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Editorial
Letter

Since the foundation of the México Intercultural Magazine, 
it has been our objective offer a space of expression 
to all those artistic, cultural, scientific and educational 

manifestations that do not have the economic resource, 
the exhibition or the support of a great sponsor to be able 
to participate on the reading population of the love, 
passion and effort that these professionals invest every 
day in their work.

Today, faced with the unfortunate situation that all are 
experiencing, we have realized that as humanity we cannot 
live without: literature, music, science, research, education, 
poetry, creativity, color, photography, mathematics, riddles 
and without all the teaching that they provide us. In short, 
we could not exist and transcend without creativity and all 
those manifestations that give us with their development a 
little happiness.

Therefore, in this issue and on this occasion we want to 
invite you not to abandon what you have learned, to follow 
this path that began when all this sad situation began as 
human beings, as a society, as fathers and mothers, brothers 
and sisters, uncles and aunts, children And daughters, 
regardless of the ending, we are going to follow the path 
of learning, reflection, appreciating what is really important 
and discovering in our daily lives.
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Almost twenty five years ago, Jean Clottes and David Lewis-Williams published 
new theories about the making and interpretation of Paleolithic art in their 
book Prehistoric Shamans.  Some of the greatest announcements in newspa-

pers and networks this year were actually about the origin of art. They alluded to a 
new 40,000 year old human figure and to evidence of art from 250,000 years ago. 
Originally, researchers based their studies on comparing ethnologies from the San in 
Cape Hope (Africa) and on reviewing a variety of interpretive hypotheses from Rei-
nach, Begouen, Leroi-Gourham and Leming-Emperaire. 

David Sánchez Sánchez, M.A.
Historic Studies, Popular Autonomous University of the State of Puebla
Humanities Department Chair, Popular Autonomous University 
of the State of Puebla

The Origin 
of art
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One of the cornerstones previously defended 
were the shamanic practices carried out insi-
de the caves that concluded with ritual rock 
drawings. This hypothesis became a determi-
ning factor in explaining the representations 
which demonstrated a highly intentional com-
ponent based on altered states of conscious-
ness. These studies covered three regions 
(Pyrenees, Quercy and Perigord) and addres-
sed different periods of the Upper Paleolithic: 
Clovis, Magdalenean (middle, final and ancient) 
and Solutrean. 

What can we add after a quarter of a century 
to broaden our view to encompass other con-
tinents in more recent studies? Neuropsycho-
logical laboratory research has shown that 
three stages of altered consciousness exist, the 
same that Clottes and Lewis-Williams tried to 
explain through a study of various pictographs 
emphasizing how these three states are univer-
sal and integral to the human nervous system. 
Although they recognized that the meanings 
attributed to each state were conditioned by 
the shaman’s own culture, which also provided 
the basis for understanding the shamanic ex-
perience. But is every sign, geometric or other, 
really the cause and purpose of a first state of 
alteration? Do these figures, geometric or not, 
isolated or grouped, always precede artistic 
groupings that we will attribute to subsequent 
states of altered consciousness? Did the Paleo-
lithic human world view consider these signs 
“sacred” simply because they were the product 
of the first stages of hallucinations that had yet 
to meet their maximum expression and prior 
to finding mental parallels for them? We could 
keep asking ourselves questions that we proba-
bly will not be able to answer, although some of 
them seem to question how the attributions of 
meaning could exclusively be the product of vi-
sions rendered during the first stage of altered 
consciousness; it seems too simple and confor-
mist a point of view.

A second point would be to keep projection in 
mind. Paleolithic art is not limited only to the 
interior of caves, proof of this has increased in 
recent decades due to new technological appli-
cations. Archeological testimony has been co-
llected from many layers and outdoor spaces, 
some of them submerged in at least 33% soil 
from their archeological periods. If conjectu-

res around motivation behind altered states of 
consciousness are not limited to interior spa-
ces, and similar drawings are projected onto 
surfaces surrounding the shaman in moments 
of trance, we should consider a rupture from 
the main points in Clottes and Lewis-Williams’ 
work, communication with the so-called “un-
derworld.” “The world beyond, situated behind 
the wall of underground surfaces” would not be 
exclusive to the indoor representations, it would 
also be multiplied across open-air spaces.

Difficulties assigning chronologies does not 
seem to affect this proposition. Controversy 
like the one brought by Bedarnik (1995) aside, 
today it seems undoubtable that Paleolithic re-
presentations also exist outdoors. If we keep in 
mind the consideration that a society’s symbo-
lism is not limited to certain concrete activities 
ordered across the year, but rather present in 
all aspects of daily life and visible in specific ob-
jects and places that constitute the vital spaces 
for human groups (I. Hodder, 1988), we will see 
that art interacts with all remaining aspects of 
life, exercising an important role linked to or-
ganizing the worlds of the living and the dead 
(Santos y Criado, 1998). Among these subtle-
ties there is a proliferation of zoomorphic and 
anthropomorphic engravings imprinted by Pa-
leolithic human groups across large extensions 
of land, in the same style as the cave drawings 
(Bahn, 1995).

