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The exhibition “Naturaleza expandida: visibilizar lo invisible” 
(Expanded Nature: Making the Invisible Visible) —between October 
2020 and May 2021—, was the result of a search for new creative 
and critical perspectives on the plurality of coexistences that inhabit 
nature. It brought together sounds, textures, images and stories to 
present what has been forgotten or become non-visible, through 
different perspectives: from the scientific to the cultural, from the 
individual to the collective, from the concrete to the spiritual. It was 
presented by Centro Cultural La Moneda and Fundación Mar Adentro 
under the curatorship of Maya Errázuriz and Carlo Rizzo, and with 
the support of Fundación Biodiversidad Alimentaria, Fundación 
Fungi, Geocom and Revista Endémico. This book is published on the 
occasion of the closure of the exhibition so as to continue expanding 
our notions and memories of the non-human.
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SENSORY ARCHIVES 
OF A FOREST

A conversation between Beatriz Bustos O.  
(Director of Centro Cultural La Moneda),  
Maya Errázuriz & Carlo Rizzo (Curators)1

This conversation is an edited and adapted 
version of a dialogue between the Director of 
Centro Cultural La Moneda, Beatriz Bustos O., 
Maya Errázuriz & Carlo Rizzo (curators) during 
the development of the exhibition “Expanded 
Nature: Making the Invisible Visible” in the 
context of Diálogos en el Centro, February 
2021, a program presented by Centro Cultural 
La Moneda.

1

Beatriz Bustos: What I want to highlight is the 
importance that this exhibition grants to the 
concept of natural heritage and its modes of 
classification throughout history. In this sense, 
what associations can we make when natural 
heritage is conceptualized in  
an expanded form?

Maya Errázuriz: The development and research 
behind this exhibition was born from this 
relationship and initial project that we started 
with Carlo in 2018 with his Wilderness Archive 
project, as a result of the residency program 
that we run at Fundación Mar Adentro called 
Bosque Pehuén Residencies2, which takes 
place in a conservation area that protects an 
araucaria forest. This forest is a place that we 
also conceive as a laboratory to explore new 
ways of communicating and educating on the 
importance of forests and their inhabitants 
from different disciplines and perspectives, 
which at the same time enriches the nature 
conservation discussion. All of this research 
was then interrupted by the covid-19 pandem-
ic, and we found ourselves in lock down in our 
homes looking at the outside from the inside, 
and here we were seeking to expand our 
preconceived notions of natural heritage. This 
exhibition stems from an initial concern and 
reflection on making visible certain things of 
nature that usually are not visually represented 
in museum spaces, and perhaps even in our 
collective unconscious, or in the audiovisual 
sphere. So, that is how we began to involve 
different artists and visions. And, finally, I think 
that what I find most interesting about the end 
result of this entire research process is that it 
all culminates in an exhibition that invites us to 
think about what natural heritage means and 
how that definition that we have placed upon 
our natural heritage affects the way we interact 
with the non-human.

 

2 Carlos Mendoza (Fundación Mar Adentro’s 
Conservation Advisor) together with Carlo Rizzo  
in Bosque Pehuén.



14 15

BB: And this has certainly been the way the 
public has engaged with the exhibition, or 
so we have seen. Carlo tell us a bit about the 
origins of the Wilderness Archive.

Carlo Rizzo: This is essentially the first iter-
ation of this project, and this conservation 
area in the south of Chile3, as Maya said, is a 
space that has become a platform for different 
voices to come together, and I think it was in 
that special character of this space where we 
met conceptually with the Wilderness Archive, 
which is an opportunity to reconsider the 
notion of wilderness, just as much as through 
the exhibition we are trying to reconsider the 
notion of heritage. But at the end of the day, 
these two notions are very much interrelated, 
wilderness is part of heritage, yet perhaps 
heritage is a wider notion in that it also entails 
the politics of managing a space and of creat-
ing a space within the framework of a nation 
state and an organized society that aims to 
respect and protect a certain area of ‘nature’. 
You could also reverse the logic and think that 
heritage is also a part of wilderness in that it’s 
also a concept that has undefined boundaries, 
and that’s where I guess this project starts. It 
came from my experience participating in the 
Antarctica Biennale in 2017, which brought 
together a group of scientists and artists to 
create installations and performances. I came 
to the experience carrying my upbringing as 
a city person with me, so I didn’t quite have a 
notion for what wilderness truly was. When I 
came back I felt this gap between what I was 
witnessing there–something that was very 
far from being pristine and untouched, this 
utopian blank canvas landscape that I was 
imagining–and reality. It became an experi-
ence with multiple layers, where the signs of 
different interventions, near and far, showed 
that human impact plays a crucial role in this 
space that is so far from us. It felt so far from 
my imagination that I thought it was necessary 
and urgent to consider it in more detail.  

