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Marika Preziuso

The impetus for the conversation “Is America Really Full?” came from 
my wish to introduce art students, teachers, and practitioners to the 
critical and highly complex world of the artist. Mutu is an artist-scholar, 
and her compelling take on contemporary US-culture and society is 
informed by her transnational experience and perspective. Many of the 
ideas Mutu expressed in our conversation are both steeped in global 
history and help illuminate her engagement with the contemporary art 
world through the investigative nature of her art.
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Is America Really Full? A 
conversation with Wangechi Mutu

Marika Preziuso

Wangechi Mutu is one of the best-known and most critically acclaimed 
contemporary artists in the U.S. and internationally. Her work, which 
employs a variety of media including, painting, collage, sculpture, per-
formance, and video, explores, among others, questions of gender con-
structs, cultural and historical traumas, and environmental destruction.

Mutu’s body of work engages in a visceral and compelling conver-
sation with dominant modes of representation; a conversation that is 
further enriched by her intentional choice of materials. Her charac-
teristic collages, for instance, are constructed using fragments from 
fashion and travel magazines, pornography, African art books, and 
images drawn from science fiction, as well as materials imbued with 
personal significance to the artist, like Kenyan tea and volcanic red 
soil, gems and seeds.

Wangechi Mutu’s solo exhibitions span the globe––from the 
Deutsche Guggenheim Museum in Berlin, to the Musée D’art Contem-
porain de Montréal, and the Museum of Contemporary Art in Sydney. 
She is the recipient of a multitude of awards, including the Cultural 
Leadership Award from the American Foundation of Arts in 2016, and 
the Deutsche Guggenheim in 2010.

Mutu’s body of work is generative: a vessel for any conversation per-
taining to power imbalances in world histories, the colonial fantasies 
embedded in mapmaking, and present-day cultural invisibility with its 
distorted mirrors of spectacle and caricature, among others. Many of 
my student artists feel a renewed sense of urgency  in understanding 
the implications of these narratives cross-culturally, as well as in their 
own practice and life. They thus readily engage with the many layers of 
meaning in Wangechi Mutu’s work.  

Additionally, Mutu’s hybrid, morphed, half-organic, half-cyborg 
creatures redefine and complicate any easy definitions of beauty. They 
challenge artists and viewers but especially artists as viewers to look 
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at them more closely, and stay a little longer in their presence, even 
against the desire to look elsewhere. These uncanny creatures are at 
once extremely fierce and impossibly vulnerable, which is probably why 
they look so familiar and so strange to us, and are at once so seductive 
and so jarring.

But it is Mutu’s practice of cutting that resonates the most with the 
student artists in my classes. We discuss her signature process of tearing 
up, mining and violating existing visual narratives as a liberating, brave 
and super original gesture.

In a way typical of Mutu’s work, however, her cutting is never just 
about the physical action itself. “Cutting” is also about the surgical pro-
cess of putting together imperfect formations, uneven narratives, unfin-
ished wholes. This cutting testifies to any artist’s agency and freedom 
to literally leave her marks on her environment, but also highlights the 
artist’s responsibility toward her environment: Mutu’s work prompts 
the questions “What happens when we crack things open? What hap-
pens when we force disparate objects, materials and stories to coexist?”

“I have always wondered whether you can take something beautiful, solid and 
whole, smash it, shatter it into pieces, and in putting the pieces together make 
a whole that is actually more beautiful, stronger and more interesting than it 
was before.” 

––Mutu, MassArt 2015

The conversation below took place over Skype on December 18, 2018 and was 
followed by an in-person conversation the following week at Mutu’s studio at 
the American Academy in Rome, where the artist was the Roy Lichtenstein Artist 
in Residence.

Marika Preziuso:�I�want�to�start�by�saying�how�fascinating�it�is�to�me�
that�we�share�a�deep�personal�connection�to�southern�Italy,�and�Naples�in�
particular,�and�an�understanding�of�the�complex�and�contradictory�nature�
of�the�city’s�character�and�history.