Should we assume that we are then talking 
about a new field that we could call “direct 
communication with the natural world”? If we 
consider the hypothesis that the shamanic cos-
mos is generally found stratified and composed 
of three levels: daily life, the higher world and 
the underworld, should we consider that in the 
Paleolithic only the underworld was acknowle-
dged, and that the representations referring to 
the other two levels have been lost, or are we 
simply unable to differentiate between which 
drawing refer to which level?  

On a third note, the so-called Paleolithic bes-
tiary has continued to draw thousands of 
questions over the years and new findings in 
portable art should also be included in the con-
versation. There are representations of rhino-
ceroses, felines, mammoths and bears from the 
beginning of the Aurignacian that disappear 
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at the beginning of the Clovis and are exchan-
ged for images of bovine, horses, goats, deer 
and fowl. Likewise, there is a dearth of human 
protagonists in the majority of Paleolithic ru-
pestrian art, in contrast to drawings from the 
Neolithic or the Metal Age where human figures 
are central. But of the few figures represented 
there are two notable characteristics: They are 
signaled by incomplete forms reduced to a sin-
gle body segment and are not very naturalistic. 
The most recent studies modify the chronolo-
gies of certain groupings where we can quanti-
fy, classify, define, correlate, but we cannot try 
to defend our own theories using procedures 
around what is or what is not. Due to possible 
alterations, any cluster of representations in 
a collection may have lost important elements 
that we will never be able to examine.

Research about the creation and execution of 
prehistoric art has surpassed the different stu-
dies that arose in the past: art for art’s sake, 
the magic of hunting and fertility, totemism, 
sexual complementarity or shamanism.  Much 
has been speculated about each motive, with 
efforts to ultimately justify only one driving 
force over all the others. Without entering into 
controversy, there is no reason why Prehistoric 
sacred conception, its world views, should be 
the unilateral result of a single attitude; on the 
contrary, it most likely incorporated many di-
fferent aspects into a culturally creative mani-
fest unit. Therefore, none of the afore-mentio-
ned motivations eliminates any other, because 

in many cases they are the inseparable parts of 
a whole. The multiplicity of factors is, without a 
doubt, the best way to understand the creative 
process and the meaning behind the origin of 
these artistic representations.

There is much left to be done and we are ad-
vancing with regards to the number and natu-
re of our discoveries; contextual research and 
technical advances in other information fields 
promote knowledge about cave drawings and 
portable art. That is, about the origin of art as 
associated with the interior and exterior dimen-
sions of each person. 

I can only conclude in one way, in an expres-
sion indicated for religion, but that can also be 
used for the origin of art in Prehistory, as Le-
roi-Gourhan (1984) would say:

“We can only perceive Paleolithic religion in a 
weakened shadow (…) this extraordinary as-
sembly organized along cave walls remains 
mute (…) that which figured in the oral and ope-
rative content of Paleolithic religion was per-
haps more varied than what shines through the 
shapes.” 

Bibliography: 
Bahn, P. G. (1995): Cave Art without the caves. Antiquity 69 (263): 231-237. 
Bahn, P. G. (1998): The Cambridge Illustrated History of Prehistoric Art. Cambridge Uni-
versity Press. Cambridge.
Bednarik, R.G. (1994): A Taphonomy of Paleoart. Antiquity. 68: 68-74. 
Brian Inglis (1989): The Mind’s Altered States. Editorial Tikal. 
Clottes, J, Lewis-Williams D. (1996) Prehistoric Shamans. Editorial Ariel.
Hodder, I. (1988): Archeological Interpretations: current themes. Barcelona, Crítica. 
Leroi-Gourhan, A. (1984): Art and graphics in Prehistoric Europe. Madrid: Istmo.
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Interdisciplinary unfolding is extremely im-
portant for us to closely examine: the colla-
boration, the texture, the rhythm and the 

force of artistic creation, where we compose in 
movement, with different speeds and affective 
rhythms, creating more accurate relationships, 
rather than using a direct, linear deployment. 
These instances of alternative possibilities are 
active through co-research, collective practice, 
participative research-action; they also cover 
other methods and concentrations that generate 
new possible ways to work from our differences 
and at the intersections of art, science, technolo-
gy, architecture, and engineering. It is important 
to find different planes of relational movement 
composition. 

