality, belonging
to aworld controlled by corporations, the constant use of masks to interact, as well
as the lack of solidarity in an individualized and competitive society, were some of
the themes that fueled the stories developed by the group. Milldn compiled these
diverse situations to create a story of a trip in which the characters pass through dif-
ferent universes. The piece was produced in 3D animation and it asks its audience to
reflect on contemporary societies and the ways of resisting their constant domination
strategies. (J.0.)




Rafiki Sanchez

Comments about the process from the artist’s point of view




The artist Rafiki Sanchez, who is from the Yucatan region, worked collaboratively
with nine neighbors from Santa Maria la Ribera for almost a year. The group formed
following a series of public sessions about thanatology that took place at Casa Gallina.
This program was designed and coordinated by the artist himself along with pro-
fessionals in the field. Throughout this co-participation process, Sanchez and his
group devised a project related to the absence of the body and how to hide it in an
imagined refuge.

The result was an installation that consists of a mantle that refers to a relic or liturgical
object with epitaphs embroidered by the neighbors, as well as ash and a panorama of
photos that record the burning of the structure-refuge. The ash, part of the final piece,
is the result of the pyre of a conical reed structure that symbolizes the place where
the body will rest vertically. Before the fire, with the mantle still inside, the group of
co-participants approach the structure-refuge in the manner of a farewell to the mour-
ning that each one carries inside them, hiding-veiling their own body as if it were that
other that they would no longer see. (V)
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Damian Ontiveros
Unbraiding, 2017-18

Damidn Ontiveros worked on a collaborative process with eight female hair stylists
who had learned their craft in a shelter house in Santa Maria la Ribera. Based on a
workshop format, the artist opened a collective reflection about the historical con-
notations of feminine hair in society and how patriarchy objectifies and establishes
relations of power toward women based on a collectivized gaze of “desire.”

Unbraiding enunciates the reality of these women, some of them immersed in situa-
tions of domestic and workplace violence. Women who perceive the erotic nature
of their bodies to be expressed through the abundance and length of their hair. The
piece is made up of three shapeless rugs, handwoven with the hair of different wo-
men from the neighborhood. Each one holds a phrase-sentence of one of the group
members that highlights aspects of domination and gender inequality symbolically
linked to their hair.

Ontiveros displayed the three rugs over the walls of a hair salon in the neighbor-
hood, which has traditionally only served men since the 1950s. The artist proposes
a performative moment in this emblematic place, in which the neighbors—who wish
to do so—could have their hair cut by the group of co-participants. The eight stylists
were the protagonists of that usually masculine space, while the hip-hop singer,
Dayra Fyah, improvised verses by taking up their life experiences as themes. (V.0)




nswaldo Hui y Comments about the process from the artist’s point of view
Mnemonic Matter: The Law
of the Similar, 2017-18




Mnemonic Matter: The Law
of the Similqr,

Inmultiple walks through the neighborhood, Oswaldo Ruiz located several pharmacies
and homeopathic clinics with a long history and rootedness among the neighbors.
Based on this energy, he initiated conversations with doctors, pharmacists, and pa-
tients and made continuous visits to the pharmacies. During those visits, the spaces
became important as points of encounter and exchange between neighbors sharing
an interest in caring for health, one’s own and that of others through homeopathy.
It came to light that they were acting as a focal point in an exercise in resisting the
dominant dynamics of allopathic medicine and the large pharmaceutical companies.

The artist and the group had different encounters over the course of a year, during
which they exchanged personal stories. Based on a shared interest they decided to
carry out a metaphorical exercise of the preparation of substances that throughout
their lives had caused them harm. With these preparations, they formed a cabinet
of mnemic materials. Fach one of the substances was portrayed by Ruiz in analogue
photography, creating a parallel with the alchemical spirit that these photographic
processes share with homeopathic practices. The images and stories were compiled
in a book that was distributed to the neighborhood that reveals the common vulner-
abilities and fragilities of a diverse group of people in a shared territory. (J.0)
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Iconoclasistas
Collective Mapping, 2015

The Argentinian collective Iconoclasistas (Julia Risler and Pablo Ares)—pioneers in
the production of collective maps that stimulate the creation of focuses, visions, and
perspectives that trigger reflection about a common territory—carried out a collec-
tive mapping project with Santa Maria la Ribera neighbors in 2015. The mapping
was focused on distinct aspects related to the quality of life in the neighborhood.
Work sessions were focused on debating and exchanging information about issues
of infrastructure, green areas, the use of public space, types of transportation, the
state of housing, and the presence of real estate developments.

The sessions took place in the spaces at Casa Gallina and in some neighborhood pla-
ces that are widely used as public space, such as the Alameda park, the market, and in
front of the church. For the exercises, Iconoclasistas designed different tools, such as
maps, icons, and surveys with the goal of collecting information from both the wor-
kshops participants and the neighbors who passed through the public space. After
three weeks of sessions, more than 200 participants shared data to form a contextual
imprint of collective reflection from the neighborhood.

This exercise shaped many of the subsequent projects included in inSite/Casa
Gallina’s programming, since it enabled an approximation of the interests and
concerns that were brewing within the communities that inhabited the neighbor-
hood. (J.0.)




Omar Gamez
Mestizo, 2014-16

Mestizo proposes a critical emphasis in relation to the prevailing prototypes of
masculine beauty in the contemporary moment. Based on work with four neigh-
bors from Santa Maria la Ribera, photographer Omar Gamez proposed a series of
four large format photographs of each one of them for public display within the
neighborhood. Gamez proposed these neighbors as bearers of a mestizo beauty that
is the product of a multicultural complexity that corresponds to our Latin American
geographies. Far from reaffirming a discourse about ethnic pride, the project makes
visible the stories of struggle embodied by each one of the participating men and their
LT perception about their physicality in a context of Anglo-Saxon phenotypes, wherein

Tu deseo 4 i mivor po .* Somos mestizos en '_yr:i'-muntli:.rﬁultiétni co. models imposed by the apparatus of consumption promote the same genealogies of
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e, i N . The costumes worn by each neighbor were inspired by their important life expe-
2011103 WEE(|S02 65U (1L WALGRS Win|fefulce: riences, which gave rise to a phrase that invited us to rethink male autonomy related
to the possibility of men’s self-determination in regards to identity formation and
the exhibition of their bodies.

The piece’s central point was in the neighborhood’s commercial center, as well as
in a circuit of gymnasiums in the area, where the photos, mounted like any other
advertising, marked a vivid contrast with the landscape overwhelmed with dominant
male archetypes. Part of the picce is a device that uses the same images but in the
form of a postcard, that contains the stories of each one of the co-participants. The
shared subjectivitics of these men function as a way of counteracting the system of
colonialist domination through the conditions of beauty of gender and “race.” (/)




My parents came from Oaxaca to Santa Marfa when I was a baby ... but
later, my dad got involved in bad things and they put him in prison.
We’ve lived in Santa Marfa la Ribera since the beginning. Later I lived
12 years over there in Los Angeles. I was hanging around with bad kids
here, who steal, who commit assault, and all of that; I wasn’t studying or
working, so my sister spoke to my mom on the phone and told her that
I was joining a gang, and my mom told me that she didn’t want me at
home, that I should go to Los Angeles, so I crossed illegally. I went with
a cousin, my first job was in a restaurant, washing dishes, a dish washer,
ha hal ... And later cutting vegetables; and so on, little by little I rose up
the ranks, and also started cooking. Then I was a waiter, a cashier, almost
all the positions. Later I returned to Mexico and when I tried to go back
to Los Angeles they put me in jail in San Diego; well, they sent me back
again. They took my fingerprints, photo ... therefore I can’t, if I try it
right now they'd put me back in jail.

I’'ve had big problems, that’s why I got this tattoo of a phoenix on my
back, I don’t know if you know the legend of the phoenix. It's a myth-
ological bird, that more or less means imagining that one never dies, or
rather that you never fall, as if you were immortal, no matter what hap-
pens, you are reborn, you are reborn over and over. So even though I had
big problems and everything, I kept going, I didn’t give up. The truth is
that I don’t consider myself either handsome or ugly, nothing, just “X”,
hahaha. I think that the only thing that helps me through is that I exer-
cise. I try to make my diet more alkaline, to make everything fresher, no
processed food, no refined flours. Also lifting weights, but what activates
me more is when I go running, I feel great when I do it. I think that my
favorite moment, waking up early, yes. Boxing is my passion, too, I’d like
to box on television. It’s an art, it doesn’t matter how strong you are, but
rather how intelligent you are ... It requires a lot of discipline, it is too
much discipline. You really have to be super weird to like discipline, it’s
not common, but we’d all look at each other in a better light, right? Mas-
tering a discipline is much more difficult.

Matco Antonio Tudeseo es tu p’! jorpoc e!t\-?
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Tercerunquinte Collaborative
Scuipture: An Essay on
Construction, 2017-18

Collaborative Sculpture: An Essay on Construction proposed an exercise of co-par-
ticipation between the Tercerunquinto collective and nine construction workers
from Santa Maria la Ribera. This working process makes visible the points of tension
between the hierarchies of architectural and engineering knowledge, compared to
the experience of knowledge that workers acquire in their mastery of the trade. For
the collective, the architectural blueprint and its interpretation by workers are the
places where this tension occurs.

At first, the artists intervened on the original blueprint fitted to the measurements
available on a terrain belonging to a neighbor. Later the nine workers deciphered
that first blueprint subverting the functionality of the spaces based on their practice.
The result was a construction in which the sculptural qualities of the construction
are clearly emphasized over the real conditions of habitability. The workers over-
flowed the spatial limits of the blueprint proposing columns and flattened places
in the spaces adjacent to the construction. Decisions that along with the details of
paint, floor, lighting, and plumbing, generated the idea along the lines of radical
and subversive constructs.

The piece is made up of a photographic record of the work experience and a print-
ed glossary for neighborhood dissemination that contains terms belonging to each
trade involved in the project: masonry, plumbing, cabinetmaking, electricity, and
blacksmithing. The glossary uses language to vindicate the scales of specialized
knowledges against the more traditional forms of learning a skill, and disseminating
the codes of working that operate within each trade as forms of exercising a position
that is necessary for the functioning of large metropolises. (V.




Cynthia Gutiérrez
Floating Grafts, 2017-18

Cynthia Gutiérrez detected the constant presence of stained-glass windows in the
neighborhood’s old buildings. Among those is the building of the El Pensador Me-
xicano public elementary school. The artist approached the school community and
proposed that it create a design that could be translated into a stained-glass piece to
be installed in the school.

Gutiérrez worked with Claudia Herndndez, the owner of a small stained-glass work-
shop in the neighborhood, on the design of educative practices to work with groups
of schoolchildren. Over the course of a year, the group carried out exercises about
identity, memory, belonging, and language, thus developing a series of abstract
forms that shaped the codification of a common language, only understandable to
the members of the group. With this language they created a design in which they
integrated the narration of their most important experiences in the school space.

The stained glass was installed in a window that measured 30 square meters, in a
common area of the school. As a way of closing the project, the children and the art-
ist shared the process of creating the window with the rest of the students. Over one
week, they carried out educational exercises in which all the students could imagine
their own stained-glass pieces. (J.0.)
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Itzel Martinez
Child Heroes, 2017-18

Child Heroes is a 2D animated work that the artist Itzel Martinez carried out through
a co-participation process with nine children from Santa Maria la Ribera and José
Daniel Morales (Joze Daniel), ayoung illustrator who is also from the neighborhood.
The story and characters were created based on emotional maps of each of the parti-
cipating children, significant trajectories that are closely linked to their subjectivities
and their perception of the adult world. The home, the school, friends, the neighbor-
hood, moments of solitude, the constant questions and fears that powerfully filter the
reality of childhood experience were framed in contexts of precariousness, gender
inequality, and overwhelming violence as a daily norm.

Tara, the protagonist, is inspired by a day-dreaming child who identifies adults as
senseless automatons who are part of a malevolent system that destroys any possi-
bility of well-being. Tara recognizes that the system is a beast named Samsara who
inhabits the bowels of the city. Samsara feeds on violence at different levels and pro-
vokes allergic reactions in the children that make them sick, absorbing their colors
and spontaneity, thereby turning them into small gray replicas of the adults.

For both the artist and for Jos¢ Daniel Morales, in charge of the project’s art, it
was important to highlight the strategies that children create using their imagina-
ries to counteract an era that is strongly anchored in an adult-centric perspective.
The work refers critically to historical characters that embody “heroism”™ in State
discourse, the same ones who are disseminated through the regulatory structure
imposed by the school system. (V.0)
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The Thinking Machine

Animation Workshops

Itzel Martinez del Caiiizo’s relationship with inSite/Casa Gallina started with The
Thinking-Feeling Machine: Animation Workshop for Children and Teena-
gers. Running parallel with this Saturday workshop, the artist also designed a pro-
gram to project short films for children that was open to the whole community.

In the workshop sessions, one of the key reflections was the importance of recog-
nizing the value of one’s own life stories and the special value of the ordinary. It
was discovered that it was worth being taught in conjunction with the experiences,
lessons, and curiosity about kids” surroundings that the young showed naturally.
With this in mind, Martinez worked with them to learn the phases of production of
a motion picture, specifically for a pair of stop-motion short films: pre-production,
production, and post-production. In each session, the children learned to create a
personal script, first outlining their desires about their everyday environment and
later narrating a history where the extraordinary would mix with the ordinary. They
also learned to create a running order and storyboard to plan the time and dynamics
of filming. Finally, the children decided by consensus and at a formal assembly to
animate, film and edit two of their stories. (DH)
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basa Gallina:
Nesting the Imaginary

lllustration: Joze Daniel, neighbor and graphic designer

In November 2013, after eight months of searching in the

neighborhood, we found a house for sale. We knew it would be
the heart of the project, that we would keep its patina and that
we would have chickens. It took us six months to renovate
it and over a year to let it breathe. The challenge was to
develop a life in the neighborhood, to make each space
into a niche of hospitality, to open it up as a special
zone that would incite an individual transformation
based on the group experience. If we could not
manage to embrace so much vulnerability, and
create belonging from it, there would be no
truth to the project. We became part of
this community through the generosity
that this house embodies. (0.9



“When | arrived, Mexico was experiencing a situation similar to
the city where | was born and grew up: Cali, Colombia. The drug-
trafficking economy backed by the legacy of the colonial structure

and its bloody foundations permeated the different layers of society in
different ways. Many initiatives in Mexico City, including inSite/Casa
Gallina proposed collaborative models of resisting that situation.

For me, going to Casa Gallina, was like entering an episode of The
Twilight Zone, it was to enter into a house, that has another house,
that has another house. | walked from stage to stage, | jumped

from screen to screen (like Mario Bros on the Nintendo), each one
with different traveling companions. | remembered that my parents
practically had a casino at home during those bloody 1980s,

| remember | had an animation studio in the 1990s and that to
animate is to bring to life what is supposedly dead, that all the stages
are painted, that ‘every collective act is an act of magic’ (Lyubov,
2017). | let go everything | had bottled up, and when | left [Casa
Gallina] that ‘everything’ (and more) was instilled into the piece. I'd
made an animation through co-participation with six gamers from the
neighborhood.”

Ana Maria Millan, Co-participation artist

“We're generating a common well-being in the community, not only
personally. We also have this space for talks. We make use of the
computers and the team work. Here, | worked on the Experimenta projects.”
Teresa Mendoza, neighbor and professor

“One of inSite/Casa Gallina’s basic objectives is
co-existence among neighbors. What we've heard, seen,
read; what we've been able to capture in this place also
prepares us for helping others.”

Héctor Escobedo, neighbor and administrator




Forged Words,
Neighborhood Dialogues

Participatory Journalism Workshops and Aivera Ribera Newspaper

Rivera Ribera, a bimonthly newspaper, was published from August 2016 to
March 2018. It was edited by neighborhood residents Radl Anibal Sdnchez
and Rodrigo Castillo, who invited the community to write news articles, opinion
pieces, profiles and different kinds of texts related to the neighborhood in-
terests and its current inhabitants. Building on this experience, Participatory
Journalism Workshops were carried out between March and June 2017.
The following exercise reproduces some of what the neighbors worked on
in the “cooperative writing” module: four of the participants re-created a text
or graphic message based on fragments from the newspaper's ten issues,
which they then used to describe, according to their own perspectives, the
neighborhood that exists now and, conversely, the neighborhood that is
missing or that needs to be created. The residents who participated in this
process were Denisse Martinez, Diego Carrasco, Morgane Bellion and Viri-

diana Gamifo. (RC. and DH.) D
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Santa Maria

ES UN NOMEBRE DE SENORA

por las calles que ella piso se
conformaren las mas bellas poesias ™
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“Les hacen sentir ,pero depende de i volvera abrir

ellocal. pasar por un
helado a la esquina de Diaz Mi-
ron y Doctor Atl, ¥ luego, per-
der el tiempo en alguna banca
del parque.
como la modificacion que sufre un objeto ’
Fsa es la diferencia ente un
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Expanding the Network

Mutant Vegetable Gardens and Shared Knowledges

Michelle Aguilar, Delia Alcaraz, Javier Chapado, Gabriela Garcia, Viridiana
Gamifio, Claudio Gémez, Heby Lucas, Oscar Palomino, Tayde Manilla, Rafael
Maya, Josefina Ramirez, Andrea Ruiz and Tere Mendoza are neighbors who
took the Annual Garden Workshop and concluded the activity with the har-
vesting of a cornfield inside Casa Gallina. From this initial learning experience,
and the related experiences they faced in their own gardens, they came together
in July 2017 to discuss the possibility of creating a network for the exchange of
garden products. They wrote an operating document with the intention of forma-
lizing an agreement that emerged from their conversations and that also defined
the ethical character of the network. More neighbors joined the initial network
and thus they got involved in the Governmental Participatory Budget Initia-
tives scheme in 2017. They used the grant to reinforce their hard work and
then went looking for more local residents and created more new gardens in
K the neighborhood. (D.H) )
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Javier Chapado
neighbor and teacher

We brought
together 16 or 18
spaces, some from the
network and some new.
I knew almost all of them
through Casa Gallina. We held several
did several exchan- n]ce[jngs in the
ges with them. Casa de la Cultura for
people to get to know the
program and that was the
meeting point for the
larger network.