Wangechi Mutu: Very much so. Just a few days ago I went to the amazing 
Robert Mapplethorpe exhibition at the Museo d’Arte Contempora-
nea Donnaregina (MADRE) in Naples. The curator highlighted Map-
plethorpe’s love for the classics and love for the idealized male body, to 
highlight and reflect on the homoerotic desire that was already present 
in classic Roman and Greek art. In the exhibition, Mapplethorpe’s 
photos are flanked by 12th-century marbles and that to me speaks to 
the intricacies of modernity and classicism of Naples. 
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Wangechi 
Mutu
Backlash 
Blues, 2004. 
Ink, acrylic, photo 
collage, contact 
paper on Mylar.
Courtesy of the 
Artist. 
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It may be obvious, but I think that it is quite radical to present this work 
in Italy and to also reflect on the AIDS epidemic of the 1980s and how 
the body, in both its beauty and fragility, was transformed by this time. 
What was once a mainstream powerful perfect body was sitting next to a 
denigrated racialized body rendered holy and untouchable by disease.

Preziuso:�Indeed.�I�can’t�wait�to�visit�the�exhibit�next�week.�
I�would�like�to�begin�our�conversation�with�a�quote�from�one�of�your�

interviews�I�read�that�seems�to�me�to�speak�quite�eloquently�to�the�theme�
of�the�special�issue�of�Transition.�I�use�this�quote�in�every�class�when�I�teach�
your�work:

“This�structure�is�like�any�other�matrix:�it’s�man-made.�Once�I�realized�
that,� I�also�realized�you�can�play�with� it;�you�can�mentally�play�with�the�
freedoms�you�do�have�to�transfigure�yourself–you�can�embody�something�
different�from�what�society�claims�and�thinks�you�are.”

I�love�this�statement�because�it�speaks�to�the�capacity�that�artistic�prac-
tices�and�art�production�have�to,�among�others,�mobilize�ideas�about�the�self�
and�identity.�Can�you�speak�to�some�of�the�tools�you�employ�in�your�work�
to�enact� this� idea�of�personal�and�cultural� transfiguration?�Which� forms�
does�such�transfiguration�take�in�your�work,�and�in�your�life?�

Mutu: The best thing about my practice is the transition from sculpture 
to painting, which happened without a real plan. This transition was so 
powerful because I utilized my mind as an object maker—which I had 

used with physical materials and even 
objects like clothing, shoes, etc.—to cre-
ate two-dimensional images. I think that 
I have always painted like a sculptor. 

At a time of financial duress in my 
life, I began to look at images of women 
and especially black women. So in fact, 
like we all do, I think that I was looking 
for myself in those images: in the books, 
in posters, in the subway––I was look-
ing for something that reminded me of 
who I am. And because it was so hard to 
find these images, I began an ongoing 
critique and an intellectual and actual 

vandalisation of those images, which were violating me by rendering 
me invisible.

Rather than eradicating these images, which exist as part of the 
machinery of capitalism (advertisement, fashion, pop music, etc.) and 
coming up with something completely new, I took them, and began 
to create chimeras out of them. Specifically, I took these idealized or 

Because it was so 
hard to find these 

images, I began an 
ongoing critique and 

an intellectual and 
actual vandalisation of 

those images, which 
were violating me by 

rendering me invisible.
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Wangechi 
Mutu,
One Hun-
dred Lavish 
Months of 
Bushwhack, 
2004. Cut-and-
paste printed 
paper with water-
color, synthetic 
polymer paint, and 
pressure-sensitive 
stickers on Mylar.
Courtesy of the 
Artist.
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stereotyped images of women and Eden-like “tropical” images of Africa 
to create other images, tension-charged, potent, because they were full 
of my own emotional upset at the original ones.

Part of this process was deeply intuitive, but with a strong founda-
tion in my own critical observation of the world: I was taking apart the 
images of a world that refused to acknowledge me.

This was the beginning of my obsession with collaging. Of course, 
I am also interested in making work that I like and that I am proud 
of. One of my goals was for my characters to exist on their own, in 
spheres and worlds that they did not look completely disjointed from. 
I wanted my images to have balance and a feeling of belonging within 
them.

Preziuso:�This�idea�of�infusing�the�image�with�poetry�and�balance�brings�
me�to�my�reflection�about�the�role�of�beauty�in�your�work…I�wonder�if�
you�can�share�your�thoughts�about�beauty�especially� in�relation�to�your�

Wangechi 
Mutu,

My Strength 
Lies, 2006. Ink, 

Acrylic, Photo 
Collage on Mylar.

Diptych.
Courtesy of the 

Artist. 
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practice.�Do�you�think�that�it�is�possible�for�artists�to�honor�beauty,�while�
also�complicating�its�history�and�inherent�exclusion�of�forms,�bodies,�colors,�
(a)symmetries,�rhythms,�and�“imperfections?”