Artistic creation takes its form from relationships, 
generating an invitation to appreciate the collec-
tivity at the heart of the process. In this way, di-
verse relationships can exist, which allow for an 
emphasis on emerging properties, if we can let 
our way of thinking use differences, relations-
hips and processes as a starting point. For this 
reason, it is important to mention that emergent 
elements can come together around the notion 
“spontaneous production of a level of reality that 
has its own rules for education and order for con-
nection” (Brain Massumi, 2002). Within collecti-
vity and relationships there can exist a series of 
interconnected individualities with creative ten-
dencies toward human and inhuman dynamism. 
From interdisciplinary practices and collabora-
tive methodologies, explorations of the artistic 
medium generate perspectives on super human 
transverse spaces that can be either tangible or 

The Interdisciplinary       
Processes 
of Artistic 
   Creation

Bibliography: 
Deleuze, G. (2003). Francis Bacon: The Logic of Sensation. Continuum: London. 
Manning, E. (2009). Relationscapes: Movement, Art, Philosophy. Massachusetts: 
MIT Press. 
Massumi, B. (2002). Parables for the Virtual: Movement, Affect, Sensation. London: 
Duke Univ. Press.

Dra. Siglinde Langholz Villarreal 
Interdisciplinary Studies at the University of Maine 
Full professor of Visual Arts, University of 
the Americas, Puebla. 

intangible. This relationship is nourished by the 
differences that characterize them, formulating 
a transgression of possible boundaries to crea-
te dialogue between dynamic interdisciplinary 
processes. These dialogues are born from action, 
and this doing is a thought on the cusp of articu-
lation: a pre-articulate thought in motion. 

Interdisciplinary relational acts in art are transfor-
mational processes that activate open fractures, 
interconnecting them through a variety of prac-
tices, rhythms, and variables that go beyond any 
specific human function.  Deleuze focuses on the 
immanence: how new forms are created and the 
forms in which the material becomes corporeal, 
not through obligation or departing from the hu-
man, but rather beyond the human. This is why 
an artistic creation amid interdisciplinary, colla-
borative processes, intends to generate a weigh-
ted environment were the human and inhuman 
are emergent, encouraging creative encounters 
that mutually co-form and co-create (Delueze and 
Guittari, 2003). Relationships within the artistic 
creation expand outwards, attracting potentiali-
ty and informing a matrix as movement, recog-
nizing the nodes of the matrix as connections for 
these movements, and emphasizing discourse 
and non-human perspective through more than 
human encounters (Manning, 2009). Therefore, 
this decentralized dialogue allows our attention 
to be drawn to processes that can no longer be 
described with purely human parameters.
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The Benevolent 
Side of Art

Art Therapy: 

I have been a clinical psychologist for almost 
twenty years. During this time I have travelled 
many paths to help patients through their 

healing processes, looking within each difficult 
moment for modes of expression, uncovering ail-
ments and reestablishing internal balance.

Art as Language
I have increasingly noticed how art, especia-
lly visual art, invites patients to find their voice 
through color, lines and molded shapes in many 
different materials. The patient establishes a 
conversation of two. A dialogue develops natu-
rally with the material, as if the brush or piece 
of clay already lived inside the patient’s senso-
rial memory waiting to be found anew, waiting 
to transform into images that speak, or scream, 
to be seen.

Sometimes it is a conversation of few words. A 
few brush strokes may be enough to express 
every stored emotion; others require more than 
one session to give the patient the right symbo-
lic expression of their emotion or pain. I am a pri-
vileged witness. A silent companion during this 
conversation.

The Patient and the Art
One moment that has a favorable impact on me 
is the precise instant when the patient is able to 
give meaning to an experience that tortures or 
overwhelms them. That small spark glows across 
their faces when they discover a path towards 
wellbeing. The moment when the patient obser-
ves the piece they have created and their own art 
shows them a path towards reconciliation, forgi-
veness and the beginning of their transformation. 
It does not really matter if it is a crayon drawing, 

a watercolor or a figure made with modeling clay; 
the art is a gift that allows the patient to trans-
form their feelings into colors, textures, shapes 
and images that reveal an entire history, or an ex-
perience deeply stored in their interior because 
words were too harsh or real to be accepted. 

Art softens things. It offers a healing balm that 
sinks feelings into warmth and connects with the 
patient’s deepest and most primitive self: their 
sensory being, the level on which words are use-
less, where experiences are tasted, smelled, ob-
served, touched and felt. 

Artwork as the Speaking Witness to Feeling
Art not only offers a safe space defined by ma-
terials for the patients’ expression as they face 
their own experiences, it empowers people to 
transform themselves. Artwork allows for play 
between space and time. It can act as a mask 
that openly shows antagonistic elements inte-
racting free of conflict, or a page covered in wa-
tercolor that bids farewell to and holds a painful, 
angry childhood. (My power. Piece created with 
raw mud. Workshop: Constructing the Feminine).

A piece of art will always be there for the patient, 
it speaks to them about what needs to be recog-
nized: a reconciliation, a goodbye, a profound 
transformation, acceptance of a new reality. The 
piece offers itself to fulfill the person’s need at a 
given moment: Sometimes it is destroyed so that 
the patient can rebuild themselves, transformed 
to give new meanings to experiences, or conver-
ted into the visual narrative of someone suffe-
ring a great loss.