We are still in the
initial step of making the
gardens productive before
going back to the network

We are a group of
neighbors who want to
be able to exchange what we
produce.

citlyé Amezcua
neighbor and lawyer We started

having a workshop
every Monday afternoon,
itwas cool that they helped
neighborhood residents
setup their garden.

Granting
certificates at the
beginning of 2018, there
were about 20 neighbors
who I knew personally. That
was when I found out about
the network, with people
trying to tend their
gardens.

Through the
garden project, |
discovered that I can
meet many neighbors and
that many people want

Te resa Mendoza to get out of their
neighbor and teacher bubble.

It was very
difficult, firstly to
restart with the original
network “s members who
had space, time or even the
While interest will to participate in a
was expanding covernment project.

among the neighbors,
C
Javi and I tried to maintain
the network and its
principles.
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Niches for Temporary
Get Togethers

Salon Huev@

In August 2017, Salon Huev@ was opened in one of Casa Gallina’s entrance halls
as a reading and leisure space in which neighbors can consult and exchange books,
listen to music, work on the computers, or simply rest and talk. The room is open to
all those who pass by on Sabino Street and it was initially designed as a space open to
different uses related to leisure. Over time, and due to the specific use of the space
by the neighbors, since 2018, the space has been used to present displays with spe-
cific thematic profiles. Over the summer, it was focused on critical reflection about
the responsible consumption of textiles and clothing; in October it integrated activi-
ties, talks, and film cycles connecting food to its cultural practices and traditions in a
program coordinated by Miguel Iwadare. For the closing months of 2018, the artist
Edith Medina occupied the space with a display on reflections about bioplastics,
in which different activities, workshops, and projections related to the theme were
undertaken. (J.0)
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Shared Futures

Technical Support for Senior Citizens

Since 2016, a program of basic technical support has been implemented in
the various work spaces of Casa Gallina in which neighborhood youth share
their knowledge about the use of computers and cell phones with elderly
people. The following paragraphs include extracts of conversations that took
place between two of the youngest tutors—Emiliano Mendoza and Miguel
Sierra—and their students: Adén Belio, Maria Salazar y Ana Bertha Azpeitia
Jurado. (RS)




Neighbors: Mr. Adan Belio Rangel and Emiliano Mendoza Saucedo Neighbors: Ana Bertha Azpeitia Jurado and Emiliano Mendoza Saucedo
with Rodrigo Simancas, from inSite/Casa Gallina with Rodrigo Simancas, from ingite/ Casa Gallina

Rodrigo: Do you remember when or why you started to
come to the technical support sessions?

Rodrigo: What have you learned?

Rodrigo: What motivated you?

Rodrigo: What is the most complicated
thing about working together?
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Rodrigo: What are you working on now?

Neighbors: Dofia Mara Salazar and Miguel Sierra
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Nina Méntmann

The Founding Narrative of inSite/Casa Gallina

Casa Gallina was created in the context of inSite, a binational festival of visual
art founded in 1992 in response to the closed border between the United
States and Mexico. In its five editions to date,' the festival has realized many
pioneering public art projects. The original reference to the controversial bor-
der placed inSite in a political context, setting the tone for the projects in all
subsequent editions.

In such major exhibitions held at regular intervals (biennials, triennials, quin-
quennials), a decisive role is always played by the founding narrative: the initial
guiding principle that is then, ideally, updated for each further edition.* This
process allows the current moment to be interpreted or defined from a specific
viewpoint. Even if such links back to the original profile are not always made,
and even if some editions fail to live up to expectations, the guiding ideas on

1. 1992, 1994, 1997, 2000-1, and 2005, held at various sites in Tijuana, Mexico, and San
Diego, California.

2. In their presentation at the Bergen Biennial Conference in 2009, Per Gunnar Eeg-Tver-
bakk and Jonas Ekeberg stress the relevance of founding narratives for biennials and the
accompanying responsibility for maintaining and fostering the orientation linked to this
narrative. In their view, it is therefore essential for newly founded biennials and triennials
to plan the concept for their inaugural edition carefully and responsibly. See Monika Szewc-
zyk’s review of the conference’s chapter on “How to Run a Biennial? (with an Eye to Critical
Regionalism),” in 7/e Biennial Reader. The Bergen Biennial Conférence, eds. Elena Filipo-
vic, Marieke van Hal and Solveig @Ovstebo (Bergen: Bergen Kunsthall and Ostifldern: Hatje
Cantz, 2010), 30.
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which the event in question was founded, shaped by local conditions and by
the international position of the founders, exert an ongoing influence on each
event’s history.

The founding narrative for inSite draws on the specific contexts and problems
of the Tijuana/San Diego border area, as reflected, for example, in Javier
Téllez’s iconic work One Few Over the Void (2005), consisting of a live per-
formance by David “Human Cannonball” Smith being fired over the border
from Mexico into the USA; Andrea Fraser’s performance /naugural Speech
(1997), in which she turned the gaze of public art onto the interests and stra-
tegies of various actors in institutional positions of power within the art world
in the United States and Mexico (sponsors, patrons, curators, local politicians
and makers of cultural policy), embodying them with bitter humor, or Méns
Wrange’s Good Rumor Project (2004—2016), about the stigmatizing function
of rumors that spread on either side about those living across the border.

For inSite/Casa Gallina, this updating of the founding narrative of inSite
consists in developing an innovative and progressive idea of public art and
reexamining its potential for social relevance. To this end, the project’s
director, Osvaldo Sanchez, took the radical step of abandoning the spectacle
of the festival format in favor of a more discrete local initiative. The decision
to combine the resources of an international festival with a focus on public,
socially committed art in a longer-term local project signals an interest in
discovering potential for the future, as explored in the sustained cooperation
with alocal public, in the institution’s structures, and in its artistic and orga-
nizational working processes.

Furthermore, the step of withdrawing from the economy of visibility of an
international festival can also be viewed in terms of institutional critique:
theintendedlocalradiusofinSite/CasaGallina, taking placealmostbeyond the
reach of the art world, and the slowed-down timescale of the projects can
be seen as a gesture of distancing, both from the commercialized and often
instrumentalized running of a major festival and from the extremely commer-
cial art scene in Mexico City.

The fact that no curatorial statement was published before the project got
underway placed the emphasis clearly on the process of collaborating with
the inhabitants of the barrio, on their interests, needs and willingness to par-
ticipate. Communication with local residents soon led to the articulation of

topics and serious problems that shape their everyday life and on which the
activities of inSite/Casa Gallina would focus: lack of trust between people,
loneliness, lack of resources, neglected public structures and the poor eco-
nomic situation of local businesses.

The Barrio

At first glance, Santa Maria la Ribera seems to have all the qualities that en-
courage gentrification: proximity to the city center, a lively market, the shady
Almeda Park with the Morisco kiosk that hosts various cultural activities, the
popular Geological Museum with which inSite/Casa Gallina collaborates
on many educational and artistic projects, the Chopo University Museum
with its glass and iron Art Nouveau architecture, many restaurants and cof-
fee shops, and a certain amount of older buildings. As shown by Mapeo Co-
llectivo by the Argentinian collective Iconoclasistas, an early project at Casa
Gallina, processes of gentrification have been noticeable in the barrio since
the mid-19gos.3 In their map, Iconoclasistas highlight indicators such as spe-
culation with residential and commercial real estate. During their residency
at Casa Gallina in 2015, they worked with local residents to create the map
with a focus on factors that directly influence quality of life in the neighbor-
hood: infrastructure such as public transport, green spaces, food shops and
the market; the state of the roads; the state of the buildings, the development
of the real estate market; and the use of public spaces.* The obvious dilapida-
tion of many buildings, as well as many units of unattractive, run-down box
architecture that had been erected quickly as social housing after the 1985
earthquake, may partly explain why gentrification has yet to make itself more
strongly felt. Although the area has become more attractive in recent years,
the atmosphere of a quiet, green neighborhood is deceptive. The barrio still
has problems with safety, violence and waste disposal, problems Mexico’s
government does not seem to be getting under control.

The barrio is home to low-income families, many impoverished pensioners
and a small number of middle-class people. There are many family-run res-
taurants and other small businesses. The inSite/Casa Gallina team commu-

3. Communications specialist and educator Julia Risler and graphic artist Pablo Ares have
been working together since 2006 under the name Iconoclasistas, realizing collective pro-
jects to strengthen the cohesion and collaborative resources of communities.

4. For more details, see: hup://insite.org.mx/wp/en/ct_casa/collective-mapping-icono-
clasistas/



nicates with the neighbors in the barrio primarily via Facebook. Luis Gomez,
who also looks after the inSite/Casa Gallina website and the archiving of
photographs after every event, sits at his computer in the library and checks
whether all of the friend requests from neighbors really do come from the ba-
rrio. To make sure the Facebook platform remains a safe space for exchange
between neighbors he does not accept requests from outside the barrio or
from members of the art world.

The Building

The nucleus of the inSite/Casa Gallina initiative is the building, the physical
space of the Casa and its garden. The immediate impression on entering the
garden courtyard with spaces opening off it, with its bright warm colors and
its chickens, is that of an inviting oasis of peace and quiet, a refuge.

On the inconspicuous facade, all that can be seen is a small flag with a Russian
doll style image of a chicken in an egg in a chicken in an egg, etc., and the
words Salon Huev(@. From the street, then, Casa Gallina cannot be identi-
fied, itis not marked as a public place, and certainly not as an art institution,
but as a space shielded from the art world and from passersby, reserved for
specific activities and accessible to inhabitants of the barrio on the condition
of active engagement. In this spirit, no press release was published to mark
the foundation of inSite/Casa Gallina and no news is passed on to the art
press. These rules of access, constantly evolving in discussion between the
team and local residents, not only allow the people of the barrio to help shape
inSite/Casa Gallina, but also ensure the opacity needed to try out a new qua-
si-institutional model of social innovation and to allow socially committed
art projects to operate without being immediately usurped by the art scene.3

Between my two visits to Casa Gallina, in the spring of 2016 and the spring
of 2018, the atmosphere of the space changed considerably. Although the
furniture and equipment remained mainly the same, the specific use of the
rooms was reflected in details that made a key impact: having been relatively
empty, the library was livened up with several freely usable computers, and
the range of books was expanded to include many publications published by

5. On strategic opacity in the art world, see Nina Méntmann, “Opacity,” in Abszraction, ed.
Maria Lind (Cambridge, MA: MIT Press, 2013), 182—-85.

Casa Gallina or used in projects. Many volumes are in use, have bookmarks
and lie around in piles. The knowledge in the correspondingly named zone
of the house Saberes (Knowledges) now appears to be lived knowledge, be
it the neighbor who sits at one of the computers almost every day conducting
research or the communication and exchange between the groups of chil-
dren who meet regularly with supervisors to do their homework. The project
groups on various courses sit in the meeting rooms, those attending the neigh-
borhood dinners sit in the kitchen and on the terrace, neighbors borrow tools
from the Prestaduria vecinal, and those taking part in art projects meet at the
Casa for discussions before setting off for research at other places in the barrio.

The garden at the end of the site has been further cultivated during Urban
Farm Advanced Group Sessions, while the Salon Huev@ with its partici-
patory film program, has established itself as a weekly meeting place for film
fans; for the screenings, it becomes the only room at the Casa to be tempo-
rarily opened onto the street. The once conspicuous inSite branding on the
doors and walls has been largely removed, and the family tree of sponsors has
been taken down from the wall. As a result of its use by neighbors, from the
barrio, the Casa has taken on a lived and functional character, while repre-
sentative details have been toned down.

Instead of an underlying curatorial concept, a specific functional layout was
planned for the building, dividing it up into zones: Knowledges is the spa-
ce with the library, computers and meetings. Together with the kitchen, it
forms the core of the Casa. Moving around the building, one necessarily
passes through this brightly lit, open space. This means that, encounters
between people, collective learning, and the sharing and exchanging of
knowledge are already inscribed on the level of the physical space. Leaving
the Knowledges zone, one automatically enters the kitchen, opening onto
the terrace with a big table and the garden beyond. The kitchen is where the
weekly neighborhood suppers take place for which people register in advan-
ce and are put together in cross-generational groups. As well as being the
venue for the Kitchen Lessons (workshops on cooking and nutrition), it is
also where the team eats together every day, where birthdays are celebrated,
and where every new visitor is welcomed with a cup of coffee. Neighbors who
visit regularly may also use the kitchen.

The physical rooms on the ground floor, as the base of the building, con-
tain a range of social spaces, connected by infrastructures. The rooms where
artists reside on the upper floor also correspond with the functional layout



of the Casa: the art projects act as a “superstructure” for the inSite/Casa
Gallina project as a whole, reflecting on the values and parameters of the
Casa’s activities in the neighborhood (trust, micro-economy, belonging and
communication, solidarity, local action, preservation of the environment and
one’s own body) in experimental form.

Alternative Infrastructures

The characteristic quality of inSite/Casa Gallina is that it operates in para-
llel with three sometimes interlocking activities or curatorial strategies. The
Synergies platform brings together projects organized by the team and often
carried out in cooperation with other barrio-based organizations or experts.
The Knowledges platform aims to “promote and distribute shared knowledge
and topics of interest to the community. The courses and workshops, events
and activities in spaces and/or local areas are focused on making an impacton
the economic and social condition of the group.” And finally Co-participa-
tions participatory projects by artists who, if they are not from Mexico City,
stay at the Casa for a residency of between several months and a year.¢

Supervised by curators Josefa Ortega and Violeta Celis, one objective of the
Synergies platform is to “promote local economies in a spirit of mutual co-
llaboration, support and solidarity in existing family businesses located in
the barrio or to add quality or expertise to services and businesses. Thus, this
platform seeks to energize the neighborhood’s social life and its efficiency

-

and benefits.”

In this spirit, the Casa invited renowned chef and restaurant consultant, Ivan
Icra Salicru, after it became clear from conversations with neighbors that the
many family restaurants in the barrio often operated under poor economic
conditions. As well as insufficient business planning, Salicri also identified
disturbed social relations (such as widespread mistrust towards neighboring
restaurant owners) as a cause of these economic disadvantages. He sugges-
ted reducing the size of menus, even if nearby restaurants were offering
more dishes, and bulk ordering ingredients together with other restaurants
to reduce costs. Step by step, the message was conveyed that cooperation
is better for everyone while rivalry is ultimately bad for the majority. Such

6. http://insite.org.mx/wp/en/ct_proyecto/ casagallina/
7. Ibid.
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rivalry as a symptom of the neoliberalism that has brought major changes to
local economic conditions in Mexico since the 199os was already highligh-
ted as a social poison by Foucault: subjects of exchange become subjects of
competition.

Another example is the decoration of the ubiquitous shutters on local shops
and restaurants by designers in collaboration with the owners. In close con-
tact with the Casa’s neighbors, the curators’ role is to find out which needs
exist in the barrio and to then bring experts, designers, architects or artists
together with neighbors to find a solution and to apply it to the situation with
aview to the long term.

Examples from the Knowledges platform, supervised by education curator
David Hernandez and artist Rodrigo Simancas Mercado, include computer
courses for older people, research projects and publications, and the Open
Kitchen and Vegetable Garden workshops. Knowledge is treated here as
non-hierarchically shared research and practice and as relevant to the improve-
ment of coexistence and economic conditions in the barrio. Accordingly, the
events and the information center at the Casa focus “on sustainability, archi-
tecture and urban planning, housing, city and territory, popular culture, urban
visibility, food, sociology and defense of leisure.”

I refer to the medium-like functioning of inSite/Casa Gallina as “alterna-
tive infrastructures™ because, as Irit Rogoff has correctly pointed out, the
infrastructures widely praised in our time (especially in the West) such as
“functioning institutions, systems of classification and categorization, ar-
chives and traditions ...funding and educational pathways, excellence cri-
teria ... and properly air-conditioned auditoria” may be achievements that
regulate our coexistence and facilitate working processes, but they also “be-
come protocols that bind and confine us in their demand to be conserved or
in their demand to be resisted.”

In the current period of political upheaval, Rogoffargues, key functioning in-
frastructures should be preserved, while establishing spaces that give scope
to participate in shaping social change. Such access is provided above all by
projects on a local level. Rogoff speaks of “re-occupying infrastructure,” a
process she sees, for example, in activist projects, including those carried

8. Irit Rogoff, “Infrastructure,” in Former West: Documents, Constellations, Projects (Ber-
lin: Haus der Kulturen der Welt, 2013).31.



out in the art field, and in the work of NGOs. This re-occupying also im-
plies a calling into question of the dominant infrastructures that reproduce
Western values. Alternative infrastructures, by contrast, respond flexibly to
specific local contexts and permit informal approaches and organizational
processes that allow a maximum of participation.