Mutu: Well, when I went to art school I realized, especially during 
the critiques and discussions, that the class was afraid to use the word 
“beauty,” Beautiful was a taboo word. It seemed to me that these peo-
ple’s general belief about beauty was a simple and accepted definition 
of something, or a laziness in understanding the deeper implications 
of why something is seductive.

To me, this fear of the word beautiful is a problem because it dis-
misses the social contract of what beauty is and the reality that a lot of 
minds, money and energy are spent around notions of what beauty 
is. Notions of beauty are attached to 
notions of power. The fear I witnessed 
seemed to stem from not wanting to 
equate beauty to power.

As a young African girl, I knew 
that we needed to talk about beauty, 
especially among artists, because what 
is thought of as beauty can be very 
harmful and manipulative. I also don’t 
think that we should be afraid to talk 
about beauty precisely because beauty 
is not the same everywhere. For instance, a blond, blue-eyed woman 
is absolutely not “beautiful” everywhere. She can look frightening the 
moment we move to a different land and latitude.

Similarly, what a “good voice” sounds like and what “beautiful music” 
is are always a matter of cultural norms. These ideas are man-made, so 
they have to be critiqued, resisted against or revolted.

However, like whiteness, people don’t see what society claims as 
beautiful as a social construct. They think of it as normal because it is too 
deeply embedded in our mainstream representation and imagination. 

My first little revolution, then, was to use the word “beautiful” in 
unexpected ways, and explain why and how I used the word in my work. 
I believe that if we address the colonization of “beautiful,” we can then 
create new beauty, we can name and claim them as such.

Preziuso:� Has� your� intention� around� engaging� with� ideas� of� beauty�
changed�over�the�years�and�in�your�recent�work?

Mutu: Ideas inevitably change over the years. For me especially the 
transition from painting to sculpture has provided new reflections 
around beauty. Sculpture is a way to explore my long-lost umbilical 

A blond, blue-eyed 
woman is absolutely not 
“beautiful” everywhere. 
She can look frightening 
the moment we 
move to a different 
land and latitude.
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cord with my Homeland and with 
material, and beauty is enmeshed in 
these explorations. 

You always assume that when you 
go back home everything is the same 
and familiar to you. That you will be 
blendable. But the life of the intellectual, 
the life of the artist, is never a com-
fortable life. You always question and 
stay unconvinced everywhere you go. 
The questions you ask to the places you 
are in keep you alert and agitated. I 
am now a dual citizen, and when you 

decide to take each place seriously it becomes a schizophrenic experi-
ence, especially if you travel with your mind open and observant.

The reality that the world is becoming globalized means that good 
and bad habits are traveling. For example: disregard for nature, obses-
sions with material consumption, xenophobia and homophobia, and 
of course the normalization of mainstream beauty. Romanticizing any 
place leads you to wish for a “noble savage” within yourself, and that’s 
a problematic stance for any artist.

I constantly wonder, “How can an artist live authentically in more 
than one place?”

For example, no one questions you when you say you are an artist 
in New York City—such a progressive, artist-friendly city. But once you 
say that you are an artist somewhere else, the response is often: “Why? 
What’s wrong with you?”

Preziuso:�I�love�what�you�just�said�about�“taking�a�place�seriously,”�even�
when�you� live� in�more�than�one�place�or�across�many.� I� feel� that� this� is�
one�of�the�main�challenges�of�the�migrant/diasporic�artist,�and�often�elicits�
misunderstandings�from�people�in�either�place,�who�don’t�share�this�experi-
ence…I�also�feel�that�the�relationship�with�a�place�inevitably�radiates�some-
where�else�too,�like�an�echo,�a�reverberation,�as�the�migrant�artist�moves�
back�and�forth�and�brings�her�evolution�with�her�everywhere�she�goes.�It�
is�a�lonely�and�exhilarating�feeling�at�once,�a�strange�constant�grieving�with�
which�you�learn�to�co-exist,�but�that�is�hard�to�explain�to�those�who�live�
within�one�place�exclusively.

Mutu: It’s such an interesting idea: many of us live with a very site- 
sensitive memory. 