Art is language, emotional healing, color medicine.

Verónica Lara Gallegos, MA
Mental Health with a concentration in Childhood and Adoles-
cence, University of Leon, Spain
Art Therapy professor at the Museum of Contemporary Art, 
MARCO, Monterrey, Nuevo Leon. 
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A Journey through 
Factories and 
Collection Facilities

The Architecture of Recycling:

Recycling and reusing materials is still gai-
ning space and relevance within the ar-
chitecture and construction industries. 

Currently, these practices are an important al-
ternative to more traditional construction me-
thods, given that they offer a more economical 
and sustainable solution when conscientiously 
applied. Furthermore, recycling and reusing 
contribute substantially to resource and raw 
materials preservation.  Establishing recycling 
facilities also creates new job opportunities, 
from collection of recyclables, to transportation, 
to production, to commercializing materials and 
final products from the recycling process. Fur-
thermore, solid waste processing stations can 
also incorporate energy production systems, 
which reduce operation costs and the general 
impact of these buildings to a minimum.

Over the years, our recycling plants have evol-
ved from simple structures to complex, highly 
technological buildings. As cities have expan-
ded their collection, separation and waste pro-
cessing programs, these structures have grown, 
and consequently have become more efficient 
and sustainable projects designed to facilitate 
operative processes and promote a safer and 
healthier working environment. Yet we still have 
to ask: What are the environmental and human 
costs of these structures? What good does it do 
us to build enormous reuse and recycling cen-
ters, if the facilities that house them have a ne-
gative impact on the environment?

There are various functional spaces along the 
recycling chain, from collection and storage 

Hana Abdel Latif, B.A.
Arts, Lebanese American University
Project Curator and writer at ArchDaily, Lebanon

centers to waste classification and separation 
facilities. Other important structures along this 
line are processing plants, where waste can be 
transformed into fertilizer or other organic raw 
material. In some cases, the waste can also be 
used to produce energy through combustion.

Collection and Classification Centers
Classification centers tend to operate along the 
logic of linear production. This is why they re-
quire special architectural attention in terms of 
distributing the programs for a most efficient 
work flow. Furthermore, from the arrival of the 
delivery truck, to the raw material delivered, to 
the shipping of waste to posterior processing 
centers, the program must be carefully planned 
across space to avoid unnecessary overlap.

Processing Centers
Processing centers are also in charge of clas-
sifying mixed, toxic, recyclable material from 
unknown origin and unrecyclable waste, as well 
as handling the processing of materials prior to 
their shipment on to recycling plants. The func-
tionality of these buildings must be clearly or-
ganized and have both mechanical and natural 
permanent ventilation in all their spaces.

Recycling Centers
Recycling and reprocessing plants are in charge 
of processing separated raw material into new 
products. The design of a recycling plant should 
allow for clear production lines since they are 
characterized by the presence of large machinery 
and require a series of complementary projects 
such as refrigeration systems for the machines. 
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So that all these efforts are not in vain, it is imperative that these structure receive adequate ar-
chitectural attention. This also means that, to design a recycling plant, architects and contractures 
should work in conjunction with other professionals and specialists, and include participation from 
the local community in every stage of the project.
Reception, classification, and waste-processing centers, in addition to the recycling plants in all 
their manifestations, represent the primary agents promoting the use of recycled material in cons-
truction projects today. This is because many of these structures were built with the same ma-
terials they are meant to recycle. Yet they are aesthetically pleasing, since the visual impact of 
factories within their environment should be a considerable part of their design.

Note: The cited texts are archived, descriptive extracts from each project written by the architects. 
This article is part of a topic from ArchDaily: Recyclable materials.

Urban Solid Waste Collection Center / 
Vaíllo + Irigaray

Courtesy of Vaillo + Irigaray

The Urban Solid Waste Collection Center 
designed by Vaillo + Irigaray in Huarte, 
Spain, is a building that uses its mate-
riality to express its function. It boasts 
a complex volumetric structure covered 
in large-scale (2.5 meters x 1.5 meters), 
recycled aluminum laminate.

The Sunset Park Materials Recovery Facility 
in New York City functions on a fluvial sys-
tem, using barges to transport and send raw 
material, which saves a monumental amount 
of energy in comparison to the expense of 
trucks. For the building’s design, the ar-
chitects used recycled materials in almost 
every space. These materials are implanted 
in a landfill constructed of compound recy-
cled glass, asphalt and rock removed during 
the construction of Second Avenue subway 
in New York City.

Sunset Park Materials Recovery Facility 
/ Selldorf Architects

Milieustraat Recycling Center / 
Groosman
The existing circulation structure and 
ground material are completely reused. 
Through IFD construction (industrial, 
flexible, dismountable), the building can 
also be reused in the future.