Within inSite/Casa Gallina’s alternative infrastructure, management is in-
tegrated to a large extent into programming processes, following the same
philosophy: the structure of teamwork is non-hierarchical, and there are no
assistants; one third of the team comes from the barrio and as many services
as possible are sourced in the neighborhood so as to use and support the lo-
cal economy. Here again, the building is activated as a nexus in an expanding
and many-layering local network.

Twice a week, the team is responsible for preparing a shared midday meal,
with no fixed roles for organizing, shopping or cooking. There should also
always be flowers in the building, as well as fruit, coffee and tea for the team
and for guests. Everyone is responsible for this, giving rise to a natural flow
of attention, of taking care and looking after one another. At Casa Gallina,
the “care of the self” is extended to the communal “we.”

Hospitality

This principle of hospitality animates the building. On this fundamental
issue-whowelcomeswhomintheir space underwhich conditions—the inSite/
Casa Gallina team has a clear philosophy: visitors are always openly wel-
comed and given something to drink, support for their specific project is sig-
naled and the necessary space and social infrastructures are made available.
There is one key principle however: inSite/Casa Gallina does not wish to
offer a service (a topic in the participatory art of the 199os) or bring about a
“healing” (something that characterized many community-based art projects
in the 1980s).9 Instead, the Casa picks up suggestions from the barrio, de-
velops strategies together with the local population, and launches projects
capable of making a lasting improvement to their neighbors’ quality of life.

9. Suzi Gablik, for example, states that what she identifies as “connective aesthetics... makes
art into a model for connectedness and healing by opening up being to its full dimension-
ality—not just the disembodied eye.” See Suzi Gablik, “Connective Aesthetics: Art after
Individualism,” in Mapping the Terrain: New Genre Public Art, ed. Suzanne Lacy (Scattle
and Washington: Bay Press, 1995), 8o.
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One example of this is the above mentioned assistance provided to restau-
rants by the consultant Ivan Icra Salicrd. Another example of attempts to
build trust in the neighborhood is the Prestaduria vecinal that opens three
times a week for local residents to borrow tools. Without leaving a deposit,
the tools are lent out on the basis of trust. And this really works, with all tools
being returned to date. This means that on the basis of trust—the lack of which
is a problem in the neighborhood—an operation was launched that can serve as
a model for other local sharing programs and cooperations. The experiences
of local residents with the Prestaduria vecinal may thus make an educational
impact that could improve coexistence in the barrio in the longer term.

Inrecent times, many curators and museum directors have referred to Jacques
Derrida’s concept of hospitality, applying it to their own institutions, at least
temporarily in the context of an exhibition.* Derrida distinguishes between
the Christian concept of unlimited hospitality, which implies that one opens
up one’s home “without asking a name, or compensation, or the fulfilment
of even the smallest condition,” and conditional hospitality, which implies,
for example, that guests are asked about their identity and expected to adapt
to specific rules, even if these remain unspoken.™ Derrida is interested in
the possibility of unlimited hospitality, but he does admit that, on account
of “those rights and duties that are always conditioned and conditional, as
they are defined by the Greco-Roman tradition and even the Judeo-Christian
one, by all of law and all philosophy of law up to Kant and Hegel in particu-
lar, across the family, civil society, and the State,” such absolute hospitality
does not actually exist.

An example of an institutional experiment with the notion of hospitality that
applies to all, but that also refers to a specific ethical code of conduct, was
developed in 2013 by the artist Tania Bruguera when she transformed the
Van Abbe Museum in Eindhoven into the Museo de Aree Util, the director
Charles Esche literally gave her “the keys to the museum.” This project took
the decisive further step of asking not only how individual art projects can
improve the quality of life, but also how the museum as an institution can be
harnessed to a social function, as a platform or tool.

10. See, for example, Beatrice von Bismarck and Benjamin Meyer-Kramer, Hospitaliry:
Hosting Relations in Exhibitions (Berlin: Sternberg Press, 2016).

11. Jacques Derrida and Anne Dufourmantelle, Of Hospitality, trans. Rachel Bowlby (Stan-
ford: Stanford University Press, 2000), 77.

12. Ibid.

13. http://museumarteutil.net/about/



Even in this temporary project, however, it was mostly artistic projects that
were invited into the institutional context. The dependencies and categories
involved in the running of both public and private institutions (the distinction
between exhibition and educational program, the focus on objects, the sa-
fety regulations, the need to insure works on loan, the need to maximize
visitor numbers and deliver a profit) are diametrically opposed to the prac-
tice of hospitality and the possibilities of using an institution as a tool in civil
society.

The unique absence of precisely these institutional categories allows inSite/
Casa Gallina to develop as a platform for civil society that can operate with
an alternative infrastructure and without the pressure of running art projects
within the framework of an exhibition.

The Role of the Art Projects

In view of the situation in the barrio, and in the context of the Synergies
and Knowledges platforms, it is no surprise that many of the art projects at
Casa Gallina deal with communication and with the body as a resource. Pro-
blems frequently raised in the barrio, as in other neighborhoods inhabited
by the lowest income working classes, are the lack of education, of economic
resources, and of social networks. Silvia Federici, who studies the working
class body and its role in the capitalist system, argues that the body is the sole
resource of the working class, a resource that is sold to the capitalist class:
“Capitalism has created more brutal and insidious forms of enslavement,
as it has planted into the body of the proletariat deep divisions that have
served to intensify and conceal exploitation. Itis in great part because of these
imposed divisions—especially those between women and men—that capitalist
accumulation continues to devastate life in every corner of the planet.”*In
the barrio, with its strong low-income working-class presence, one therefore
often sees trained bodies as status symbols, be it on the street or during sport-
ing activities at the gym or in public places.

For his project Mestizo (2014-16), Omar Gdmez asked men who trained
at a gym in Santa Maria la Ribera, and who had a mix of European and

14. Silvia Federici, Caliban and the Witch: Women, the Body and Primitive Accumulation
(Brooklyn, NY: Autonomedia, 2004), 64.
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Mexican roots referred to in Spanish- and Portuguese-speaking former colo-
nies as “mestizo,” to develop their own poses for a series of large-format pho-
tographs. Coupled with their machismo-informed view of their own bodies,
this resulted in proud portraits in ethnic costumes and bold poses that also
express the men’s passions and spirituality. As Federici writes, the mecha-
nization of the body under capitalism paradoxically makes spiritual or occult
forces appear less of a threat: “The revival of magical beliefs is possible to-
day because it no longer represents a social threat. The mechanization of the
body is so constitutive of the individual that, at least in industrialized coun-
tries, giving space to the belief in occult forces does not jeopardize the regu-
larity of social behavior.”" As a result, the photographs’ deliberate deploy-
ment of ethnic costumes, often associated with ritual functions, is entirely
compatible with pride in the working class norm of the muscle-bound body.

With a special eye for gender relations, Mauricio Limén worked with boxers
and dancers from the barrio on his project Broken 1eetf (2014-15), develo-
ping choreographies in which dance and boxing influence each other. The
result of this cooperation is a two-channel video. In one shot, a boxer under-
goes extreme training, pumping his muscular body in push-ups and sit-ups
and throwing fast punches in the air. He learned this in prison, where he also
got his nickname, “El Tierno” (the tender one). Outside the world of the
prison, he certainly doesn’tappear tender. In the other shot, we see “El Tier-
no” training with the amateur dance group Los Forasteros de la Salsa, who
are practicing son, one of the roots of salsa. Their faces are rarely seen, their
sweating bodies emerging from the near total darkness as they move-bul-
ging muscles, tattoos, dancing feet. One woman moves through both scenes,
Hannia, a young dancer from the neighborhood who also used to box. Here
again, her muscular body is almost all we see. In the film she is a phantasmatic
figure who penetrates the men’s world thanks to her power of seduction.

Rather than showing the body solely as a resource, these projects by Gimez
and Lim6n combine this impression with a self-determined portrayal of the
subject’s body with all its passions and talents.

Another existential issue dealt with in many art projects is physical and men-
tal welfare, as in Rafiki Sdnchez’s work on the subject of loss and how people

15. Ibid., p. 143.



deal with it, or Oswaldo Ruiz’s cooperation with a group of neighbors inte-
rested in homeopathy, launched after Ruiz noticed the number of pharmacies
and doctors in the barrio with this specialty.

There are a number of intersections between the art projects and the themes
of inSite/Casa Gallina’s Knowledges and Synergies platforms, for example
on environmental issues or support for communications between the peo-
ple of the barrio. Edith Medina, a pioneer of BioArt in Mexico, is currently
working with a group of teenagers in the covered market where they collect
organic waste and turn it into biomaterial. Over a period of many months,
Marianna Dellekamp met regularly with a group of women aged between six-
teen and eighty-two with a shared interest in knitting. Through the personal
objects the participants were asked to bring to the meetings, she stimulated
conversations about their life stories. Dellekamp herself says that the acti-
vities in her projects are really just an occasion for communication and that
as activities they are interchangeable.'® What matters is the group dynamics
that take shape around these activities. In contrast to earlier participatory
projects by Dellekamp, inSite/Casa Gallina offered a safe space for the par-
ticipants, who were always warmly welcomed and given support by the team.
In this way, the project developed a particular intimacy on the basis of which
lasting contacts were established between neighbors.

As described above, this hospitality of inSite/Casa Gallina also functions in
many projects as a catalyst for open exchanges. Feedback obtained by the Casa
from those participating in all projects (via personal conversations and ques-
tionnaires) often mentions the positive atmosphere at the Casa, which leads to
motivation (in the art projects) and a greater learning effect (in the workshops)
and by consequence to a high degree of applicability to everyday life.

In the sustained processes during which a relationship with participants is
built up over many months, the personality of the artists in question is put
to the test, tending to play a greater role than it does in their other projects.
With a very personal approach, Limén managed to establish contacts with
usually less accessible people from troubled backgrounds, Dellekamp offe-
red agroup of people of very different ages aroutine and structure that suited
them all, and other artists showed great patience in building trust over long
periods and conveying not only their expertise but also their own curiosity,

16. In conversation with the author on April 5, 2018.
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thus creating a safe space for participants to channel their fascinations and
passions into the project, but also their concerns and anxieties.

On the one hand, then, it is an exceptional situation on account of the spe-
cific time scale and intensity of inSite/Casa Gallina projects. On the other
hand, the works later become part of the artists” oeuvre and are exhibited in
art world contexts. This is different to many “community art” projects that
take place locally and may subsequently be shown in the form of documen-
tation, but which do not produce an artwork that has a life of its own outside
of its original context. The influence of these projects thus takes place not
only on the level of local cooperation, but also in the international art world,
where the works provide insights into the special conditions of production
at Casa Gallina.

Conclusion

Over the five years of its existence to date, inSite/Casa Gallina has establi-
shed a space beyond the art world that facilitates ongoing social and civic
commitment via educational projects and art.'” The constitutive invisibility
of the Casa is an essential part of this work. The alternative infrastructures
set up by the initiative have been a key factor contributing to the project’s
success. The importance of infrastructures for long-term initiatives is huge,
since “infrastructure emerges as the invisible force of manifest culture today:
subversive possibilities of working with infrastructures as sites of affect and
contradiction.” In order to bring about change in society—even in a limited
local setting—it is necessary to uncover subversive potential, redefine infras-
tructures, and redraw the map of their functions. As one example, inSite/
Casa Gallina uses a form of critical management that does not follow the
politics of art institutions shaped by neoliberal constraints: hierarchies with-
in the team are flat, everyone enters into contact with the neighbors in the

17. This sets inSite/Casa Gallina apart from projects in the art field that also play with the
participatory engagement of a neighborhood, such as Rick Lowe’s Victoria Square Project,
made as part of documenta 14 in Athens in 2017. Large-scale exhibitions like documenta,
where large numbers of visitors continue to visit long after the opening, do not offer a suit-
able framework for such projects—unless, that is, the exhibition is willing to provide “alter-
native infrastructures,” that give the project a protected space so that local residents can
engage with the project without being exposed to a “zoo effect.”

18. As it was formulated in the announcement of the Bergen Assembly 2016, curated by
freethought, on the notion of infrastructure.



barrio to an equal extent; a festival budget is used, but without submitting to
the economy of obligatory visibility; at least one third of team members are
from the barrio and as many services as possible are sourced in the neigh-
borhood; ethical principles like trust form the basis of projects like the Presta-
duriavecinal. At the same time, the specific design and usage of the building
is not only meaningful in terms of practicality and hospitality, but it also favors
the flow of this new infrastructure.

As a consequence, inSite/Casa Gallina can be viewed as an example of social
innovation that can act as a model both for socially committed art and for the
creationofalternative infrastructuresinpublicinstitutions. Leonardo Avritzer
considers the integration of social projects into the practice of state in-
stitutions to be essential for the process of democratization in Latin Ameri-
ca: “the most sensible way to further democratize state-society relations is to
transfer democratic processes that emerge at the societal level of the political
arena through participatory designs. Without this ... step through which infor-
mal publics become deliberative, problem-solving publics, democratization in
Latin Americawill not be able to bridge the gap between democratic societal
practices and a hybrid political society that resists its full democratization.™?
This is precisely the context in which inSite/Casa Gallina must be viewed.
inSite/Casa Gallina operates in the local milieu of a neighborhood in Mexico
City and has neither the range nor the ambition to generate direct change,
but it does demonstrate mechanisms by which participatory processes and
alternative infrastructures can inform broader contexts of political democra-
tization. If one also takes into consideration the weakness of civil society in
Mexico, this represents a huge step that has been achieved by a leap of faith
in the local people.

19. Leonardo Avritzer, Democracy and the Public Space in Laun America, (Princeton:
Princeton University Press, 2002), 9.
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When viewed in terms of the founding narrative of the inSite festival, out
of which Casa Gallina emerged, the claim to offer progressive public art is
updated with a view to the future: the mechanisms of art are transferred, in
parallel and in connection with educational projects, into people’s every-
day lives, where they strengthen civic commitment and open up a long-term
prospect of participation in society. In this context, inSite/Casa Gallina’s
“alternative infrastructures™ act as a “medium” whose functions can be des-
cribed using a definition proposed by Keller Easterling: “interlocking ecolo-
gies of effects, affects, protocols, groups, individuals and so on.” >

For this to work across distinct fields, Casa Gallina’s constitutive invisibility
is fundamental: it enables the emergence of precisely these functions as in-
terlocking ecologies in a new combination, creating a resonance chamber
for public art and civic engagement in equal measure.

is an art historian and curator, she is currently Professor of
Art Theory at the University of Cologne. She lives and works between Ham-
burg and Cologne.

20. Keller Easterling, Medium Design (Moscow: Strelka Press, 2017).
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Registering Localities

Publications and Printed Materials

Casa Gallina/inSite’s publications for neighborhood circulation include five books,
anewspaper that ran for ten issues, and a self-organization manual. Each of the pu-
blications had a print run of 1,000-2,000 copies that were freely distributed to the
neighborhood residents, individually and in local meeting places and information
centers such as schools and libraries. These materials focus on a critical perspective
ofissues and problematics related to substainability, consumption and local identity
in distinct everyday situations specific to Santa Maria la Ribera. (RC.and J.0)

Atlas botanico minimo de la Santa Maria la Ribera

A Minimal Botanical Atlas of Santa Maria
la Ribera was presented to the neighbors
at the closing ceremony of the exhibit of
the same name at the Geology Museum.
The presentation was attended by about
40 people, who were able to dialogue
with the biologists who coordinated the
HE_L" o ot inico project that discussed the importance and
care needed to keep trees in urban areas.
Sancallseta The print run was.primarily di§tributed in

5 lFﬂ o elementary and high schools in the area,
in numbers proportional to the number of
groups and teachers in each institution.
The local residents who participated at
Casa Gallina, especially in the Vegetable
Garden, received copies, as did vendors
at the market, civil society collectives
and organizations in the neighborhood,
such as Yolia, nifias de la calle A.C. (A.C.
Street Girls), Comité Pro-Ciegos (Committee for the Blind), Mi Verde Morada (My
Green Sidewalk) and Libros contra la Violencia (Books against Violence), among
others. The collective that Ivan Pérez and Lourdes Cruz belong to, Estanquillo El
32, received a packet of copies, which they distributed to residents in the south of
the neighborhood for free. (J.0. and RC)

}:I_Hllirlh" el



El libro de las mascotas

inSite/Casa Gallina’s first edito-
rial project was 7%e Pet Book, a
compilation of personal stories
and emotional photographs about
the affective role that pets play in
the neighborhood, with their sur-
roundings, their stories, and the
imaginaries of empathy related to
them. After a period of detecting
and contacting pet owners in San-
ta Maria la Ribera—with campaigns
in veterinary clinics, pet grooming
salons, and pet food and accesso-
ry shops, as well as through social
networks linked to organized groups promoting civic responsibility in regards
to pet ownership—writer Bernardo Esquinca and photographer Eunice Adorno,
a neighborhood resident, were invited to collectively collaborate in the project.
Over the course of several months, they carried out interviews and portraits
of pet owners in their homes to listen to and record their narratives about the
lives of animals, often linked to emotional family losses, which the pets helped
to heal.