3 Araucaria or pewen (Araucaria araucana), Palguín 
Alto, Araucanía Region, Chile.

I think the basic framework of the Wilderness 
Archive is to recognize that these layers exist 
in any place on the planet that we consider 
to be wilderness. And so, the idea is to locate 
different areas of the world that are somehow 
liminal spaces that sit a little bit in between 
the unreachable and the “civilized” world 
where the impact or presence of humans is 
very visible. Bosque Pehuén was perfect in 
this regard: it’s at the edge of a National Park, 
it is seemingly untouched, yet at the same 
time it embodies all these multiple layers 
and meanings, whether they are developed 
through artist residencies, through conser-
vation work, or more broadly through the ac-
tions that have shaped it during its complex 
history. It was a very different space at differ-
ent times over the last 50 or 60 years, and 
the research done for the Wilderness Archive 
unearthed all of these different stories. The 
idea of the archive is to reveal these stories 
and create a simple multimedia collection of 
objects and testimonies that eventually can 
be added, used, elaborated, contradicted, 
expanded or challenged by others to expand 
our vision of this ‘wild’ space. 

BB: If there is something that I find fasci-
nating about this project, it’s how nature is 
approached in a different way. We are used to 
seeing more detailed and scientific visions, 
to seeing a photograph of the landscape. 
But here, we are presented with a new way 
of portraying and classifying nature with the 
different artists, their disciplines, sensibilities, 
with their own identity and way of connecting 
in particular with nature. An archive is gener-
ated to portray this multiplicity and demon-
strate the ways we connect with the natural. 
I believe that this also speaks to us about the 
value of multidisciplinarity and the need to 
really expand our minds in new ways of think-
ing, which I believe goes far beyond natural 
heritage, it is more about exploring different 
ways to find, I would not say solutions, but 
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rather new forms/visions. These artists are 
exploring, discovering and unraveling a story 
that they come to tell us in the exhibition, and 
this new way of classifying includes scientific 
ways, but from the point of view of art.

ME: And not only artists, but also research-
ers, NGOs, and designers. When we think of 
heritage in the context of an area of conser-
vation, there are many tensions in relation 
to what is considered endemic to a place, or 
what should be prioritized in terms of protec-
tion (because resources are often limited), 
and what our role as humans is within these 
places. In many natural spaces today there 
have been various processes of change in 
which human intervention has profoundly 
influenced and transformed these places 
that were supposedly pristine at some point 
in time. So for example, today we talk about 
invasive species, but these invasive species 
are the product of human actions that has 
implied various changes in a territory. Many 
years down the line a whole discussion  
arises on whether this invasive species that 
has already been in the territory for 20, 30 or 
40+ years, is to be considered a part of this 
place or not. And this is not only related to 
fauna but also to food, agriculture, seeds, and 
ancestral ways of interacting with a territory. 
So how can we think about heritage not only 
from what is tangibly visible, from the point 
of view of an observer of a natural place that 
every now and then seeks to live experienc-
es in nature, but more so as humans who 
should coexist and live with or in these plac-
es. So, do we feel that the current definitions 
or conceptualizations of natural heritage 
also include that ancestral coexistence 
of the human and the nonhuman? These 
reflections are the starting points to the 
work we developed with each of the artists 
and collaborators of the exhibition, primar-
ily focusing our research on the territory 
in which Bosque Pehuén is inserted, in the 

Andean Araucanía. These questions are what 
prompted us to start working with multiple 
visions, from the scientific to the artistic and 
anthropological, and inviting artists who have 
been working in this form for a long time and 
who value interacting with multiple visions. 
For example, it was interesting to include the 
work of Josefina Astorga into the exhibition, 
because although her work visually appeals 
to a romanticized vision of nature, she grants 
that aesthetic style to natural elements that 
are not commonly valued as emblematic, 
and in that, her image of the fern makes us 
dive straight into the theme of making the 
invisible visible. The work of Gregorio Fontén/
Laboratorio del Eco, on the other hand, opens 
our minds to the sounds that we do not hear 
when being in nature yet they exist, making us 
speculate on possible modes of communica-
tion with nature and also remembering sound 
as heritage. And then, we enter this idea 
of the sensory, how an archive can reflect 
the sensations, tastes, smells, memories of 
someone in nature. Then, Máximo Corvalán’s 
work exemplifies the tensions that we talked 
about before, this questioning of concepts 
like “heritage” or “monument” as a condition 
that distances us from our experience with 
a tree. And finally, the work of Miquel Moya, 
together with the collaboration of Fundación 
Biodiversidad Alimentaria, who are dedicat-
ed to rescuing the biodiversity of traditional 
seeds, highlights food as a natural heritage. 
We were also fortunate to incorporate a part 
of the Fungi Foundation’s fungarium, a fun-
damental addition to this discussion.