Preziuso:�And�this�is�what�I�feel�is�missing�in�our�current�conversation�
about�migrants:� that�many�of� us� come� to� feel� a� profound� responsibility�

I am now a dual citizen, 
and when you decide 

to take each place 
seriously it becomes 

a schizophrenic 
experience, especially 

if you travel with 
your mind open 
and observant. 
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Wangechi 
Mutu,
Ghouls on My 
Back Cele-
brate Murder, 
2003. Mixed 
media collage on 
Mylar.
Courtesy of the 
Artist. 

This content downloaded from 
�������������71.235.70.247 on Wed, 23 Dec 2020 13:20:03 UTC������������� 

All use subject to https://about.jstor.org/terms



36� DOI�10.2979/transition.129.1.03�•�Transition�129

Wangechi 
Mutu,

Untitled, 
2004. Mixed 

media collage and 
painting on vellum.

Courtesy of the 
Artist. 

toward�each�place�we� inhabit�and�make�work� in.� .� .And�this� idea�to�me�
transcends�the�reality�of�being�a�citizen�of�that�country.�

Mutu: Yes! If you are really dedicated to your work and think about it as 
something that can open and change the dialogue around you, make 
people think, cry or make them happy, you have to be fully in there. And 
when you are in there, you open yourself up to that place, even to the 
things that that country does not want to admit to itself. 

I see this as the continuum of the long history of human migration: 
in order to survive in the new reality, migrants have to continually adjust, 
but that adjustment comes at a cost. You will be seen as different and not 
just racially or ethnically. I often tell people that our minds have evolved 
around the notion of familiarity as safe and difference as dangerous.
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When people who don’t look like us come toward us we can no 
longer assume that “We are about to be attacked or invaded.” That’s 
not why most people are moving. We know that people are moving 
for exactly the same reasons why we go to bed, cook our food, take 
a shower, read a book, go shopping, care for our children—they are 
looking for a good life.

Preziuso:�Absolutely!�And�this�brings�me�back�to�my�point�about�citizen-
ship.�I�am�reading�a�lot�about�the�notion�of�“cultural�citizenship”�and�how�it�
can�expand�our�discourse�around�who�is�called�to�contribute�to�any�given�
society,�especially�in�times�of�change,�and�how�we�can�show�up�to�a�place�
and�effect�change�more�effectively.�

In�the�aftermath�of�the�2016�US�Presidential�election,�I�felt�quite�invisible�
within�the�discourse�around�“citizen’s�responsibility”�toward�US�democ-
racy.�.�.It�was�hard�for�me�to�articulate�my�personal�stakes�in�that�election�
without�having�to�steer�the�conversation�away�from�my�“vulnerability”�as�
an�immigrant.�

Mutu: That’s right. I feel like today most of the people who are affect-
ing the vote are those who cannot vote, because they are changing the 
emotional and economic infrastructure of this country. It happens all 
the time: the people who are “within” become normalized, while the 
people who are on the way, entering the country, ask the important 
question “Is America really full?” Many years ago, I saw a huge billboard 
in Queens, NY, near the school where I was teaching at the time, where 
my students were mostly immigrant kids. The billboard read “America 
is full,” I asked myself “Full? Full of what?” and in Queens of all places! 
It is amazing to me that an immigrant borough like Queens is worried 
about the next group that is coming here, who, like them, are just as 
deserving, hungry, determined and capable, and will replace them in 
describing who America is.

This is the next big discussion that needs to happen everywhere:  
we need to really understand on a very deep level what it means for 
people to move, leave, arrive, return, and leave again. Nobody will look 
like where they say they are from. This is a new beginning of the end of 
Europe as we know it. Take the Italians 
being so worried about migrants who 
don’t know how to be Italian in the way 
Italians wish they were, and despite the 
fact that Italy was—and is—the mul-
ti-cultural immigrant country forever. 

This is also why the images we pro-
ject of a place are so important. Dolce e 
Gabbana recently launched a huge ad 

We need to really 
understand on a very 
deep level what it 
means for people to 
move, leave, arrive, 
return, and leave again.
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campaign in China that was pulled out from Chinese shops because 
the ad was a complete faux pas full of horrific stereotypes of a Chinese 
woman trying to eat Italian food like pizza or spaghetti with chopsticks. 
This has to do a lot with Italy’s confidence about itself, maybe a residue 
of ancient times, but it lets these companies get away with not doing 
their homework. 

Preziuso:�I�am�not�sure�where�Italy�grounds�its�confidence.�Luckily,�I�have�
not�experienced�this�attitude�in�the�South.

Mutu: The South has been through so much in its history of invasions, 
colonialism, emigration and immigration, that it has allowed itself to 
change. 