The book was presented in Casa Gallina in December 2015, in an event that
the participants attended with their pets. It served as a detonator of affective
relationships between those involved. During the encounter, participants re-
ceived copies of the book and talked about the projects that they could engage
inas a collective. The remaining copies were distributed to neighbors who were
attending activities at Casa Gallina, to community libraries, vets and pet supply
shops, coffee shops, and other spaces where neighbors spend time, as well as
to the area’s public schools and libraries to support fundraising activities with
the goal of improving their facilities, as in the case of the Republica de Cuba
Elementary School. (/0. and RC)
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Sabores de barrio: una identidad culinaria
de la Santa Maria la Ribera

Neighborhood  Flavors:  The Culinary
Idenuity of Santa Maria la Ribera is abook
that integrates the stories of 25 cooks and
owners of different food businesses in San-
ta Maria la Ribera. It was commissioned to
be written by Miguel Iwadare, a researcher
who specializes in popular, traditional, and
ethnic cooking. Iwadare had already given
cooking workshops at Casa Gallina, and
meticulously carried out a series of visits,
conversations, and tastings with neigh-
borhood residents involved in local gas-
tronomy to gather their life stories and
their relationship with the kitchen and
the neighborhood. Neighbors also shared
some of the recipes preferred by their clients and that they prepare in their business-
es. Many of them come from the culinary traditions of their places of origin: Hidalgo,
Oaxaca, Veracruz, Guerrero and San Luis Potosi, among other regions, whose diver-
sity of flavors and ingredients compose a multicultural gastronomical offering rooted
in the everyday life of the neighborhood.

This book also seeks to enjoy and reevaluate the neighborhood’s culinary offerings
whose plurality reflects the diversity of its inhabitants and the cultural reserves that
shape neighborhood life in Santa Maria la Ribera. The publication was presented
in July 2018 during a meeting of participating food business owners organized by
inSite/Casa Gallina. Copies were given to each of the locales; their clients and other
neighbors who came to hear about the book came to ask for a copy. As with the pre-
vious publications, packets of copies were sent to the neighborhood’s elementary
and high schools, preparatory schools, to neighborhood collectives and local action
institutions, coffee shops, community libraries, and other spaces of encounter be-
tween neighbors. (J.0. and RC)



Geologia para terricolas

Geology for Earthlings is a book that
seeks to promote a critical vision about
the relationship we have with planet
Earth and its non-renewable resources,
such as the soil, the water, and minerals.
This publication speaks to children and
young people through stories imagined
by Roxanna Erdman and illustrated by
Ulises Mora. The narrative is based on
the surprise of an extraterrestrial being
who gets to know human habits and is
shocked by the decisions we’ve made
as a species and their consequences.
Her approach emphasizes the possibilities for changing our habits and defending
Earth’s resources and conserving our nearby environment.

The book insists on divulging why natural geological resources are a key theme in the
regeneration and defense of the environment and proposes rethinking the notion of
extraction that has guided the traditional understanding of the use of vital resources.
Natural resources, energy sources, and biotic factors that should be under highly
controlled standards of exploitation, and only for the common good. The book also
addresses the geological wealth hosted in the Geology Museum’s collection, whose
architectural environment is where the narrative takes place.

The publication was distributed to neighbors with young or teenage children, and
to elementary, high and preparatory schools, coffee shops, community libraries,
and in other neighborhood meeting places. It was also given to the attendees of
the summer workshop, Blue Planet: Exploring the House that We Share, which took
place at Casa Gallina in the summer of 2018; the workshop used the book as didactic
material that accompanied each morning’s activities. (J.0.andRC)




Habitar el agua:
un acercamiento a la cuenca del Valle de México

| Living with Water: Getting to Know the
Valley of Mexico River Basin accompa-
nied an exhibit by the same name shown
at the Geology Museum, which was open
between November 2017 and March 2018.
The publication’s aim was to reflect on the
transformation of the natural landscape of
the Valley of Mexico River Basin; previous-
ly a lake region that has been drying up, it
is now mostly an urban area with complex
hydrological problems.

The book includes a text by the architect
Elias Cattan that presents a general approach to the problematic of water and our
relationship with it. It also includes a series of infographics about the topic, devel-
oped during years of research by Cattan and his regenerative architecture studio,
Tallerrs, which allow for understanding the situation of hydrological resources on
the planet, in our country, and our city. The book includes a photo essay by the
artist Alex Dorfsman that contributes a visual perspective to the different textures
and states of water in different contexts in the current moment. The publication also
contains useful advice about the care and responsible use of water.

This publication was distributed for free to the teachers and parents who attended the
exhibition. Once the activity in the museum had ended, packets of copies were sent
to the libraries of the neighborhood’s 14 public schools, as well as coffee shops, local
collectives, and projects promoting reading and ecological regeneration. (J.0. and RC)
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La Dalia: Un mercado con tradicion
en la Santa Maria la Ribera

La Dalia: A Market with Tradition in
Santa Maria la Ribera speaks to chil-
dren, based on notes and stories created
by Roxanna Erdman and Manuel Monroy,
drawing from direct observations in the
La Dalia local market. The book’s stories
seek to emphasize and value the ethical
v decisions endorsed by our consumption—
what we buy and who we buy it from—as
well as highlight the wealth of our food
patrimony, its nutritional quality, along
with the human values that underlie and
are created in each economic exchange.

UN MERCADD CON THADICION
EN LA SANTA MARIA LA RIBERA

This book tells us why neighborhood
markets are a key theme in the cultural
discussion on how we forge the human fabric of our environment. The defense of
the countryside, of nature, of justice, and the quality of all citizens, greatly depend
on the economic vitality of the local markets and the small producers who make
them possible. They also wholly depend on our individual decisions as consumers.

The stallholders at La Dalia Market each received a copy, as well as nearby fruit
and vegetable vendors. The book was also given to the neighborhood’s elementary
schools, community libraries, residents with small children, and attendees to the
5th Encounter with the Farth; it also served as material for the summer workshop,
The Land, the Vendor, and the Table, which took place in 2017. (J.0. and R )
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Designing Prototypes
with Gollaborative Tools

Santa Marfa Experimenta

This project responded to the concerns of a mixed group of neighbors who were
looking for a platform from which to convert their worries about the neighborhood
into concrete projects and actions.

The project was designed at the beginning of 2018 based on the initiative of an inter-
disciplinary collective made up of people with different experiences of laboratories of
citizenship innovation, prototypes, and collective intelligences. This group included:
David Gomez from Medialab-Prado; Montserrat Nuiez from Medialab-MX; Paola Ri-
caurte; and Lesly Cardoso and Violeta Chéret from Ciudades que aprenden. They,
along with the Saberes team from inSite/Casa Gallina, adapted several of their own
formats and methodologies, intertwining them with other strategies linked to inSite/
Casa Gallina. The format included an open invitation to neighbors that had an idea, a
project in the making, or some concern about the neighborhood that was a problem
they wished to resolve collectively. Twenty-two projects were registered, they were
then filtered through a process of assemblies and consultations with the promoters
and other external observers until five finalists were chosen to move on to the exper-
imental prototype laboratory phase. These five initiatives were opened up for discus-
sion at a meeting of the entire community in Santa Maria la Ribera. Over the course
of a month, a group of fifty neighbors, promoters, collaborators, and specialized
mentors met at Casa Gallina to design the five prototypes to be implemented. (D H)
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Raising Awareness
about the Flow

Printed Posters

As part of the circulation platform of Saberes six posters were produced with in-
formation about important issues related to everyday life in the neighborhood.
The posters were distributed and displayed in local businesses, buildings, and
public spaces in the area. Their presence at these locations encouraged conversa-
tions and debates between neighbors. The posters presented concise information
on important everyday themes in the neighborhood, such as buying from local
businesses, citizen participation, communal living as neighbors, green spaces,
and a reflection about the deeply rooted and hidden presence of racism in every-
day life. (/0.
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Here we list all the programs implemented by inSite/Casa Gallina between 2014 and 2018.
They are grouped according to the three programmatic platforms: Saberes (Knowledges),
Synergies, and Co-participations . The list includes the name of the workshop or activity,
date, coordinator or facilitator, and the number of participant neighbors. In the case of the
Co-participations, a brief description of the process as well as its complete fact sheet are

included. (J.0)

Saberes is an educational platform, which in-
cludes both a multimedia and bibliographic ref-
erence collection, as well as a training program
—including courses and workshops—focused on
education or professional motivations that is tar-
geted toward specific groups. The contents of
Saberes seek to take advantage of the already
existing circuits and movements of information
in the neighborhood, with the goal of circulating
shared knowledges and thematic bodies that are
of interest to the community. The courses and
workshops, as well as other events and activities
in spaces and/or locales in the area, are focused
on their impact on the group’s economic and so-
cial performance. Saberes seeks to influence the
community's everyday critical consciousness, as
well as to stimulate alternative economic models,
whether through the Casa Gallina’s garden and/or
kitchen, or through La Dalia Market or family busi-
nesses in the neighborhood.

The Vegetable Garden is one of the programs
that defines inSite/Casa Gallina's general
profile, due to the fact that it brings together
many of the project’s research fields and

lines of action, such as promoting a sense

of belonging and responsibility for everyday

actions; and encouraging, through a sustainable
activity, ecological regeneration and making a
contribution to food sovereignty. Through an
ongoing public program, the vegetable garden
seeks to generate experiences, reflections,

and dialogues that can influence participants’
economies and food consumption habits.

Vegetable Garden workshop:

Urban Agriculture

April=July

Instructor: Mauricio Badillo

Participants: 12 neighbors

Herbalist Workshop

September—December

Instructors: Dante Aguilar, Mauricio Badillo,
Mariana Lujan, Miriam Mora, and Reyna Osuna
Participants: 20 neighbors

Natural Cosmetics Workshop
January 11-March 17
Instructors: Marisol Torres
Participants: 18 neighbors

As a form of giving back, the participants agreed
to produce 18 liters of sanitizing gel to be
distributed free of charge among street food
vendors.



Introduction to Gardening with Hydroponics
(3 workshops)

April-September
Instructors: Mauricio Badillo and Mariana Lujan
Participants: 40 neighbors

As a form of giving back, the participants organized
the distribution of crops in the neighborhood,
which consisted of handing out lettuce shoots,
which had been germinated, transplanted, and
cultivated by participants, in the Alameda park.

Getting to Know the Garden (Children’s
Summer Workshop)

Date: Group 1. Ages 4-7. July 25-29

Group 2. Ages 8-10. August 1-5

Group 3. Ages 10—12. August 8—12

Group 4. Mixed ages. August 15-19

Instructors: Ketzali Arreola and Mauricio Badillo
with support from Miriam Mora

and Alina Hernandez

Participants: 60 girls and boys from neighborhood
public schools

Urban Agriculture Workshop: Growing Winter
Vegetable

October 22—December 3
Instructor: Mauricio Badillo
Participants: 20 neighbors

Urban Gardening Workshop: Spring season
Garden products exchange network

February—June

Instructor: Mauricio Badillo in collaboration with
Francisco lbafnez

Participants: 24 neighbors

As a form of giving back, the participants met to
create a network for exchanging garden produce.
Each participant agreed to give the group
germinated seeds, compost, or space in their
homes to grow various plants.

Ecological Cleaning Products Workshop
March—April

Instructor: Javier Chapado

Participants: 18 neighbors

As a form of giving back, the participants
produced disinfectant capsules for bathrooms
which were distributed to food preparation
establishments in the area.

Hydroponics Workshop
July—September
Instructor: Mariana Lujan
Participants: 16 neighbors

Urban Gardening Workshop: Winter Season
August—September

Instructor: Lourdes Cruz Teran

Participants: 16 neighbors

Planting and Harvesting: Workshop on
Gardens in Community Spaces

November—December
Instructor: Armando Volterrani
Participants: 12 neighbors

Participants adapted collective spaces for
growing food, facilitating local residents’ access to
public and neighborhood spaces.

Advanced Urban Gardening Workshap
January—to date

Instructor: Lourdes Cruz Teran
Participants: 24 neighbors to date

As a form of giving back, the participants
rehabilitated the planters on Santa Maria la Ribera
Street, between the Eje 1 Salvador Diaz Miron
and planted marigold seeds. They prepared
several herbal and hygiene products that they
gave away at Salon Huev@.

Clean Water: Ecological Cleaning
Products Workshop

February—April
Instructor: Javier Chapado
Participants: 16 neighbors

As a form of giving back, liquid soap was
exchanged for burnt oil with neighboring food-
business owners.

Kitchen Herbalist Workshop

February—May
Instructor: Sami Esfahani
Participants: 19 neighbors

As a form of giving back, the participants created
a card holder with technical cards about medicinal
ingredients and their uses that they distributed
and explained at Salon Huev@.

Learning from Vegetable Garden 1
May—June

Instructor: Mauricio Badillo
Participants: 17 neighbors

Learning from Vegetable Garden 2
July—August

Instructor: Armando Volterrani
Participants: 11 neighbors

The School is the Garden: Workshop about
agriculture and the environment at the
Repdblica de Cuba elementary school

September—December

Instructors: Fernanda Poblete and Huitzil A.C.
Participants: 90 students from the Republica de
Cuba elementary school

The workshops' act of giving back to the
community: the girls and boys who participated

in the workshops on agriculture and resilience
during the last quarter of 2018, along with with
their family members, developed and threw seed
bombs in neighborhood garden boxes to promote
urban reforestation.

The Open Kitchen is understood as an essential
platform for creating dynamics of integration
among the groups that frequent Casa Gallina. It
offers an optimal location for critical reflection and
collective action about everyday practices that
are linked not only to the culture and creativity
inscribed in culinary art, but that principally focus
on the importance of rethinking habits of food
consumption, as well as valuing the social rituals
and forms of political and economic participation
that are established around food.

Open Kitchen Session 1/ Handmade salsa
workshop

November 17
Instructor: Elena Reygadas
Participants: 30 food business proprietors

Open Kitchen Session 2 / Salad Workshop

December 6
Instructor: Alvaro Ramos
Participants: 10 food business proprietors

Open Kitchen Session 3 / Workshop on
Soups and Broths

January 25

Instructors: Niki Nakasawa and nutrionist Katia
Garcia

Participants: 12 food business proprietors

Open Kitchen Session 4 / Lenten Menu
Workshop

February 28

Instructors: Alvaro Ramos and Mauricio Badillo
Participants: 13 food business proprietors



Open Kitchen Session & / Workshop

on Side Dishes

April 25

Instructors: Alvaro Ramos y Mauricio Badillo
Participants: 14 food business proprietors

Open Kitchen Session 6 / Pasta Workshop
May 30

Instructors: Chef Zahie Telléz and nutritionist
Fiorella Espinosa

Participants: 12 food business proprietors

Open Kitchen Session 7 / Pastry Workshop
July 4

Instructors: Chef llse, Ezra Aguilar and Maria del
Rocio Flores Torres

Participants: 14 food business proprietors

Open Kitchen Session 8 / Summer Menu
Workshop

July 25

Instructors: Diego Insunza Kahlo
Participants: 13 food business proprietors

Open Kitchen Session 9 / Workshop on

unusual dishes with beans

August 25

Instructor: Ailyn Sanchez

Participants: 12 food business proprietors

Open Kitchen Session 10 / Workshop on

dishes with chilies

September 26

Instructor: Alvaro Ramos

Participants: 13 food business proprietors

As a form of giving back for the entire Open
Kitchen cycle, the participants catered a shared
meal in the Casa Yolia.

Business Management Support Program
April 12—November 15

Coordinators: Ivan Icra Sallcru

and Elena Reygadas

Open conversations
From April 12 to September 27

Session 1. Planning and anticipation

or food businesses

April 12

Instructor: Ivan Icra Salicrd

Participants: 23 food business proprietors

Session 2. Identity and image in a food business
May 3

Instructors: Jorge Lestrade and Rogelio Vazquez
Participants: 21 food business proprietors

Session 3. Menu pricing and standardization
May 17

Instructors: Lula Martin del Campo
Participants: 19 food business proprietors

Session 4. Work habits in food businesses

May 31

Instructors: llse and Ezra Aguilar (Bo Pasticeria)
Participants: 17 food business proprietors

Session 5. Calculation for the cost of recipes
June 14

Instructor: Ivan Icra Salicru

Participants: 14 food business proprietors

Session 6. The neighborhood food business
and culinary heritage

August 30

Instructor: Alvaro Ramos

Participants: 13 food business proprietors

Session 7. Solidarity gastronomy
September 12

Instructor: Alejandro Souza

Participants: 16 food business proprietors

Session 8. Eating like a mule-driver: Selling food
without a fixed locale

September 27

Instructors: Mariana Blanco and Jorge Linares
Participants: 16 food business proprietors

Direct advising on the premises

April 12—November 15

Led by: Ivan Icra Salicru

Participants: 6 food businesses: Bello Café,
Bodet Bookstore and coffee shop, Zukeros,
Estanquillo el 32, El rincén de Ray, La Focacheria

Cooking and Nutrition for Parents
and Children

October 29—November 26

Instructors: Tania Hidalgo and students from the
College of Gastronomy

Participants:18 parents and children

Healthy Food Workshop

February—March

Instructor: Alvaro Andrade
Collaborator: Fiorella Espinosa
Participants: 15 neighbors

Workshop on Cooking with Plants
from the Market

May 9—-June 13
Instructor: Raul Armando Gémez
Participants: 16 neighbors

The Land, the Vendor, and the Table
(Summer Workshop for Children)

July—August, 2017

Group 1 Children from 5 to 7 years old
July 24-28

Group 2 Children from 8 to 9 years old
July 31—-August 4

Group 3 Children from 10 to 12 years old
August 7-11

Group 4 Mixed ages

August 14-18

Instructors: José Camargo and Annette Rivera
with support from Oscar Nagore
Participants: 75 children from neighborhood
public elementary schools.

As a form of giving back, parents and children
collectively prepared marmalade following one of
the recipes created during the course, and they
gave it to the Alis community soup kitchen, which
serves people from the neighborhood with low
€CoNnomic resources.