© Theo Peekstok

© Nikolas Koenig 
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Energy Waste Treatment Plant in Bolzano / 
CI & aa Architects

The intention of the CI&aa team was to reduce 
the visual impact of the industrial facility de-
sign, creating a cohesive building whose lines 
and colors blend into the surrounding horizon 
and create a balance between the natural and 
the artificial, the ideal landscape.

© Alessandra Chemollo

Metal Recycling Plant / 
dekleva gregoric architects

© Nikolas Koenig 

The Metal Recycling Plant /dekleva gre-
goric tries to divide the project into mul-
tiuse, flexible and non-flexible places, 
with more specific areas.  In these terms, 
the enormous concrete plateau and de-
finition wall, and the adjacent concrete 
service building, define the current nu-
cleus of production. However, they allow 
for an easy change of program within the 
industrial zone.

Smestad Recycling Center / 
Longva arkitekter 

The Smestad Recycling Center is an en-
vironmentally ambitious project. The 
building was entirely designed and built 
with low carbon print materials: Concrete, 
brick, wood laminate and recycled steel. 
Additionally, the roof garden, planted 
with sedum vegetation, contributes to 
the building’s energy efficiency. 

© Nikolas Koenig
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Andrea Estupiñán Villanueva
PhD. Universidad Popular Autónoma del Estado de Puebla 
in Management and Marketing. 
Full-time Research Professor at the Faculty of Communication 
Sciences, Benemérita Universidad Autónoma de Puebla (BUAP)

Martha Silvia Torres Hidalgo
PhD. Universidad Popular Autónoma del Estado de Puebla 
in Strategic Planning and Technology Management
Full-time Research Professor at the Faculty of Communication 
Sciences, Benemérita Universidad Autónoma de Puebla (BUAP)

Art as representation of reality has beco-
me an issue to reflect on in our new mo-
dernity. The concept of art in relation to 

the beautiful connects to the harmony of shapes 
and with the virtues that can be observed in a 
work of art. It is in the act of creating artwork 
and in the public’s observation thereof, where 
another concept appears: ethics, which regulate 
human behavior as is participates in the expe-
rience of art. These behaviors express aesthetic 
values that generate value judgments associated 
with the beauty of forms and the capacity to pro-
voke positive or negative reactions around this 
experience. 

Aesthetics are a branch of philosophy that 
theorizes about and defines relationships to the 
perception of beauty and lack thereof. Socra-
tes, Plato and Pythagoras were philosophers 
who wrote treaties on aesthetics and percep-
tion. With regards to these relationships, aes-
thetic values share ethical and moral principles 
with other values like, for example, human so-
cial and cultural values. Art has the ability to 
weave feelings, thoughts and acts together, and 
to influence all aspects of social and personal 
existence; its function is to represent that which 
exists through an innate perception of reality. 
(Comte, 1998, 93).

Reflections on Art, Aesthetics and Concepts.
The concept of aesthetics has undergone many 
changes across history because they are associa-
ted with the beauty standards of each era. This 
concept has also been associated with different 
currents of thought because, at the outset, artis-
tic representations are subjective. For example, 
in the Middle Ages, beauty was only intelligible 
(understood, coherent, rational), in association 
with moral harmony. The doctrinal system was 
always checked that the sensible never excee-
ded the spiritual (Eco, 1997, 14). At a later stage 
in the transcendental current a relationship be-
tween the good and the beautiful arose, because 
“the beautiful indicates how pleasurable the fa-
culty of comprehension is, while the good signals 
the willingness towards goodness in the delight 
of feeling.” (Theological Summa, 103). 

What theory studies art in its canon and aesthe-
tic? During the V and IV centuries A.C. a theory 
was developed as antecedent to great Classic 
Greek art. Artists also participated in its develo-
pment, and their treaties transmitted technical 
knowledge, practical experiences and general 
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reflections on the rules of symmetry, canon, and 
the principles of aesthetics. Ancient Greece has 
always been seen as the “cradle of Western Civi-
lization” because its ethic-educational values and 
ideals, which arrived in great part from the Me-
diterranean, and even Roman culture, considered 
culture to be a formative ideal within a community, 
driving men to perfect their knowledge. And, pre-
cisely to reach this goal, the Greeks, had paideia,    
or the values education of the youngest members 
of society, giving them the necessary tools de im-
prove each city-state. (Alonso, 2005, 187).

Visual Communication and the Judgment of Art
Many lines of thought, philosophical and social 
disciplines work together and complement one 
another when giving meaning to art and artistic 
representation. Currently, visual communication   
is the most frequently used discipline because of 
its relationship to visual language; as we know, 
the majority of messages that we send and recei-
ve are communicated by image.  Visual commu-
nication is different from art in that it not only 
provides meaning and realities through harmo-
nized images, it also looks for a specific answer 
within the audience, whether than to persuade 
or to sell. Nevertheless, visual communication 
becomes superficial when its constructed messa-
ges neglect ethical and aesthetic principles. One 
reason values are not included in this, and other 
similar fields, is that art classes have become 
electives at educational institutions. Students, 
therefore, do not learn to enjoy aesthetic values 
or be critically assertive about art. (Aguilella, 
2018, 31).