Preziuso:  Naples� is�a�crossroads�of�Mediterranean�cultures,� including�
Middle-Eastern�and�Northern�African,�which�explains�its�openness�earned�
through�resiliency�and�adapting�to�change.�

I�want�to�go�back�to�the�construction�of�images�of�black�men�and�women�
in�the�media.�I�wonder�what�your�thoughts�are�on�the�Black�Panther�phe-
nomenon�and�other�mainstream�representations�of�black�identities�through�
the�Marvel�Comics�lens.

Wangechi 
Mutu,

Family Tree, 
2012. Suite of 

13 mixed-media 
collages on paper.

Courtesy of 
the Artist and 

Vielmetter Los 
Angeles.
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Mutu: The Black Panther movie is a milestone cultural phenomenon 
like no other. Mainstream cinema needed to get to that place to shake 
out some old cobwebs. I personally don’t fully understand/enjoy the 
mega action film aesthetics, however. The blockbuster comics genre is 
a perfect heroic story. When a film’s underlying assumption is that a 
certain form and story is perfect, I become suspicious about the film’s 
narrative and aesthetic choices. Toys are my best example. When I was 
growing up, you couldn’t find dolls that looked like yourself if you were 
black. Today Barbie is marketed and sold globally with several changes 
in mostly color but not in shape or proportion.

Companies like Mattel and Mar-
vel have realized that by changing the 
hero’s origin story and racial identity, 
they appeal and sell to a wider mar-
ket that they had not even considered 
before but that watched these stories 
already.

There are different types of stere-
otypes. We should always be cautious 
about the unpacked idealized “coming 
to America” and “going back to Africa” 
narratives. 

I use stereotypes in my work, but as 
a sort of strobe light that you cannot stop paying attention to and that 
brings me to the issues that I want viewers to think about.

Preziuso:�Exactly.�You�nuance�stereotypes,�question�them�and�you�ask�
questions�to�and�through�them.�Whereas�Mattel�dips�a�Barbie�doll�in�choc-
olate�to�make�her�available�to�a�“diverse”�audience.�And�that�leads�me�to�
share�another�difference�I�am�very�interested�in:�between�“diversity”�and�
“intercultural�understanding,”�Diversity,�to�me,�makes�identity�and�race�just�
another�topic�of�discussion�of�a�film,�a�lecture,�a�story,�the�theme�of�a�holiday.�

Mutu: Yes, as a marginalized discussion like “Now we have talked about 
all the main important things, we can talk about racial difference...” 

Preziuso:� Exactly.� Intercultural� understanding,� however,� acknowledges�
that�in�any�given�space�identities�are�already�present�and�the�work,�lecture,�
film,�or�exercise�can�be�employed�intentionally�to�activate�these�identities�
and�mobilize�mutual�differences.�It�acknowledges�the�mutual�transformation�
that�happens�to�everyone�willing�to�understand�another�as�a�nexus�of�per-
sonal�histories,�cultural�norms,�language�codes,�creative�drives,�trauma,�etc. 
I�would�love�to�hear�your�thoughts�about�diversity�and�the�form�of�assess-
ment�of�artwork�that�we�call�critique�in�the�institution�of�art�education.

I use stereotypes in 
my work, but as a 
sort of strobe light 
that you cannot stop 
paying attention to 
and that brings me to 
the issues that I want 
viewers to think about.
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Mutu: Ok, I will tell you an episode that happened to me during my 
time in graduate school...I was in this tough class taught by this hard-
core feminist teacher. One day, we were talking about hair—not any-
one’s hair, just hair in general. Hair for black women is of course a big 
topic; it has to do with class, race, economy, religion, family, national 
identity, etc.

I remained quiet because I sensed that an answer was expected of 
me. At some point the teacher, fed up with me being quiet, asked me 
“Wangechi, what do you think about this hair thing?” I did not want to 
respond in the obvious way, the “African girl’s interpretation” of hair, 
so I said something quite neutral––I lied, in fact––and said something 
like, “It’s the same for everybody.” 

I remember being so alone in these moments: I was the kid who 
had to understand how broken down this issue was, and then I had to 
explain how this had to be fixed, but at the same time I was trying to 
learn something about this embellishment and the idea of what hair 
means. There is an entire colonial history that makes our (African) hair 
a problem for others. 