Preserves Workshop

July—November

Instructors: Armando Gémez, Alvaro Andrade,
Aylin Sanchez, Miguel Iwadare and Miguel Ramos.
Participants: 45 tenants from the neighborhood

Cooking in Times of Austerity
September 30

Instructor: Alvaro Andrade
Participants: 12 neighbors

Healthy Cooking Workshops | and |l
September—November

Instructor: Armando Gomez
Collaborator: Fiorella Espinosa
Participants: 32 neighbors

Creative Cooking with Unusual
Vegetables Workshop

January—April
Instructor: Armando Gomez
Participants: 16 neighbors

As a form of giving back, the participants invented
recipes and distributed cookbooks in the Dalia
Market.

Workshop on Cooking with Ingredients
from the Milpa, Quelites and Proteins

June—July
Instructor: Andrés Chavez
Participants: 15 neighbors

Workshop on Conscious Cooking

and Eating for Teenagers

July—August

Instructors: Andrés Chavez, Armando Gémez and
Sami Esfahani

Participants: 19 youth between the ages of

15 and 25, students at the Centro Cultural y
Capacitacion Integral A.C.

Workshop on Traditional Cooking
from Milpa Alta

August

Instructors: Calpulli Tecalco A.C. (Angélica Palma,
Rosalba Rodriguez and Carmen Rodriguez)
Participants: 15 neighbors

As a form of giving back, the participants
distributed a cookbook with information about
ingredients from the cornfield to close neighbors.



Cooking Workshop for Young People:
Cooking with Neighbors

August—-September

Instructor: Horacio Aragén (from the Los sabores
del alma restaurant)

Participants: 17 neighbors between the ages of
15 and 25

Offering Quelites at the Table Every Day:
Cooking with Neighbors

October—November

Instructor: Jorge Alvarez (from the La casona del
sabor restaurant)

Participants: 18 neighbors

The cooking with neighbors workshops and the
conversation and workshop program “Eating Close,
Eating Together," resulted in a group of neighbors
who came together to think about a form of giving
back. They decided to prepare food for the children
of the evening shift of the school Ezequiel A.
Chavez. Angélica Palma directed the activity to
prepare a recipe for doughless tamales, made up
mostly of nopales.

The training program consists of the design

and implementation of technical and theoretical
training courses and workshops, whose contents
are determined through a process of evaluating
participants’ needs, motivations, and professions.
Tools to collect qualitative and quantitative data
are used and these help discover those fields

of interest that have the potential to become
consistent learning processes. This content is
defined and updated through an uninterrupted
process of conversation with the community.

The program'’s objective is to facilitate a training
platform for specific groups and to provide useful
tools that are able to improve the economy, as
well as the everyday environment and quality of
life, of the participants. By being implemented in
everyday lives, the knowledges and skills acquired
by the groups also have an exponential effect
within the neighborhood fabric.

Audio Production and Editing Course
July—August

Instructor: Félix Blume

Collaborators: Doppler Servicios/ Estudio 30/10
and Arte Sonico

Participants: 15 youth between the ages of 15
and 20 years old. The course was taught due to
the interest expressed by co-participants in the
group that worked with Erick Meyenberg, after the
process of working with the artist had ended.

Video Documentary Production

and Editing Course

August

Instructor: Manuel Trujillo “Morris”

Collaborators: Ricardo Nicolayevsky and Michael
Ramos-Araizaga

Participants: 13 neighbors

As a form of giving back, the attendees made a
short documentary about the neighborhood and
some of its characters.

Graphic Design Course |
September—October

Instructor: Santiago Solis

Collaborators: Jorge Garnica and editorial
illustrator David Nieto

Participants: 13 neighbors

As a form of giving back, the attendees made
posters to raise awareness about shared
problems in the neighborhood.

Graphic Design Course |l
November—December

Instructors: David Nieto and Jorge Mendoza
Collaborators: Francisco Mateos, Luis Miguel
Leon and Ricardo Salas

Participants: 12 neighbors

Graphic Identity Design Workshop
May—July
Instructor: Francisco Mateos

Participants: 9 designers from the neighborhood
and 9 local businesses owners

As a form of giving back, the attendees designed
graphic advertising materials for several
neighborhood food businesses, working closely
with them to define content that would respect the
business owners' sensibilities and identities.

Technical Support for Senior Citizens
(8 workshops)

May—December

Taught by neighbors:

Alejandro Camus, Margarita Morales,
Eduardo Rojano, Alejandra Hernandez
Participants: 18 senior citizens

The Thinking and Feeling Machine:

Children's Film and Animation Workshop
September 24—November 12

Instructor: ltzel Martinez

Collaborators: Ketzali Arreola and Liz Meville
Participants: 16 children between the ages of 8
and 12

Introduction to Audiovisual
Production Workshop

September 25—December 5
Instructor: Isabel Mufioz
Participants: 12 neighbors

Videogames Workshop
October 4—November 29
Instructor: Euridice Cabaries
Participants: 17 neighbors

Electronic Arts and Crafts Workshop
October 29—November 19
Instructor: Constanza Pifa
Participants: 22 neighbors

The Dignified Gaze: Visual Composition
and Harmony Workshop

November 9—December 7
Instructor: Ricardo Salas
Participants: 14 neighbors between
17 and 30 years

Participatory Journalism Workshop

March—July
Participants: 35 neighbors

Module 1: Introduction to Journalistic Language
Instructor: Raul Anibal Sanchez

Module 2: Heroes and Common Events
Instructor: Carlos Acufa

Module 3: Graphic Narrative
Instructor: lvan Mayorquin

Module 4: Cooperative Writing
Instructor: Vivian Abenshushan

Module 5: Writings and Images
Instructor: Verénica Gerber

In return, several neighbors published their texts in
the community newspaper Ribera/Rivera.

Craft your Neighborhood: Video Game
Workshop for Children and Tegnagers

March 4

Instructors: Mercedes Torres, Euridice Cabaries
and Ars Games

Participants: 14 neighbors between the ages

of 7and 14

Craft your Neighborhood: Video Game
Workshop for Parents and Children

September 30—November 25
Instructors: Paola Flores and Silvére Jarrot
Participants: 34 parents and children

As a form of giving back, the children put up
informative posters about some of the tree
species in the Kiosco Morisco square.

Graphic Narrative and Self-Publication
Workshop

October 11-December 6



Instructors: Berenice Medina
and Santiago Grijalva
Participants: 13 neighbors

In return, participants produced an anthology
that collected comics, essays, photographs,
infographics, and illustrated texts that was
presented to the group in January 2018.

Digital Migrants: Technical Support
for Senior Citizens

October—December

Instructors: young neighbors: Oscar Nagore,
Viridiana Gamifio, Lorena Jauregui, Diana Luna,
Yazzint Pantoja, and Alejandro Amezcua
Participants: 63 elderly neighbors

Designing Life: Sustainable Urban Design
Workshop

January 17-18

Instructor: Elias Cattan

Participants: 12 neighbors, architects, and urban
planners

This workshop was held as part of the exhibition
Living With Water: Getting to Know the Valley of

Mexico River Basin, that took place in the Geology

Museum.

Digital Migrants: Technical Support
from Youth Neighborhood

Due to the high demand, this was turned into an
on-going activity within the programming and a

larger call was generated both for participants and

for young facilitators.

Instructors: Dian Juarez, Yazzint Pantoja, Monica
Marentes, Alejandra Godinez, Emiliano Mendoza
and Miguel Sierra

Participants: 76 elderly neighbors

Creative Tutoring for Elementary School

Students: Homewark ... what's behind it?
March—May

Taught by: Anette Rivera, Tracy Cheveroni and
Angelina Martinez

Participants: 31 children in 4th, 5th, and 6th
grades from neighborhood schools

Blue planet. Exploring the House that We
Share (Summer Workshop for Children)

July—August, 2018

Group 1. Ages 5-8. July 23-27

Group 2. Ages 8—10. July 30—August 3
Group 3. Ages 10—12. August 6—10

Group 4. Mixed ages. August 13-17

Taught by by: José Camargo, Annette Rivera,
Angelina Martinez

Participants: 64 children from neighborhood
public schools

As a form of giving back, the children and their
families took care of harvesting the garden, they
classified the plants and their nutritional benefits,
and they gave them to their neighbors in nearby
stores and locales.

Boys and Girls' Writing School
April

Designed by: Roxanna Erdman
Participants: 12 children

Clothing Maintenance Workshop
May—June

Instructors: Fernanda Cué and Mariana Villeda
Participants: 36 neighbors

Santa Marfa Experimenta

April=July

Given by: Colectivo Experimenta Mexico
Participants: 53 neighbors

Spread the Word! Sound Engineering
Workshop

October—November

Given by: Andres Vargas "Ruzo"
and the Puentes team
Participants: 15 neighbors

Neighborhood Explorers: Disaster
Response Training for Parents and Children

November

Given by: Aisa Serrano, Andrea Mufoz
and Stephanie Garcia

Participants: 12 parents and their children

This series of activities serves to formulate,
present, and discuss common concerns among
neighbors. The program is proposed by the
community itself and seeks to create a space for
collective reflection, recreational experiences,
and neighborhood integration. The encounter
programs include neighborhood conversations,
film festivals and commentary, matinees and short
workshops proposed by the community.

Internet Radio Transmission: Actions for
Regenerating Green Areas in Santa Marfa
la Ribera

Radio broadcast over the Internet (Digital Culture
Center) for Earth Day. With participation from
several local agents related to practices of
ecological regeneration.

March 21

Facilitated by: Diego Aguirre, Abraham Bello,
Sergio Corona, Miriam Caraveo and Mauricio
Badillo

Participants: 15 neighbors

Introductory Talk on the Technigues of
Growing and Preparing Edible Mushrooms,

Herbal Medicine, and Natural Cosmetics
Date: July 22

Instructor: Biologist Gabriela Romero
Participants: 18 neighbors

Projection of the Documentary Bones
Brigade. An Autobiography.

Date: March 19

Participants: 18 youth who practice skateboarding

in the Kiosco Morisco square

Film Cycles and Projections with
Commentary

The film cycles are proposed by neighbors who
take responsibility for programming movies that
speak to their interests that could generate
collective reflection over some common concern
due to their theme.

Film Cycle: Ripe Fruits are the Sweetest
March 9—April 6

Coordinated by: Margarita Morales
Participants: 15 neighbors

Film Cycle: Common Hero, Cinematographic

Reflections on Everyday Life

April 13—May 4

Facilitators: Isabel Mufioz and Gibran Ramirez
Portela

Collaborators: Alejandro Guzman, lizel Lara,
Alejandro Gerber, Claudia Sainte-luce and Sonia
Franco

Participants: 40 neighbors

Ways of Seeing: Projection of Short Films
August 31

Facilitator: Isabel Mufioz

Participants: 13 neighbors

Neighborhood Conversations

This series of dialogues was launched by
neighbors working on projects aimed at creating
communal benefits for the neighborhood.

They were invited to Casa Gallina to voice

their concerns and the motivation behind their
initiatives in order to see how their impact could
be bolstered by an input of help from yet more
neighbors.

From the Bush to the Cup: The Present and

Future of Coffee in Mexico

February 25

Coordinator: Abraham Bello

Participants: 21 neighbors, including owners of
local coffee shops



Multi-barter Networks Generating Social
Value through Exchange

April 23

Facilitators: Emma Villanueva and Edith Caballero
de Multitrueke Mixhuca

Participants: 18 neighbors

Reading, what for? The Importance of
Neighborhood Reading Groups for the

Community

May 28

Facilitators: Perla Espinola, Marta Garrido,
Maria Teresa Ferriz and Bernardo Plascencia
Participants: 14 neighbors

Stories for Enjoying the Neighborhood
July 16—August 6

Coordinated by: Perla Espinola
Participants: 10 neighbors

Imagining the City: Role-Playing
September 1

Coordinated by: Jorge Armando Ibarra
Participants: 14 neighbors

Projection: Everything is a Remix

September 6
Participants: 14 neighbors

Mapping Nature: Santa Maria la Ribera,

Guided Tours on Recognizing Urban Trees
September 24 and October 1

Coordinated by: Lourdes Cruz Teran

and Ivan Pérez Samayoa

Participants: 19 neighbors

From the Plant to the Cup:
Adopting Coffee Trees

May 11

Taught by: Abraham Bello and Jocelyn Ramos
Salas

Participants: 25 owners of local coffee shops,
who each adopted one of the plants cultivated for
the co-participation project organized by Edgardo
Aragén

Mapping Nature: Walks Placing Signs about

Local Trees

Date: May 23

Coordinated by: Estanquillo el 32: Lourdes Teran
Cruz and Ivan Pérez Samayoa

Participants: 12 neighbors

Film Cycle: The Community Is All of Us
June—July

Programmed by: Pavel Valdez

Participants: 43 neighbors

Cycle: Film and the City

July—August

Programming: Silverio Jarrot and Paola Flores
Participants: 32 neighbors

Conversations about Vegetable Gardens
and the Environment

June—August

Rafael Mier “Mexican Corn”

Dante Aguilar “Harvesting Seeds: Rescuing
Mexican Agri-food Diversity”

Lourdes Cruz Teran “Restoration

of Urban Natural Spaces”

Javier Chapado “Forest schools”
Participants: 53 neighbors

Matinee to Imagine a City with Abundant
Clean Water

July 5
Instructor: Anette Rivera
Participants: 23 parents and children

Raising Ecological Awareness Workshops
for Parents and Children

June—August
Instructor: Huitzil, for a sustainable future A.C.
Participants: 34 parents and children

Synergies groups a countless number of specific
actions in the neighborhood web to create
alliances and creative acts that have an impact

on the community’s imagination, or that act as
detonators for generating citizen consensus for
local benefit. Likewise, Synergies promotes
mutual aid initiatives and networks of economic
and professional collaboration.

The mutual aid initiatives can encompass
dissimilar fields of action or frameworks of
collaboration, as well as processes of differing
durations and forms of support, such as graphical
interventions for local businesses’ shutters,
exhibitions at the Geology Museum, and the
installation of community gardens, among others.
The fundamental objective of Synergies is to
encourage local economies to engage in a spirit
of collaboration, mutual aid, and solidarity. This
platform seeks to energize the neighborhood's
social life, and the social efficiency and benefits
that are provided as services within the
neighborhood.

Neighborhood Bonding Experience
Coordinator: Fernando Garcia Dory

Participants: Rafael Maya, Alfonso Badillo, Mario
Cordero (+), Felipe Solis, Fernando Sandoval,
Ing. Humberto Yosef, Lic. Arturo Vera, Miguel
Soto, Porfirio Rodriguez (Pillo), Gaspar Miranda,
Fortino Garcia, Carlos Paz (el Yuca), Gregorio (el
Giiero) and David Contreras

Fernando Garcia Dory worked with a group of
neighbors and friends who had solid affective
bonds to collaboratively design and produce a
short pop-up book; the final product integrated
the life narratives of the people who made up the
group and their dynamics of mutual support and
internal cooperation.

Support and Installation of Community
Vegetable Garden

September—October 2016

Instructor: Lourdes Cruz

Location: In the neighborhood

Participants: 10 people. Residents of the Torres
Bodet 233 property, as well as residents of
surrounding streets

Support and Installation of School
Vegetable Garden

From February 7 to March 14

Coordination: Lourdes Cruz Teran

Location: Elementary school Republica de Cuba
Participants: 36 Second-grade students from the
school. 2 professors

Imagining Biocities (Booth at the bth

Encounter with the Land)

Date: April 2

Instructors: Ketzali Arreola, lvan Pérez Samayoa
and Lourdes Cruz

Participants: 800 adults, 90 children assisted in
tree placement tours and children’s workshops in
the booth

Support and Installation of Community
Gardens in Neighborhood Domestic Spaces

November—December

Coordinated by: Armando Volterrani
Participants: 12 neighbors

Collective spaces were made suitable for
growing food, facilitating access to public and
neighborhood spaces for local residents in three
different spaces in the neighborhood: el Reloj
Bakery, the Edificio Naranjo on the corner of
Carpio Street and at one participant’'s home.

A Solidarity Initiative for Sharing Tools

and More

Date: Since June 2017

Hours: Tuesday 3—6 pm, Thursday 10am—1pm,
Saturdays 11am—2pm

Participants: 201 people enrolled, 588 tools and
utensils loaned

Date: Starting in July 2017
Hours: Monday—Thursday from 3pm to 6pm,
Fridays and Saturdays 11am—2pm

In 2018, the Salon Huev@ focused on specific
themes related to certain activities:



Responsible Clothing Consumption

From July to August, the Salén Huev@ space was
used to think about the importance of conscious
consumption and the clothing industry. Several
neighbors participated in a program of workshops,
film cycles, and talks.

Open Sessions on Patching and Darning
by Hand

July—August
Instructors: Fernanda Cué and Mariana Villeda
Participants: 19 neighbors

Open Sessions on Making Bags from
Recycled Clothing

July—August
Instructor: Mariana Villeda
Participants: 23 neighbors

Film Cycle “Clothing, Industry, and Us
August

Instructor: Emiliano Villalba

Participants: 17 neighbors

You're Dressing Yourself Already?
August

Instructor: Tracy Cheveroni

Participants: 20 parents and their children

Film Cycle "What We Wear, What We Say”

Date: August—September
Instructor: Georgina Navarrete
Participants: 23 neighbors

Will You Let me Take a Phota?