Visual communication emerges beside the van-
guard of artistic and cultural industries, criticized 
for producing consumer art for the masses, and 
excluding academic art. (Quiroz, 2009, 104)

Conclusions:
Human beings in their essential quality uncea-
singly search to represent their reality, but not 
in a digital context where immediacy, plurality 
and a lack of education dilute behavioral ethics, 
and, consequently, instigate ethical conflicts 
around new art forms. Because of this situation, 
“the aesthetic experience can help us conti-
nually reconstruct our experience, producing a 
responsive ethos that recognized its own limit, 
and our understanding of others.” (Hermann, 
2006, 11). Finally, art has not died, it has just 
been transformed. The reflections in this article 
should bring us back to the human heart, whe-
re values that make a difference in the artist’s 
ethics and promote exploration inherent in true 
aesthetic education.
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Creativity,
the Latent Pandemic

José Valderrama Izquierdo, MA
Visual Arts, National Autonomous University of Mexico

Professor at the Ibero American University, Puebla

Deeply-rooted inequalities and injustices 
have come intensely to light recently. 
The current social model is not only be-

ing ferociously defended, it is being reinvented 
to continue in its meaninglessness, or to be-
nefit a single sector of society. Furthermore, 
it seems as though we are rediscovering the 
structural vulnerabilities in 
the system, and seeing how 
urgently we need to create 
new paradigms in the face 
of social boredom, the cruel 
structural game of seeing 
without really seeing, whi-
le simultaneously normali-
zing violence and neglect. 
One of the most complex 
challenges facing us will be 
to assume the shared res-
ponsibilities that increase 
the coherent possibilities in 
creating new, worthy condi-
tions.

How can we achieve these 
conditions when everything 
has already been violated? 
The first step is complex 
and requires access to knowledge about sur-
vival and emotional vulnerabilities. Without 
this knowledge, it will be impossible to play a 
different role in questioning freedom which, as 
Byun Chul Han would say, currently represents 
self- subjugation and self-exploitation in our 
performance society. So what strategies are su-
fficient to facilitate access to knowledge about 
one’s own vulnerabilities? 

It will be impossible to answer this if we are 
unable to transcend the borders of individual 
alienation within an intentional, practical fra-
mework that reaffirms collectivity. This is where 
the creative deficit arises as one of the least re-
cognized and validated factors. Perhaps becau-

se the cultural fields in countries like ours do not 
prioritize contemplation, reflection and leisure. 
Cultural domains frequently are submitted to 
endogenous rules that reaffirm and perpetua-
te systems and practices that reflect short-si-
ghtedness when faced with anything different, 
uncertain or worth questioning.  Saramago 

said: “if someone wants to 
convince you of something, 
he is trying to colonize you.” 
Maybe it is time to review 
our society’s processes of 
validation and agency in its 
cultural fields.

As we know, to mold a cultu-
ral field, cultural innovation 
that has been previously 
adopted and legitimized by 
experts in the field is requi-
red. This is how we find our-
selves at a historical juncture 
where creative insurrection 
acquires inter, multi and 
trans-disciplinary characte-
ristics that no single field is 
able to validate, or, as in the 
case of the Covid-19 pande-

mic, reformulate and speculate on off the cuff. 
An example would be the cultural industry of 
the great museums that have had to modify and 
expand their offerings into the digital field of 
perception, looking for innovative ways to pro-
mote the aesthetic experience, while attracting 
and seducing a physically distant audience.

Like the viral outbreak, that has permeated and 
touched our reality, an intentional, practical 
creative pandemic is now more necessary and 
urgent than ever. It is a pandemic that requires 
certain collective transformative, activist con-
ditions where solidarity and justice are episte-
mologically positioned to reach current cultural 
systems and impact how they operate.
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The Maximum Expression of 
Nature, Life and Art

The Great Mayan Aquifer:

Laurence Le Bouhellec Guyomar, MA
Visual Arts, The University of Paris VIII

Full professor in the Anthropology Department  
University of the Americas, Puebla 

Despite the hegemony still enjoyed by the epistemological platform of the 
modern West, the fractures in its structure have been growing more appa-
rent and numerous. This may be because of the international recognition 

earned by cultural actors from what was considered, for many years, simply, the 
“periphery.” The “center”, obviously, was occupied by some countries positioned 
along the Western strip of the Old World. Or it may be due to some type of disco-
very whose impact has been to remove the lead weight oppressing some beliefs 
or practices that have not had the chance to be integrated into the traditional 
Western body of values. Among the most resounding findings in recent years, 
the most undoubtedly important has been the existence of the world’s largest 
system of underwater caves, which stretches over three hundred and seven kilo-
meters, the approximate distance between Cancun and Chetumal. 