Preziuso:�Yes,�and�what�I�have�seen�happening�is�that�at�times�the�artist�
whose�work� is� intentionally�political,� socially�engaged,�and�that� takes�up�
race�as�a�topic,�receives�a�critique�that�leans�heavily�onto�formalism�at�the�
cost�of…

Mutu: At the cost of the work itself––the ideas, the artist. Yes!

Preziuso:�In�a�way�this�erasure�is�the�shadow�side�of�the�experience�you�
had�in�class�with�the�question�about�hair.�You�were�deemed�the�expert�on�
“hair”�and�expected�to�instruct�the�rest�of�the�class�about�the�topic.�In�that�
moment,�you�were�seen�only�as�the�expert�on�hair.�You�said�a�minute�ago�
how�lonely�that�experience�of�“sudden�limelight”�made�you�feel.�Similarly,�
in�the�critiques�I�am�talking�about,�the�“issue”�at�stake�in�the�work�becomes�
invisible...Both�experiences,�I�think,�are�about�who�controls�the�narrative�
and�who�forces�the�legibility�of�the�artist�onto�the�work.

Mutu: Both sides are to me utter intellectual laziness. A refusal to 
engage with the work, and go inside oneself and say “something about 
this work is making me feel uncomfortable. I realize I don’t know much 
about this topic, and I am afraid to say the wrong thing.”

If our culture normalizes silence as a way of dealing with uncom-
fortability and racial tension, teachers are going to behave exactly the 
same way. I used to see this all the time: people would come into my 
studio, and begin to talk about the wallpaper, the frames…like pink 
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Wangechi 
Mutu,
Homeward 
Bound, 2009. 
Ink, collage, spray 
paint on Mylar.
Courtesy of 
the Artist and 
Vielmetter Los 
Angeles.
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Wangechi Mutu, Misguided Little Unforgivable Hierarchies, 2005. Ink, acrylic, collage and 
contact paper on Mylar. Courtesy of the Artist and Vielmetter Los Angeles.
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Wangechi Mutu, The Bride Who Married a Camel's Head, 2009. Mixed media on 
Mylar. Courtesy of the Artist and Vielmetter Los Angeles. Deutsche Bank Collection, Germany.
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Wangechi Mutu, All the way up, all the way out, 2012. Collage and mixed-media on linoleum. 
Courtesy of the Artist and Vielmetter Los Angeles.
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elephants flying around, they desperately try to find a place of comfort 
where there isn’t any, and they do so by talking about parts of the work 
that aren’t the work. 

If there is any argument for having a diverse group of teachers 
especially at critiques is that you need different types of people to look 
and speak and be honest around what they see. Otherwise, what is the 
point of having institutions of art education? Artists will have to fight 
for their professional territory like nothing else, so their school years 
are their moment to have a bit of air and to experiment and feel proud 
of the ideas they make. 

Preziuso:�We�have�touched�upon�this�already,�but�I�would�like�to�have�
your�thoughts�about�hybridity�and�hybridization,�how�you�live�it�and�what�
role�it�plays�in�your�art.

Mutu: Hybridity for me is biologically and scientifically real. We are all 
mixtures. As we learn more about who we are and how we can create 
a future with new species, we must look at biological evidence of our 
human diversity. Nowadays, DNA testing is helping people come to terms 
with, learn about and follow their genetic makeup. It is incredible to me 
that we dark skinned people everywhere 
have the most diverse genetic makeup 
with which we all are related to. The 
further you move away from Africa, the 
less diverse your makeup is. So, when  
Africans bring themselves or are brought 
to other places in a way they take every-
one with them, they bring home back 
with them. I have always wondered 
why certain art forms have created the 
aesthetics and voice of resilience and 
beauty over many decades. African-American music has brought us 
from the19th to the 20th into the 21st century and beyond. I think 
that this has to do with the fact that this is genetic material that we all 
come from.

Finally, my fascination, absolute obsession, and comfort with hybrid-
ization has to do with my leaving home and with feeling at odds at home 
even before leaving it. From a very young age, I already described inside 
me the idea that I was from somewhere else and had landed there by 
mistake. Later, as an artist, I began to graft new ideas physically onto 
myself first, and in my work, and I became this new thing that had many 
parts. I believe that I am able to interpret hybridity in my work so com-
pletely because it is not unlike how I feel about myself. 

When Africans bring 
themselves or are 
brought to other 
places, in a way they 
take everyone with 
them, they bring home 
back with them.
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