September
Led by: Dorian Ulises Lopez (@mexicano_mx)
Participants: 18 neighbors

Eating Close, Eating Together
Program of Cooking Workshops and Talks

Between October and November, Miguel Iwadare
coordinated a program of talks, film projections,
and cooking classes in which people reflected

on the social rituals related to food and the
sustainable exercise of culinary traditions in the

Valley of Mexico, such as cultivation in milpas
and chinampas.

October—November

Led by: Miguel lwadare, Calpulli Tecalco A.C.,
Fernando Chiapa

Participants: 22 neighbors

Eating Together: Film Cycle about
Food and Affect

October—November

Coordinators: Miguel lwadare, Horacio Aragon,
Gibran Ramirez Portela

Participants: 32 neighbors

The artist Edith Medina designed and led a
program focused on critical reflections about
the excessive use of plastics and the alternative
of bioplastics that could help counteract
contamination.

Film Projection: Oceans: The Mystery
of Disappeared Plastic

November
Coordinator: Edith Medina
Participants: 23 neighbors

Workshop on the Production of Starches,
Flours, and Bioplastics

November
Instructor: Edith Medina
Participants: 15 neighbors

Matinee of Short Films for Children

November
Led by: Maria Cristina Torres
Participants: 5 parents and children

Natural Cosmetics Workshop
November

Instructors: Edith Medina

and Maria Cristina Torres
Participants: 19 neighbors

Workshop on Making Natural Glues
for Use at Home and School

November
Instructor: Andrea Arias
Participants: 18 neighbors

Ongoing program that occurs the first Tuesday
of every month. Started in October 2017. 12
neighbors attend each dinner

An ongoing program that occurs once every two
months. Started in February 2018. 12 neighbors
and one guest from outside the neighborhood
attend every event

Guests: Luis Lopezllera, Angélica Palma,

Oscar Hagerman, Martha Turok and Enrique Ortiz;
and in the 16 to 22 age-range category,

Gabriela Morales

Water and Soil: Resources for the Life and
Benefit of All (Booth at the 6th Encounter
with the Earth)

Date: April 22

Instructors: José Camargo Angeles and Angélica
Cortés

Participants: Approximately 1,000 attendees to
the workshops and guided visits to the Geology
Museum

(Stage 1)
Coordinated by: Clarisa Moura
November 2014—-October 2015
4 businesses + (2 light boxes) Bello Café/ José
Daniel Morales, Family sewing workshop. Sastreria
Marilu/ Joze Daniel Morales, Distribuidora Gilly.
Beauty products/ Mora Diez, Specialized services.
Repair and maintenance of domestic appliances/
Colectivo Zoveck, Nisi. Nail's Clinique/ Hugo
Mendoza, Anteojeria Metropolitana/ Ana Laura
Hernandez

(Stage 2)

Starting with this stage, the project was
coordinated by inSite/Casa Gallina team.

May 20186, 8 businesses: Cleaning products
Regis / Karen Vega, Hairdresser Fresno / Carmen
Camacho, PC Guru. Your computational guide
/ Ana Laura Hernandez, Pepe Pollos. Roasted
chicken/ Karen Vega, Gaxel Estética/ Alejandro
Garcia, GDE Publicity. Printing and digital
printing/ Andrés Ramirez, ORG. Specialists

in repairing household appliances / Heby
Lucas,Tamaleria Cintli/ Jimena Vidal

October (Stage 3)

8 businesses: High Fiber Bread. Bakery/ Xiadani
Calderodn, Pastry Shop Hidalgo/ Miguel Angelo
Sanchez, Star Dental. Dentist Office/ Lorena
Jauregui, Tailor Shop La Esperanza/ Juan Pablo
Guzman, Top BB. A whole world of items for
clowns and costumes for children and adults/ Ivan
Alvarez, Grinders and Tortillas Shops La Dalia/
Heby Lucas, Snack Bar La Hidalguense/ Cristina
Garcia, Pharmacy Morisko/ Alejandra Torales



(Stage 4)
July 2017, 6 businesses + 1 stand within La
Dalia Market: Servicio Morales/ Gibran Turén,
Laundry Service Express One/ Karina Oropeza,
Maintenance service San José/ Cynthia Ceron,
Stand Las Cazuelas/ Lorena Jauregui, Estética
Yoss/ Luz Yépiz, Golden Spa y Golden Salon.
Unisex Nails and Beauty Salon/ José Daniel
Morales, Economical kitchen Esta es mi tierra/
Gibran Turén

(Stage 9)

April 2018, 5 businesses: Fonda Gourmet Juliz/
Mariana Aranda, Planchaduria Mirry/ Sonia Pérez,
Tortas Tio Pepe/ Ledn Barrios, Farmacia San
Rafael/ Larissa Loza, Fonda Los sabores del alma/
Rocio Ameyali & Angel Ramon Flores

Universe 4 - Zoo 1: A Cabinet of the Animal
Kingdom (exhibition)

From February 2—April 3, 2016

Creative co-participation: Ulises Figueroa and
Maria Teresa Ferriz

Educational dynamics: Ketzali Arreola and the
museum'’s host team.

Location: Geology Museum

Participants: 800 attendees. 7 public schools.

A Minimal Botanical Atlas of Santa Marfa la
Ribera (Exhibition)

From February 15—May 14 2017

Research: Estanquillo el 32 Collective (Lourdes
Cruz Teran and Ivan Pérez Samayoa)
lllustrations: Mariana Magdaleno

Educational dynamics: Ketzali Arreola and the
museum'’s host team.

Location: Geology Museum

888 attendees: 702 students, 60 teachers, 126
adults. 5 public schools.

Living with Water: Getting to Know the Valley

of Mexico River Basin (exhibition)
November 2017—-March 2018

Research: Elias Cattan

Photo essay: Alex Dorfsman

Activation: Angelica Cortés, Geology Museum’s
host team

Location: Geology Museum

Participants: 1342 attendees (students, parents,
and teachers). 6 public schools.

Dust: A Critical Reflection on the Impact of

Mining in Mexico (exhibition)

From April 16—August 18, 2018

A Miguel Fernandez de Castro project
Activations: Angeélica Cortés, Jos¢ Camargo
Angeles, host team, Geology Museum
Location: Geology Museum

Participants: 623 attendees. 4 public schools.

Allende-Apollo XI

From December 4—March 10, 2018

A Fernando Bryce project

Activations: Cecilia Pompa

Location: Geology Museum
Screen-printing: Arturo Negrete (Taller 75°
Grados Color)

The Book of Pets

Texts: Bernardo Esquinca
Photographs: Eunice Adorno

Print run: 2,000 copies. Distributed free of cost
to participants in the book, neighborhood public
schools, attendees at Casa Gallina's workshops,
coffee shops, offices, and local collectives.

lconaclasistas, Chronicle and Tools for
Collective Mapping

November 2015

Print run: 2,000 copies. Distributed free of cost
among participants in the mapping project, 12
public schools in the neighborhood, attendees at
Casa Gallina's workshops, local collectives, coffee
shops and offices, neighbors interested in the
issue of real estate speculation.

Rivera Ribera. Periodic Publication with

Community Participation

August 2016—March 2018 (10 issues)

Editors: Raul Anibal Sanchez Vargas and Rodrigo
Castillo

Print run: 2,000 copies per issue (20,000 total)
Participants: 87 collaborators, distributed free of
cost in 52 sites in the neighborhood.

La Dalia. A Market with Tradition in Santa
Maria la Ribera

Text: Roxanna Erdman

lllustrations: Manuel Monroy

Print run: 1,000 copies

Distributed free of cost in 6 public schools, to
summer school attendees in 2017, in 300 sites
in La Dalia market, and to residents with children
under 12 years of age.

A Minimal Botanical Atlas of Santa Maria la
Ribera

Research: Estanquillo el 32 Collective (Lourdes
Cruz Teran and Ivan Pérez Samayoa)
lllustrations: Mariana Magdaleno

Print run: 1,000 copies

Distributed free of charge in 15 public schools
(6 elementary schools, and 9 high schools and
preparatory schools), 100 locations in La Dalia
Market, to attendees of the garden workshops, to
7 local organizations and collectives.

Living with Water: Getting to Know the Valley
of Mexico River Basin

Research: Elias Cattan
Photo essay: Alex Dorfsman
Print run: 1,000 copies

Distributed free of charge in 15 public schools
(6 elementary schools, and 9 high schools and
preparatory schools), attendees at workshops
about ecological products, 12 local organizations
and collectives.

Geology for Earthlings
Texts: Roxanna Erdman
lllustrations: Ulises Mora
Print run: 1,000 copies

Distributed free of charge in 20 schools (9
elementary schools, 7 high schools and 4
preparatory schools); 12 local organizations and
collectives; 60 attendees to the 2018 summer
courses; neighbors in general.

Neighborhood Flavors: Culinary Identity in
Santa Marfa la Ribera

Text: Miguel Iwadare
Photography: Natalia Gaia
Print run: 1,000 copies

Distributed free of charge in 25 food businesses
and stands; 20 schools (9 elementary schools,
7 high schools, 4 preparatory schools); 12

local organizations and collectives; neighbors in
general.

Disaster Self-Organization Manual

Print run: 1000 copies

The copies were distributed for free at ten
elementary, high, and preparatory schools in the
area, as well as to the neighbors in general, who
received five to ten copies per person for them
to distribute among their close friends and family.
The Workshop for Children: Organization in the
Face of Disaster was designed based on this
manual.



This platform includes contextual interventions
commissioned to artists and agents in
residence. They were aimed at developing
works of creative collaboration with specific
groups in the neighborhood that were based on
procedural dynamics of collective interest. The
Co-participations are the result of research
residencies and are materialized as processes
of group dialogue, with the goal of creating an
artistic piece or a cultural device in the medium or
long term.

The Wheel Bears No Resemblance To a Leg

The Wheel Bears No Resemblance To a

Leg, Erick Meyenberg in collaboration with

the Lobos marching band from the Colegio
Hispanoamericano high school. The process took
place between February 2014 and June 2016
and was curated by Osvaldo Sanchez and Josefa
Ortega.

During the co-participation process, training
activities were carried out with the aim of
expanding the abilities, creative faculties, and

the aesthetic and cultural experiences of the
members of the marching band. As the final act
of that process, the group performed a type of
flash mob in the Forum Buenavista shopping mall.
A complex display of sound and choreography
clearly represents the analogy between routines
of power, military corporeal language, and the
gears of the economic and social machine. For
the resulting piece, Meyenberg made a video
installation on three screens that contains

the edited version of the different moments in
which he worked with the group; it included the
intervention in the mall and is a record of a series
of actions that the marching band carried out in
places such as the Monument to the Revolution,
Tlatelolco, and the Colegio Hispanoamericano.

Complete fact sheet for the piece:

The Wheel Bears No Resemblance To a Leg,
2014-16

Video installation

3-channel projection

Length: 16’ 8"

Artist: Erick Meyenberg

Piece commissioned and produced by: inSite/
Casa Gallina, México, 2014—16.

Curators: Osvaldo Sanchez and Josefa Ortega/
Production coordinator: Sergio Olivares/
Photography: Julien Devaux, Katri Walker and
Erick Meyenberg/ Editing: Martha Uc and Erick
Meyenberg/ Live sound recording: Félix Blume
and Raul Locatelli/ Musical composition:
Alejandro Castanos/ Sound Design: Félix

Blume and Erick Meyenberg/ Choreographic
design: Nadia Lartigue and Esthel Vogrig/ Color
correction: Jorge Romo/ Costumes: Adriana
Olivera/ Production assistant: Mariano Arribas/
Co-participants: Antonio Tapia (Director of the
Banda de Guerra Lobos), Ernesto Berumen
Herrera, Abigail Diaz Gomez, Cassandra ltzel
Gaona Hernandez, Jaqueline Michelle Gutiérrez
Garcia, Julio César Hernandez, Amanda Martinez
Bordona, Leslie Mejia Ramos, Mauricio Morales
Nolasco, Moises Morales Nolasco, Mariana
Mudrow Bernal Ramirez, Axel Ortiz Moreno,
Carolina Ortiz Ramirez, Karla Pech Sotelo, Natali
Rodriguez, José Antonio Rodriguez Delgado,
Diego Rodriguez Hernandez, Luz Montserrat
Rodriguez Ornelas, Alan Job Rubio Gonzalez,
Elisa Pilar Salazar Gaitan, Brenda Strempler
Alcibar, Jassina Torres Kassab, Sebastian Varguez
Lopez, Gerardo Gabriel Victorino Gémez,
Samanta Zagal Aquino, Arantza Zamora Esquivel
(members of the Lobos marching band of the
Colegio Hispanoamericano). Interlocutors in the
presentation of the proposal: Alexander Apostol,
Héctor Bourges and Gerardo Suter

We are grateful for support from: Alexander
Apostol, Ander Azpiri, Héctor Bourges, Abraham
Cababie, Lidia Camacho, Muna Cann, Graciela
de la Torre, Arturo Delgado Fuentes, Daniel
Garza Usabiaga, Gabriel Heads, Gerardo
Hernandez, Pamela Horita, Jorge Jiménez
Renteria, Héctor Lopez, Juan Melia, José Luis
Paredes, Horacio Pefia Flores, Francisco Javier
Rivas Mesa, Gerardo Suter, Jorge Vargas, Karina
Vargas, the Costume Warehouse of the National
Theater Coordination of National Institute of
Fine Arts (INBA), Centro Cultural del Bosque,
Centro Cultural Universitario Tlatelolco, Colegio
Hispanoamericano, Digital Dreams, Fonoteca
Nacional, Grupo GICSA/ Plaza FORUM,
University Contemporary Art Museum and the
Chopo University Museum. This project was
made possible thanks to support from the Jumex
Contemporary Art Foundation.

| Am Mandala

| Am Mandala. Cadu in collaboration with Las
chicas de ayer, hoy y siempre dance club. The
process was carried out between March 2014
and November 2016 and was curated by Osvaldo
Sanchez and Violeta Celis.

| Am Mandala became an intimate ritual in which
women from the dance club Las chicas de

ayer, hoy y siempre unwound a large crocheted
mandala while they danced to a choreography
that was inspired by their favorite danzones. This
co-participation process, which lasted for more
than two years, saw the artist work with a group
of elderly dancers. The resulting work was highly
charged with strong emotions that significantly
impacted each of the participants, causing them
to reconsider the way they perceive themselves,
as the construction of identities other than the
established roles of grandmother, mother, wife.
The resulting piece is a video installation that
consists of of 8'02" video and a second mandala
crocheted as a remnant of the first.

Complete information sheet for the piece:

| Am Mandala, 2014-16

Video installation

Length: 8'02"

Artist: Cadu

Piece commissioned and produced by: inSite/
Casa Gallina, México, 2014—-16.

Curators: Osvaldo Sanchez and Violeta Celis/
Production coordinators: Sergio Olivares and
Mariano Arribas/ Social service: Rocio Sanchez/
Production of the woven mandala: Tejiendo
otro mundo Collective: Ana Karen San Emeterio,
Claudia Isela Jaloma, Maria Margarita Bustos,
Alma Origel, Andrea Anaya, Paola Orejarena,
Sandra lv. Porras, Edith Lujan, Claudia Cruz and
Esperanza Palomino/ Choreographic design:
Esthel Vogrig/ Main camera: Katri \Walker.
Secondary camera: Paulina del Paso/ Live sound
recording: Félix Blume/ Photography: Hardy
Martinez/ Location: Julio Castillo Theater (INBA)/
Musical improvisation for audio editing: Dario
Bernal Villegas (Percussions) and Ramén del
Buey (Clarinet)/ Sound production and audio
editing: Demian Lara/ Additional sound material:
Feélix Blume/ Video editing: Martha Uc/
Co-participants: Dance club Las chicas de

ayer, hoy y siempre: teacher Juana Maria Urbina
Esparza, Teresa Mendoza Hernandez,

Gloria Hernandez Moreno, Maria del Carmen
Muroz Lavalle, Maria Elena Rivera Sil (+),
Rosario Rodriguez Moreno, Gloria Guadalupe
Rangel Basurto, Delia Alcaraz Martinez, Maria
Elena Garcia Bedolla, Estela Ramirez Flores and
Francisca Santamaria Sanchez. Interlocutors in
the presentation of the proposal: Magali Lara,
Galia Eibenschutz and Carlos Arias

We are grateful for support from: Marta Turok,
Lydia Lavin, Magali Lara, Galia Eibenschutz,
Carlos Arias, Juan Melia (National Theater
Coordination of INBA), Alfredo Castillo (Theater
Coordination Julio Castillo) and Maria de la Luz
Gonzalez (Sastreria Marilt)

Broken Teeth

Broken Teeth, Mauricio Limén in collaboration
with Hannia Fernanda Colin Melo, Oscar Jesus
Ocaiia Garcia, and Los Forasteros de la salsa
dance group. The process was carried out
between July 2014 and November 2015 and was
curated by Osvaldo Sanchez and Josefa Ortega.

The co-participation process included sessions
for exchanging knowledge and learning between
the co-participants in which they practiced
improvisation and the creation of choreographic
routines. These dynamics sought to provoke
exchanges between dance and boxing, with the
goal of enhancing the creative possibilities of both
types of knowledge. As the culmination of this
co-participation process, Limén invited the group
members to film a series of improvisation sessions
among the participants. The filmed material was
edited to become the final piece that is shown as
a two-screen video installation. As a closing event,
the group was invited to the same theater where
the filming occurred to see the final result of the
piece.