For Guillermo de Anda, researcher at the National Institute of History and An-
thropology, National Geographic Society explorer and Director of the Great Ma-
yan Aquifer (GAM) project, “this immense cave represents the most important un-
derwater archeological site in the world, since it includes more than one hundred 
archeological contexts where evidence of the first inhabitants of the Americas, 
extinct fauna, and Mayan culture can be found.”
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It is important to highlight that for the An-
cient Mayan world view, the caves and the 
water sources were considered symbolic pas-
sages between the earthly world and the un-
derworld, the wellspring of their relationship to 
the world of the dead Xibabá, 
and simultaneously to fertility. 
Generally speaking, the Mayan 
underworld is related to various 
mythological beings and fan-
tastical beasts, like the moan 
bird, a manifestation of the 
god of death. Other nocturnal 
animals like jaguars, bats, and 
owls share the same symbolism.  
Yet without a doubt, the Popol 
Vuh, the most important do-
cument that has preserved the 
beliefs of the Ancient Maya, has 
provided knowledge about the 
fantastical mythology of the 
underworld and its association with the caves 
as access points to the world of the dead. It is 
therefore not surprising that some of the caver-
ns were used as ceremonial sites. This is pro-
ven by the multiple altars—small metates and 
malacates, urns with the icon of Tlaloc the god 
of rain—carefully placed in certain parts of the 
cave of Balamkanché or the cave of Balamkú, 
both near to the ancient city of Chichén Itzá, 
Yucatan. 

Likewise unsurprising is the sacred aura cloa-
king some of the cenotes where certain rituals 
were performed. One of the best known rituals 
was called chen ku, where victims were thrown 
into the waters, as was carried out at the sacred 
cenote of Chichén Itzá. Though the findings 
made there have generated the idea that the ce-
notes possess great riches in their depths, this 

particular cenote is an extraordinary case be-
cause no evidence of any other type of offering 
has been found there. No jade, copper, gold, 
incense or textiles have been located there, 
while at other cenote mortuary sites research 

has shown their presence. The 
most extraordinary mortuary 
deposit was found at the Ceno-
te Las Calaveras, Quintana Roo, 
along with the remains of at 
least one hundred and twenty 
individuals. Because the majo-
rity of the bones found there 
belonged to adults, the remains 
are not considered to be sacri-
ficial. On the other hand, the 
notable absence of offerings 
at Chichén Itzá confirms the 
hypothesis that it was an os-
suary. The GAM program has 
also shown us that the depths 

of preserved not only human bones but also a 
large quantity of the ossuary remains of extinct 
animals.

Now, beyond the surprising scientific, archeo-
logical and artistic findings associated with the 
GAM discoveries, the greatest lesson learned is 
the ability to present a clear alternative to the 
arrogant anthropocentric thought inherited 
from modern Western culture. It is clear that a 
world steeped in singularities is unconceivable 
and even a little inhospitable. Nevertheless, hu-
man beings do not necessarily have to be the 
only beings that place value on the components 
of their life environment. Why couldn’t every 
characteristic of nature participate in giving 
meaning to the world? This is the great lesson 
of an ontology based on the analogies GAM is 
offering us.
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What to read while 
sheltered-in-place

Bonsai 
Apartment.

Berenice Ramos Romero Ph.D. 
Literature, Catholic Pontific University of Chile. 
Editor in Chief of the magazine Arts Workshop 
and researcher on links between Japanese and 
Latin American Literature, CONICYT /ANID fellowship. 

One of the most frequently cited quotes 
in the literary field is the following: “Let 
others brag about what they’ve written. 

I’m proud of what I’ve read.” With this maxim-- ac-
credited to the Argentinean writer Jorge Luis Bor-
ges--in mind, I would like to suggest some texts   
to accompany this period of sheltering-in-place 
to which the entire world is subject. 

During the times of this pandemic, it is difficult 
to express emotions and pain, I dare to say that 
we have all felt loneliness, anxiety, a degree of 
claustrophobia, boredom, stress and even some 
physical pain that makes us wonder: it could be 
a common cold, exhaustion, a passing heada-
che--but it is terrifying to see that these malaise 
are the first symptoms shared by those infected 
with the novel corona virus SARS-CoV-2! On a ge-
neral daily basis, we do not have the words to talk 
about these experiences, the vocabulary to des-
cribe these sensations, and the boldest among 
us perhaps can point to where the discomfort 
lies:  They point to their head, their chest, they 

indicate skin irritations, the tic that has develo-
ped in their left eye since March. In and of itself, 
the physical suffering and the existential pain are 
incommunicable for some people, but luckily in li-
terature, and in the arts in general, there are voi-
ces that have thoroughly nourished these types 
of experiences and can help us look at what is 
happening around us through a new lens. 