Complete fact sheet for the piece:

Broken Teeth, 2014—-15

Video HD/2K

Two-channel projection

Length: 17'26"

Artist: Mauricio Limén

Piece commissioned and produced by inSite/
Casa Gallina, Mexico, 2014—-15

Curators: Osvaldo Sanchez and Josefa Ortega/
Production coordinator: Sergio Olivares/ Lighting:
Diego Garcia/ Photography: Diego Garcia, Marco



Casado/ Editing: Mauricio Limon/ Live sound
recording: Axel Mufioz/ Sound design: Félix
Blume/ Fixed photography: Fernando Etulain/
Color correction: Lisa Tillinger/ Musical band:
Pascualex Contreras M./ Production assistance:
Mariano Arribas/ Costume Assistance: llian
Castarieda and Nancy Brown/ Co-participants:
Hannia Fernanda Colin Melo, Oscar Jesus
Ocafia Garcia, Dance troupe Los forasteros de la
salsa, made up of: Heberto Garcia Novelo, José
Montolla Garcia, Angel Alejandro Pérez Oramas
and Rafael Zuniga Rivera.

Special thanks to: Luis Mdahuar, Nancy Brown
and Sofia Lara. Interlocutors in the presentation
of the proposal: Magali Lara, Ricardo
Nicolayevsky y Vicente Rojo Cama

This project would not have been possible
without support from: the Cuauhtémoc
Delegation, American Apparel and the Tamayo
Contemporary Art Museum. And the collaboration
of: Magali Lara, Ricardo Nicolayevsky and Vicente
Rojo Cama.

Mestizo

Mestizo, Omar Gamez in collaboration with
Marco Antonio Garcia Cruz, Emmanuel Barbosa
Bernal, Christian Hernandez Hernandez and
Juan Carlos Pérez Hernandez (neighborhood
models). Alejandra Guevara, Carlos Martinez,
Oscar Suarez, Humberto Yépez, Jorge Alderete
(Committe made up of cultural agents and
neighbors from Santa Maria la Ribera in the first
phase of the project). The process was carried
out between September 2014 and April 2016
and was curated by Osvaldo Sanchez and Violeta
Celis.

This co-participation process lasted for two
years and began with the artist’s initial proposal
to design a neighborhood male beauty contest.
During this first stage, he worked with a group

of five neighbors and cultural agents from Santa
Maria la Ribera. Later, the project was restructured
and concentrated on carrying out photography
sessions with four neighborhood men of different
phenotypes. The selection of the neighbor-
models sought to generate a critical focus in
relation to how the predominate prototypes of
male beauty are perpetuated. The construction
of the photographic images was carried out in
correspondence with the subjectivities of the

participating models and in collaboration with
different neighborhood agents: a seamstress

and a fashion design student from the CECATI in
the neighborhood. Their costumes were inspired
by their own stories of resistance and everyday
struggle and they served as a source to integrate
a phrase into each image that referred to a less
stereotyped and more multicultural perception of
masculinity. Printed postcards of the photographs
were produced on the back of which the life story
of the neighborhood models was told. The final
piece concluded with a series of four large-format
photographs displayed in the Forum Buenavista
shopping mall and some gyms in the area, where
the postcards were also distributed.

Complete fact sheet for the piece:

Mestizo, 2014-16

Series of 4 large-scale photographs printed on
vinyl with postcards.

Artist: Omar Gamez

Piece commissioned and produced by inSite/
Casa Gallina, México, 2014—16.

Curators: Osvaldo Sanchez and Violeta Celis/
Production coordinator: Sergio Olivares and
Mariano Arribas/ Photography: Omar Gamez/
Photographic Production: Benjamin Alcantara and
David Reyes/ Costumes and accesories: Gustavo
Garcia-Villa and Rafiki Sanchez/ Costume design
assistant: Maria de la Luz Gonzalez (Sastreria
Marilt)/ Make-Up: Ana Gutiérrez/ Hair cuts:
Mayra Jazmin (Estética d’Marco)/ Catering: Los
sabores del alma (Economic fund)/ Location:
Felipe Mérida/ Vinyl photo printing: Imagenes
vanguardistas/ Paper printing (postcards): Offset
Santiago/ Co-participants: Marco Antonio Garcia
Cruz, Emmanuel Barbosa Bernal, Christian
Hernandez Hernandez and Juan Carlos Pérez
Hernandez (neighborhood models). Alejandra
Guevara, Carlos Martinez, Oscar Suarez,
Humberto Yépez, Jorge Alderete (Committee
made-up of cultural agents and neighbors from
Santa Maria in the first phase of the project).
Interlocutors in the presentation of the proposal:
Itala Schmelz and Luis Vargas Santiago

We are grateful for support from: Luis Vargas-
Santiago, Itala Schmelz, Luis Miguel Leon, Plaza
FORUM Buenavista, Coloso Gym (Benjamin
Vanegas) and Performance Fitness Gym/
Sucursales Jaime Torres Bodet, Plaza Morisko
(Elmer Torres) and Cristal and Acero

Universe 4 - Zoo 1: A Cabinet of the Animal
Kindgom

Universe 4 — Zoo 1: A Cabinet of the Animal
Kingdom, Ulises Figueroa in collaboration with
Maria Teresa Ferriz, a neighbor who runs a book
exchange project outside her house and worked
for many years as a librarian at the Natural History
Museum. The process was carried out between
April 2015 and March 2016 and was curated by
Osvaldo Sanchez and Josefa Ortega.

Ulises Figueroa, in collaboration with neighbor
Maria Teresa Ferriz, designed a device for
disseminating natural science and reading

to children and youth in the neighborhood of
Santa Maria la Ribera. The project consisted of
activating a museum space between February
and March 2016 at the UNAM's Geology Museum,
an emblematic institution in the area. The device
was conceived as a cabinet with content focused
on the animal world and ecological devastation.
The activation of the device in the museum
included the implementation of educational
dynamics, in which 800 schoolchildren, as

well as groups of neighbors of different ages
interested in ecological issues, participated.
These activities stimulated attendees' imagination
and creativity, reinforcing a critical perspective

of the ecological footprint generated by human
beings. The dynamics were rooted in a museum
exhibit through a playful approach to scientific
knowledge.

Complete fact sheet for the piece:

Universe 4 — Zoo 1: A Cabinet of the Animal
Kingdom, 2015-16

Museum exhibit for educational activations.
Artist: Ulises Figueroa

Piece commissioned and produced by inSite/
Casa Gallina, México 2015—-16

Curators: Osvaldo Sanchez and Josefa Ortega/
Production coordinator:

Sergio Olivares/ Production assistants: Mariano
Arribas y Salomén Mendoza/

Design and implementation of educational
dynamics: Ketzali Arreola in collaboration with
the hosts from the Geology Museum/ Co-
participants: Maria Teresa Ferriz. 800 participants
in the museum activities. Interlocutors in

the presentation of the proposal: Marianna
Dellekamp, Victor Palacios and Felipe Zuniga

Thanks to: Luis Espinosa Arrubarrena, Guadalupe
Fragoso, Severiano Lopez, Geology Musem,
Natural History Museum, Cordova Plaza, Déjate
Querer, Marianna Dellekamp, Victor Palacios and
Felipe Zuniga

Collective Mapping

Iconoclasistas (Julia Risler and Pablo Ares)
Participants in the workshops and mappings:
Gabriela Galvan, Elena Ibafez Bravo, Irene
Andrade, Gabriela Amor, Paloma Rivera Uribe,
Maria de los Angeles Hernandez, Luis Miguel
Barro, Guadalupe Cristobal, Sergio Corona,
Carlos Atl, Daniela Fontaine, Brenda Raya, Uriel
Arteaga, Brenda Strempler, Diego Carrasco, and
almost 200 participants in the street mapping
exercises.

From May to September 2015, the Argentinian
collective Iconoclasistas coordinated a number
of collective mapping exercises with local
neighbors. After a period of researching the
territory, the collective called on neighbors to
jointly carry out critical maps of the neighborhood
related to different aspects of the quality of life,
such as: infrastructure, green areas, the use of
public space, types of transportation, the state of
housing, real estate development, among others.
During a period of almost a month, Iconoclasistas
led different practices of collective mapping, some
at Casa Gallina and others in distinct emblematic
points around the neighborhood: the Alameda
park, La Dalia Market, and the Church of the Holy
Spirit. As a result of this process, an interactive
print was produced, as well as a publication
summarizing the process and the tools designed
to carry out the mapping. Both publications were
distributed free of charge to neighbors, schools,
libraries, coffee shops, and other meeting places
around the neighborhood.

Tropical Depression

Tropical Depression, Edgardo Aragoén in
collaboration with Abraham Bello and Joel
Garcia and a musical band made up of Barush
Fernandez, Israel Rosales, Diego Sanchez and
Adriana Santiago. The process was carried out
between June 2015 and April 2017 and was
curated by Osvaldo Sanchez and Josefa Ortega.



During the co-participation process, Edgardo
Aragén invited two neighborhood youths:
Abraham Bello, coffee shop owner and Joel
Garcia, a sound system DJ who plays Colombian
music, to carry out the complete process of
sowing, cultivating, harvesting, and preparing
coffee on a piece of land in the neighborhood.
During this period, Joel accompanied the moment
of sowing with cumbias and he danced for the
plants, inspired by ritual cultivation practices
from Colombia. A short time later, while the
plants were growing, a musical group made up
of different neighbors improvised an experimental
concert guided by the Aztec death whistle;
multiple strobe lights covered the plants before
they were harvested and consumed during an
intimate encounter between Joel and Abraham.
The resulting final piece was a two-channel video
installation. As a closing event for the process,
Abraham invited neighbors with coffee shops to
a talk about the implications of producing coffee
locally.

Complete fact sheet for the piece:

Tropical Depression, 2015-17

Video HD/2K

Two-channel Projection

Length: 23’

Artist: Edgardo Aragén

Piece commissioned and produced by inSite/
Casa Gallina, México, 2015-17.

Curators: Osvaldo Sanchez and Josefa Ortega/
Production coordinator:

Sergio Olivares / Lighting, photography,
editing, and color correction: Edgardo Aragon/
Live sound recording: Isabel Muiioz and Axel
Mufioz/ Sound editing: Demian Lara/ Production
assistants: Mariano Arribas and Alfredo Mora/
Co-participants: Abraham Bello and Joel
Garcia and a musical group made up of Barush
Fernandez, Israel Rosales, Diego Sanchez

and Adriana Santiago. Interlocutors in the
presentation of the proposal: Ale de la Puente,
Fernanda Mejia and David Miranda.

Five Invisible Haiku

Five Invisible Haiku. Eduardo Navarro in
collaboration with lan Pasaran Rodriguez. The
process was carried out between July 2015 and
December 2017 and was curated by Osvaldo
Sanchez and Violeta Celis.

The co-participation process between Eduardo
Navarro and lan Pasaran Rodriguez, a former
student of the neighborhood's School for the
Blind and the Deaf-Mute, lasted for two and a half
years. The project consisted of jointly generating
a synesthetic public experience based on the
creation of five flavors. Each flavor was related to
a haiku that lan proposed based on a memory or
personal experience. In turn, the five haiku were
related to five concepts that the artist proposed to
lan: affect, distance, time, light, and space. After
creating the haiku, five flavors were produced in
candy form by professional flavorists.

The candies functioned to catalyze the flavor of
the experience and were the guide that Navarro
and lan used to produce a series of five sculptural
objects, each one related to one of the flavor-
haiku. The resulting final piece presented the
objects (a product of the experience between the
artist and his co-participant) hidden within five
wooden boxes. These were set up in the patio

of the school for the blind, inviting students and
neighbors to taste the candy-haiku while they
touched the objects. The piece was experienced
by 186 people in Santa Maria la Ribera.

Complete fact sheet for the piece:

Five Invisible Haiku, 2015-17

A public sensory experience.

Artist: Eduardo Navarro in collaboration with lan
Pasaran Rodriguez

Piece commissioned and produced by inSite/
Casa Gallina, México, 2015-17

Curators: Osvaldo Sanchez and Violeta Celis/
Production coordinators:

Sergio Olivares and Mariano Arribas/ Activations:
Social Service inSite/Casa Gallina: César
Morales Martinez and Mayté Mata Ramirez. Social
Service CIPC: Allan Yered Soberanes Sanchez,
Dulce Janeth Marin Mejia, Rubi Alejandra Peralta
and Jazmin Gutiérrez Juarez/ inSite/Casa Gallina
Volunteers: Jazzint Pantoja Gutiérrez/ Blind and/
or seeing-impaired student volunteers CIPC:
Luz Maria Valero Ramirez, Carina Lazaro Lopez
and Guadalupe del Carmen Ortiz Sanchez/
Flavor Production: Bell Flavors & Fragrances/
Candy production: Sugarox. Interlocutors in the
presentation of the proposal: Paola Santoscoy
and Mariana David

We are grateful to support from: Dr. Fernando
Rueda and the allergist Dr. David Mendoza; as

well as the engineer Estela Medina, and Maricruz
Cabrera Padilla and Rosa Maria Pérez Godinez
from the International Committee for the Blind
(IAP).

Wanderlust

Wanderlust, Ana Maria Millan in collaboration

with Axel Alberto Guerrero Marin, Mayumi Aline
Hidalgo Servin, Ivan Tonatiuh Ramirez Garcia,

Axel Anton Garcia, Brenda Yeliztli Ramirez Garcia
and Diana Cristina Rosas Trillo. The process was
carried out between October 2015 and May 2017
and was curated by Osvaldo Sanchez and Josefa
Ortega.

Ana Maria Millan worked with neighborhood

youth interested in video games. The artist
organized different educational activities around
the production and narrative of video games.
During the process, the co-participants developed
creative exercises that allowed them to expand
the possibilities and potential of their interest in
video games. They collectively developed a series
of characters that represented them, as well as

a story that narrated processes of transformation
and resistance in the face of the demands of the
contemporary world. The resulting final piece was
a 3D animation. The participants were invited

to see the animation projected at Casa Gallina,
during which they could share their impressions of
the result of the collective process with the artist.

Complete fact sheet for the piece:

Wanderlust, 2015-17

3D Animation

Artist: Ana Maria Millan

Piece commissioned and produced by inSite/
Casa Gallina, México, 2015-17.

Curators: Osvaldo Sanchez and Josefa Ortega/
Production coordination: Sergio Olivares/
Co-participants: Axel Alberto Guerrero Marin,
Mayumi Aline Hidalgo Servin, Ivan Tonatiuh
Ramirez Garcia, Axel Antén Garcia, Brenda Yeliztli
Ramirez Garcia and Diana Cristina Rosas Trillo/
Storyboard: Edmundo Mata/ Technical Script:
Gibran Morgado and Luis Nava/ Animation:
Atotonilco Studio/ Sound production and design:
Demian Lara/ Voices: René Alvarado, Paola
Medina, Iraida Noriega, Adriana Olivera and
Sergio Rogalto/ Production assistance: Mariano
Arribas/ Fixed image assistance: Hugo Cuervo
Interlocutors in the presentation of the proposal:

Euridice Cabaries, Ricardo Garcia Fuentes
“Micro” and Ana Bell Chino. This project was
made possible thanks to support from Goethe
Institute in the Afio Dual México-Alemania 2016-
2017.

Unbraiding

Unbraiding, Damian Ontiveros in collaboration
with Grecia Fabiola Trejo Palacios, Diana
Hernandez Castaneda, Beatriz Eugenia
Hernandez Garcia, Dayana Luciano Cruz, Diana
Bernal Hernandez, lliana Arias Antonio, Rubid
Hernandez Vargas and Florencia Mejia Ramirez.
The process was developed between April 2017
and August 2018 and was curated by Osvaldo
Sanchez and Violeta Celis.

Damian Ontiveros sustained a co-participation
process for a year with a group of women from
Santa Maria la Ribera. The artist worked with
eight female hair-stylists who learned their trade
in a shelter for homeless mothers. Based on the
workshop dynamic directed by the artist, the
group reflected on the symbolic power of feminine
hair and the patriarchy’s social strategies for
dominating women through hair.

The resulting final piece comprised three

rugs produced with the hair of women in the
neighborhood collected through collaboration
with local hair salons. A phrase can be read on
the rugs that refers to an experience of violence
or a concern about gender related to hair that the
group of co-participants shared with the artist
during the process. As an activation and final
closure with the group, the rugs were mounted in
an emblematic barber shop in the neighborhood,
known for being a male bastion since the 1950s.
The group of women cut people’s hair for free
while the rapper Dayra Fyah improvised verses
with phrases recounting moments from the lives of
each of the women.

Complete fact sheet for the piece:
Unbraiding, 2017-18

Artist: Damian Ontiveros

3 rugs made of human hair

Piece commissioned and produced by inSite/
Casa Gallina, México 2017-18

Curators: Osvaldo Sanchez and Violeta Celis/
Production: Sergio Olivares, Mariano Arribas



and César Morales/ Production of the rugs:
Pastora Martinez Sansores and Raquel Sandoval
Gonzalez/ Hair donation: Gaxel Estética,
Peluqueria Fresno, Golden Nails Salon/ Activation
of the close: Adriana Flores Gutiérrez (Peluqueria
Boston) and Dayra Fyah/ Co-participants:

Grecia Fabiola Trejo Palacios, Diana Hernandez
Castarieda, Beatriz Eugenia Hernandez Garcia,
Dayana Luciano Cruz, Diana Bernal Hernandez,
lliana Arias Antonio, Rubid Hernandez Vargas

and Florencia Mejia Ramirez. Interlocutors in the
presentation of the proposal: Lorena Wolffer,
Mauro Giaconi and Roberto de la Torre

Porcelain

Porcelain, Marianna Dellekamp in collaboration
with Bibiana Pérez Toscano, Maria Juana Vela
Barrios, Gloria Hinojosa, Celia Sanchez de
Zelonka, Maria Lilia Valdez Santiago, Gabriela
Garcia Sevilla, Elsa Pérez Islas, Berta Sanchez
Rosas(+), Michel Zurita Reyes, Brenda Strempler,
Irina Morales Palomares, Rosa Maria Meraz and
Viridiana Gamifio. The process was carried out
between January 2017 and February 2018 and
was curated by Osvaldo Sanchez and Josefa
Ortega.