In my point of view, there are two types writers: 
those who we read as if they were a friend--their 
prose becomes familiar, we love and are interes-
ted in them, we live their stories as if they were 
our own and carry them with us; and those who 
we read with admiration, in a profound states of 
reflection, whose books awaken a new, critical 
perspective on life for us. On this occasion, the 
selection I have gathered to suggest to you fall 
into the first category because, as Amos Oz says: 
“reading a novel is like being invited into other 
people’s rooms, the children’s playroom, the offi-
ce, and even the bedroom. You will be invited into 
secret shame, family joy and even dreams.”
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The House of the Sleeping Beauties 
Yasunari Kawabata

The House of the Sleeping Beauties is a novel 
by Yasunari Kawabata. It narrates the daily vi-
sits an elderly man named Eguchi makes to a 
brothel. This place offers the bodies of young, 
virgin women, but only to be admired, not tou-
ched. So Eguchi, a seventy-six year old man, 
spends many nights beside these sleeping 
bodies, observing their nudity while remembe-
ring his life: he takes a tour of his past with 
other women (his wife, his mother, his daugh-
ters). The dynamic the protagonist experien-
ces allows him to bring other deeper issues of 
interest to light, like loneliness, maturity, old 
age, and death.

Quote: “There seemed to 
be a certain sadness in 

the body of the girl that 
inspired the nostalgia 

for death in the old man. 
But among the elderly 

men who visited the 
house, Eguchi was, per-
haps, the one most ea-
sily moved; perhaps the 

majority only wanted 
to drink in the youth of 
the sleeping girls, enjoy 
them without awakening 

them.”

Quote: “In fiction, 
when someone 
doesn´t arrive, 

thinks Julien, it is 
because something 
bad has happened. 
But fortunately this 

isn’t a novel.”

Quote: 
Be careful! If you 
play at being a 

ghost, you might 
become one.”

La vida privada de los árboles
Alejandro Zambra 

The Private Life of Trees is Chilean novelist Alejandro 
Zambra’s second novel. This short novel is about the 
life of a small family: Julien, Veronica and Veronica’s 
daughter, Daniela. Veronica is a painter, Julien is a 
professor and writer, but as it turns out, Veronica 
never comes back from her drawing class. The na-
rrative occurs during this wait. While the wait grows 
longer, the character reflects on the exercise of wri-
ting, on literature, on the austerity of language and, 
primarily, on the fragility of life and emotions.

The Weightless Ones 
Valeria Luiselli

The Weightless Ones, a novel by Valeria Lui-
selli, addresses the impossibility of a romantic 
encounter and the irrevocability of loss. It is 
a story about ghostly existences narrated in 
two voices: one narrator is an editor in New 
York who is haunted by the ghost of Gilbert 
Owen on the subway; the other is Owen´s own 
voice talking about his literary life in New York 
while on the verge of death. This story of cros-
sed lives keeps us constantly nostalgic as we 
observe to characters searching for one ano-
ther among the underground trains, but with 
a minimal likelihood of finding one another.

  All the books suggested here are available 
as eBooks or in print.
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Quote: 
“Life changes 
quickly. Life 

changes in an 
instant. You sit down 

to dinner and the 
life you once 
knew is over.”

Quote: 
“Everything was 
behind closed 

doors. I wouldn’t 
open for anyone. 
So someone will 
find me: dead, 

but surrounded 
by the splendor 

of the past.”

A Year of Magical Thinking
Joan Didion 

The Year of Magical Thinking is the personal 
experience of journalist and writer Joan Di-
dion, in which she narrates the sudden death 
of her husband, writer John Gregory Dunne. 
The details the author presents throughout 
the work bring us closer to constant reflection 
on grief, mourning and loss, and about how to 
endure life while in pain.

Beauty Parlor
Mario Bellatin
Beauty Parlor is a story created by Mario Bellatin, whe-
re he narrates the strange illness that is killing the in-
habitants of a city. The sick people are rejected by their 
peers and have nowhere to spend their final days. And 
so a hair stylist decides to convert his salon into a place 
to die. In this place, the protagonist and his exotic fish 
escort us through the decline of the ill, loneliness, the 
struggle to remain in an enclosed space and resigna-
tion towards death.

Viral Voyages
Lina Meruane 

Viral Voyages by author Lina Meruane, is a 
collection of essays focused on exhaustive 
research about AIDS (which she treats in the 
work as an epidemic) and how this issue was 
looked at and dealt with in different literary 
works.

Quote: “If the virus 
is a global artefact, 

it is also a key 
mechanism for 
representing 

globalization. [...] 
Its evil, in addition to 
being a virus that is 

precariously kept under 
control: the anguish of 
being separated from 

others, of being 
converted into 

disposable subjects like 
any consumer good.”

ANUNCIO COMIDA
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