Marianna Dellekamp invited people interested in
weaving to meet and collaborate on a project.

A group of women of different ages was

formed and then met weekly over the course

of a year. Dellekamp asked them to share a
meaningful object with the group and so a shared
collection of important objects was created.

All the objects were also turned into life-size
porcelain replicas. Each woman was summoned
to break her porcelain object for it to then later
be reconstructed using the Japanese Kintsugi
technique which places importance on respecting
the scars as significant parts of an object's
memory. These objects were reproduced as
jewelry to make a charm bracelet that was given
to each group member as closure for the process.
The resulting final piece is an installation that
includes the porcelains and a video with close-
ups of the women'’s hands as they are weaving
accompanied by edited audio of conversations
during the sessions.

Complete fact sheet for the piece:

Porcelain, 2017-18

Video-installation with porcelain and bracelet
Artist: Marianna Dellekamp

Piece commissioned and produced by inSite/
Casa Gallina, México, 2017-18.

Curators: Osvaldo Sanchez and Josefa Ortega/
Production coordinator: Sergio Olivares/ Jewelry:
Juan Francisco Nava Ramos and Juan Rosas
Porcelains: Arta Ceramica/ Reconstruction of the
pieces (Kinstugi): Rodolfo Morales, Ana Lizeth
Mata and Claudia Coronado/ Video editing:
Marta Uc/ Audio editing: Damian Lara/ Audio
post-production: Lucca Necoechea/ Production
assistance: Mariano Arribas/ Co-participants:
Bibiana Pérez Toscano, Maria Juana Vela Barrios,
Giloria Hinojosa, Celia Sanchez de Zelonka, Maria
Lilia Valdez Santiago, Gabriela Garcia Sevilla,
Elsa Pérez Islas, Berta Sanchez Rosas, Michel
Zurita Reyes, Brenda Strempler, Irina Morales
Palomares, Rosa Maria Meraz and Viridiana
Gamifio. Partners in the presentation of the
proposal: Ana Elena Mallet, Monica Mayer and
Esteban King

Floating Grafts

Floating Grafts, Cynthia Gutiérrez in collaboration
with students from El Pensador Mexicano
elementary school and Claudia Hernandez,

from Vitrolero Vitrales Artesanales (handmade
stained glass windows business). The process
was carried out between February 2017 and
September 2018 and was curated by Osvaldo
Sanchez and Josefa Ortega.

Over the course of a year, Cynthia Gutiérrez
worked with a group of students from the
elementary school El Pensador Mexicano. The
artist led a series of workshops in which she
sought to strengthen and support the students’
creative concerns. In the sessions, they developed
exercises in which the children reflected about
identity, belonging, codification and language,
light and shadow, and the making of stained-
glass windows. During the process, they jointly
designed ways that allowed them to construct

a language of abstract forms through which the
group expressed their experiences at school. The
final piece is a stained-glass window that was
installed in the El Pensador Mexicano elementary
school in the summer of 2018. At the process'’s

closing event, in September 2018, several
educational activities were carried out in which
200 students from the school actively participated
in exercises that connected them to the recently
installed stained-glass window.

Complete fact sheet for the piece:

Floating Grafts, 2017-18

Stained-glass window installed in the El Pensador
Mexicano elementary school

Artist: Cynthia Gutiérrez

Piece commissioned and produced by inSite/
Casa Gallina, México, 2017-18.

Curators: Osvaldo Sanchez and Josefa Ortega/
Production coordinator: Sergio Olivares/
Educational activities: Cynthia Gutiérrez and
Claudia Hernandez with support from Alejandra
Godinez and Oscar Nagore/ Production and
installation of the stained glass: Mario Corona,
Abanico vitrales/ Production assistance: Mariano
Arribas and César Morales/ Co-participants:
Juan Leonardo Almaguer Cabrera, Sofy Shanty
Castillo Chavez, Diego Chavira Paz, Ambar Lee
Figueroa, André Emiliano Gonzalez Alvarado,
Leonardo Arturo Guzman Rodriguez, Victoria
Samantha Guzman Rodriguez, Luis Alejandro
Madrigal Sanchez, Samara Ortiz Rivera, Fatima
Kinari Piedra Arroyo, Karla Alisson Ramirez
Valladares, Gerardo Guillermo San Lazaro Rivera,
Khalya Melissa Téllez Hernandez and lann Yeshua
Vargas Martinez: students from the El Pensador
Mexicano school; and Claudia Hernandez from
Vitrolero Vitrales Artesanales. Interlocutors in the
presentation of the proposal: Ménica Amieva,
Fernando Garcia Correa and Christian del Castillo

This project was made possible thanks to:
Buenaventura Fundacion through the National
Production of Visual Arts made with the financial
stimulus of article 190 of the LISR (EFIARTES) and
Fundacion BBVA/ Bancomer Proyecto Bi.

Child Heroes

Child Heroes, ltzel Martinez del Caiizo

in collaboration with Joze Daniel and nine
neighborhood children: Angel Eduardo Ulloa
Nolasco, César Aguilar Farfan, Diego Chavira Paz,
Evelin Renata Fernandez de Blas, Karla Acosta
Martinez, Leonardo Kaleb Ulloa Nolasco, Melany
Paola Maldonado Villanueva, Oscar Alberto Torres
Cordero and Roberta Yamileth Garcia Hernandez.

The process was carried out between May 2017
and August 2018 with curatorial accompaniment
by Osvaldo Sanchez and Violeta Celis.

ltzel Martinez's co-participation process with
illustrator Joze Daniel and nine neighborhood
children lasted for about a year. Throughout

this time, the artist worked with the children in
developing their relationship to their emotional
imaginaries and how those are connected with
the adult world and their own neighborhood.

A fictional narrative was created collectively,

in which the children, based on their zones of
conflict and security, generated diverse characters
and scenes that the illustrator then translated

into images. The resulting final piece is a 2D
animation that makes visible the strategies that
children create to resist and confront the adult
world and its alienating dynamics. The animation
was projected in a closing event for the group of
co-participating children and their families in Casa
Gallina. Later, projections of the animation were
held for 400 students from the two public schools
in the neighborhood: El Pensador Mexicano and
Republica de Cuba.

Complete fact sheet for the piece:

Child Heroes, 2017-18

2D Animation

Artists: lizel Martinez del Caiiizo, Joze Daniel
and 9 children from Santa Maria la Ribera: Angel
Eduardo Ulloa Nolasco, César Aguilar Farfan,
Diego Chavira Paz, Evelin Renata Fernandez de
Blas, Karla Acosta Martinez, Leonardo Kaleb Ulloa
Nolasco, Melany Paola Maldonado Villanueva,
Oscar Alberto Torres Cordero and Roberta
Yamileth Garcia Hernandez, México. Piece
commissioned and produced by inSite/Casa
Gallina, México

The process that accompanied this piece

was curated by: Osvaldo Sanchez and Violeta
Celis/ Production coordinator: Mariano Arribas/
Directing: ltzel Martinez del Canizo/ Characters
and art direction: Joze Daniel/ Story and script:
ltzel Martinez del Caiiizo and nine children from
Santa Maria la Ribera/ Storyboard and technical
script: ltzel Martinez del Canizo and Joze Daniel/
Animation: Llamarada/ Dubbing studio: Taller
Acustico, S.C./ Dubbing Production: Erika
Sanchez Santarelli/ Dialogue director: Luis C.
Cortez/ Recording Engineer: Marco Antonio
Gutiérrez/ Voice actors: Tara: Regina Tiscarefno
Orihuela, Padme: Pamela Mendoza Ortiz, Bully +



Secondary characters: Jorge Medina Newman,
Hermano Tashi + Various: Miguel Angel Ruiz,
Hermanito Padme: Leo Garduza, Abuelo Sila:
Ernesto Casillas, Mama Padme: Gabriela Guzman,
Maestra + Mama Sila: Magdalena Tenorio, Mama
Tara: Berenice Vega, Samsara + Vendedor:
Mauricio Pérez Castillo, Amigo 1: Franco
Balzanny, Amigo 2 + Drogadicto: lvan Bastidas;
Secondary characters: Diego Chavira Paz, Oscar
Alberto Torres Cordero, Karla Acosta Martinez,
Leonardo Kaleb Ulloa Nolasco and César Aguilar
Farfan/ Sound production and audio editing:
Demian Lara/ Co-participants: Angel Eduardo
Ulloa Nolasco, César Aguilar Farfan, Diego
Chavira Paz, Evelin Renata Fernandez de Blas,
Karla Acosta Martinez, Leonardo Kaleb Ulloa
Nolasco, Melany Paola Maldonado Villanueva,
Oscar Alberto Torres Cordero and Roberta
Yamileth Garcia Hernandez

Vestiges

Vestiges, Rafiki Sanchez in collaboration with Luz
Maria Coronado Moran, Arturo Meneses Garcia,
Irina Morales Palomares, Teresa Benitez Romero,
Victoria Rosas Jiménez, Alexa Varela Mejia, Olga
Haydeé Refugio Sosa Garcia, Gabriela Garcia
Sevilla and Guadalupe Malvaez Moreno. The
process was carried out between September
2017 and April 2018 and was curated by Osvaldo
Sanchez and Violeta Celis.

Through a public program on thanatology, Rafiki
Sanchez brought together residents from Santa
Maria la Ribera who were interested in the theme.
A group of nine people was formed that would
continue a collaboration process working on
issues related to loss, over a nine-month period.
The work was focused on reflections about the
veiling of the body, refuge, and imagined absence.

The resulting piece is an installation made up of a
precious mantle that is embroidered with epitaphs
proposed by the neighbors; the ash of a refuge-
structure (produced with reed and ash paste,
inside of which the mantle was mounted), and a
panorama of photos that record the burning of
that structure. Before setting it on fire, and with
the mantle still inside, the co-participant entered
the refuge as a form of farewell to their own
mourning, hiding-veiling their body in that space
for a few moments.

Complete information sheet for the piece:
Vestiges, 2017-18

Artist: Rafiki Sanchez

Installation

Piece commissioned and produced by inSite/
Casa Gallina, México, 2017-18

Curators: Osvaldo Sanchez and Violeta Celis/
Production coordinators: Sergio Olivares and
Mariano Arribas/ Production of the mantle:
Francisco Eduardo Lopez Martinez, Juan Carlos
Hernandez Garcia and Jorge Martinez Marcelo/
Photography: Ramiro Chaves/ Location: Patricia
Carrasco/ Co-participants: Luz Maria Coronado
Moran, Arturo Meneses Garcia, Irina Morales
Palomares, Teresa Benitez Romero, Victoria
Rosas Jiménez, Alexa Varela Mejia, Olga Haydeé,
Refugio Sosa Garcia, Gabriela Garcia Sevilla and
Guadalupe Malvaez Moreno

Interlocutors in the presentation of the proposal:
Maria José de la Macorra, Miguel Rodriguez
Sepulveda and Julio Garcia Murillo

Collaborative Sculpture: An Essay on
Construction

Collaborative Sculpture: An Essay on Construction.
Tercerunquinto in collaboration with Enrique
Garcia Arenas, gas technician and plumber;

José Felipe Mérida Portillo, blacksmith; Librado
Cazares, carpenter; Luis Antonio Regalado
Sanchez and Francisco Pérez Ugalde,
electricians; and construction workers Venancio
Alejo Martinez, Giovanni Alejo Macario, Abimael
Alejo Macario and Juan Rivera Mendoza. The
process took place between October 2017 and

November 2018 and was curated by Violeta Celis.

Over a three-year period, the Tererunquinto
collective focused on an emblematic property

on Santa Maria la Ribera known as the 7 and
in which a housing complex would be built. The
intention was to generate a rapprochement with
the workers involved in that project for a possible
co-participation process. Due to real estate
speculation and decisions of the construction
company in charge of the project, the members of
the collective had to rethink their investigation.

Based on a broader mapping of construction
workers in the area, the collective finally convened
nine of them with different trades and who work
mainly in the neighborhood. Thus, they proposed,
in conjunction with this group, a collaborative

exercise based on intervening in a blueprint of a
tiny house. The resulting piece was the erection
of an anti-functional building, with an ephemeral
character—on a property in the neighborhood—
that each of the workers proposed based on
their territories of experiences and daily tasks.
During the process, they highlighted the sculptural
qualities of construction, as well as the tension
that emerges between empirical types of
knowledge (of workers) and scholarly knowledge
(of architects or construction engineers). As

part of the piece, the collective created a

printed glossary of each of the trade’s terms for
circulation in the neighborhood. The glossary
was the product of conversations that took place
throughout the work process.

Complete fact sheet for the piece:
Collaborative Sculpture: An Essay on Construction,
2017-18

Artist: Tercerunquinto

Piece commissioned and produced by inSite/
Casa Gallina, México, 2017-18

Curator: Violeta Celis/ Production coordination:
Sergio Olivares, Mariano Arribas and César
Morales/ Main camera: Katri Walker/ Land: José
Felipe Mérida Portillo/ Co-participants: Enrique
Garcia Arenas, gassist and plumber; José Felipe
Mérida Portillo, blacksmith; Librado Cazares,
carpenter; Luis Antonio Regalado Sanchez and
Francisco Pérez Ugalde, electricians; and the
construction workers Venancio Alejo Martinez,
Giovanni Alejo Macario, Abimael Alejo Macario
and Juan Rivera Mendoza. Interlocutors in the
presentation of the proposal: Maria Minera,
Sebastian Romo and Diego Flores Magén

Mnemonic Matter: The Law of the Similar

Mnemonic Matter. The Law of the Similar, Oswaldo
Ruiz in collaboration with Lourdes Alvarez, Nayeli
Lima, Rafael Maya, Angelita Palillero and Paula
Trejo. The process took place between January
2018 and November 2018 and was curated by
Josefa Ortega.

At the beginning of 2018, Oswaldo Ruiz located
several pharmacies and homeopathy clinics with
long traditions and roots in the neighborhood.
Ruiz invited neighbors interested in the topic

to meet and participate in conversations led by
specialists, in which homeopathic doctors such as
Dr. Fernando Dominguez Vello and Dr. Maria de
Lourdes Cruz, as well as Fernando Gonzalez and
Rafael Mejia from Similia, a laboratory producing
homeopathic products, shared the history of the
discipline and the processes involved in making
homeopathic preparations. Based on those
encounters, Oswaldo Ruiz invited five neighbors
to carry out a metaphorical exercise in which,
starting from their personal stories, they would
determine substances that had damaged them
and from which they would make homeopathic
preparations. The resulting piece is a “medicine”
cabinet that contains the preparations made from
the substances, a series of analogue photos

of those substances, and a publication that

was distributed in the neighborhood with the
images and stories that fueled the project. As a
closing act, a neighborhood event brought the
local residents back together to exchange their
experiences of the process and each one left with
his or her copy of the publication and one of the
chosen substances.

Complete fact sheet for the piece:

Mnemonic Matter: The Law of the Similar, 2017-
18

Artist: Oswaldo Ruiz in collaboration with Lourdes
Alvarez, Nayeli Lima, Rafael Maya, Angelita
Palillero and Paula Trejo

Piece commissioned and produced by inSite/
Casa Gallina, 2017-18

Curator: Josefa Ortega/ Production coordination:
Sergio Olivares and Mariano Arribas/
Construction of the cabinet: Estudio Caribe-
Rodolfo Morales/ Homeopathic preparations:
Mtra. Azucena Silva Norman/ Photographic
prints: Araceli Cortés/ Book: Design: Deborah
Guzman/ Copy editor: Brenda J. Caro Cocotle/
Digitization of negatives: Bindu/ Map: Liz Meuvill/
Production: Luis Miguel Leon. Interlocutors in
the presentation of the proposal: Silvia Gruner,
Andres Torreblanca and Fabiola Torres-Alzaga

Acknowledgments: Xtabay Alderete, Dra.
Maria de Lourdes Cruz, Alejandro Cruz Atienza,
Marianna Dellekamp, Dr. Fernando Dominguez
Vello, Fernando Gonzalez, Silvia Gruner, Rafael
Mejia, Claudia Olmedo, Guadalupe Padrén,
Andrea Torreblanca and Fabiola Torres-Alzaga



This book was printed in December of 2018,
at Offset Santiago, S.A. de C.V. Parque Industrial
Expostec, Toluca, Estado de México, México.
The print run consists of 1,000 copies.
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Experiences of the Common Good.: inSite/Casa Gallina, a Project Immersed in a Neighborhood
proposes a means of reflection on community action through platforms and strategies related
to art. It is based on the experiences lived in and through inSite/Casa Gallina, the sixth version
of inSite, which was undertaken over the last five years in the Santa Maria la Ribera neighborhood
in Mexico City. The book includes commissioned texts from: Maria Berrios, Jesus Carrillo,
Joshua Decter, Nina Montmann and Victor Palacios; the inSite/Casa Gallina team; and
neighbors and participants at the house and its activities. This set of essays, images

and materials seeks to stimulate deliberation on strategies and approaches to community
dynamics and situations induced by institutional platforms; it uses inSite/Casa Gallina

as an example of local working practices.
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