BB: I think it’s remarkable how the impre-
scriptible, the invisible takes relevance, and 
how this relates to the classification approach 
taken on in the exhibition versus the historical 
way of classifying natural specimens in natu-
ral history museums, which is where we have 
essentially come to learn and connect with 
our natural heritage. 4 ”Bonsai trees”, an up until recently unknown form 

of forest regeneration.
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CR: Yes, and it’s not only about visualizing 
the invisible but also about what has been 
forgotten about a place. Because to take an 
archival approach to a space like a forest does 
not necessarily mean to reveal new things 
about it, but perhaps more to metaphorically 
dig and reveal what histories lie behind its 
visible surface. This is the difference between 
our “new approach” to archiving versus more 
traditional approaches. The basis is the same, 
to institutionalize memory, which is what mu-
seums do: find out, preserve and present new 
stories, ideas and connections about these 
natural spaces. When I was in the forest I 
developed my own method, which was a very 
simple gathering of quantities of information, 
images, sounds, testimonies and local ar-
chives that already existed.4 What I was trying 
to do is challenge two assumptions that are 
at the basis of natural history museums today 
that I feel there is space to challenge at this 
point: (1) the notion of displacement, which I 
think is common to many museums. This idea 
that in order to study something we need to 
remove it from its original context, and there 
are good reasons to do that and to bring these 
specimens into an urban context but, why do 
we need to be in an urban context to under-
stand what happens in wilderness? Or in other 
words, what makes an urban institution the 
best place to understand nature and wilder-
ness? And (2) the notion that these stories and 
objects are somewhat deactivated when they 
enter a new space, because their capacity to 
generate meaning becomes very dependent 
on the disciplines and filters they are being 
looked through. Natural history museums and 
other comparable research institutions offer 
a very specific lens to understanding nature: 
the lens of science, of biology, and often a 
lens of history that remains partially covered. 
But, there are great discussions going on now 
especially in this movement of decolonizing 
museums that have shown that a lot of those 
museums have been at best partial in the way 

6 Native medicinal plants pressed and encapsulated 
in agar.

5 Labels used for the classification of Wilderness 
Archive. 

collections are presented. And so with the 
Wilderness Archive I attempt to challenge 
these two assumptions of displacement 
and deactivation. At the same time I like to 
play with the aesthetics of a natural history 
museum, the labels5 that are on the show are 
reminiscent of traditional labels, the way we 
encapsulated6 our medicinal plants… they are 
all ways of reminding us that a natural history 
museum is not just an institution but also an 
aesthetic paradigm that we can use to under-
stand and visualize nature. 

BB: It’s fascinating how this inclusion of the 
poetic within the art-science relationship can 
expand our knowledge and prejudices that we 
have had in relation to so many issues. I like 
to think of this exhibition as a device that can 
be taken as a methodology for other themes. 
I believe that this way of approaching the 
archive that was developed in this exhibition, 
thinking about natural heritage, can also 
lead to expanding concepts from the field of 
history, anthropology, and other fields. Be-
cause from art we can somehow open infinite 
paths, which are multiplying and which are, 
in short, expanding our conceptualization 
and perception of worlds. I think that art has 
a preponderant role to play in these times 
of social change and outbreaks worldwide; 
youths speaking out to redefine our ways of 
living together. The pandemic has also led us 
to raise questions about the ways we relate 
with one another and the need for collabora-
tion, the need to redefine our ways of life. So 
we are in a moment, I would say historical, of 
finding a new path. And somehow this exhibi-
tion, from a small scale also expands to make 
us rethink our relationship with art and the 
contribution of the arts to society, and to the 
new paths that we have to take to continue 
living together. 
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SUELO (SOIL) AS 
MEETING POINT

Ela Spalding

Before you read this text, I invite you to put 
your bare feet on the ground. If you can’t 
go outside, imagine the connection of the 
floor with the soil beneath. Take a moment 
to realize that you are standing on the skin 
of the Earth; the medium that connects the 
organisms and air above, and the organ-
isms, rocks and water below. This ground 
not only sustains and holds our weight, it 
is home and support to billions of beings 
and systems that enable trees and plants to 
grow; it is the base and sometimes mate-
rial of the buildings we live in. It holds the 
history of our ancestors: human, animal, 
plant, fungal and bacterial. In its depths 
and in its rocks, are stories of millions 
of years ago of how and where land was 
formed to become the landscape we see 
today. It can affect the quality of the air and 
amount of CO2 in the atmosphere, and its 
health influences that of the food we grow 
and eat, and therefore our own. So this 
skin–the ground, earth, soil–is a critical 
and literal sustainer of life on our planet. It 
holds the key of where we’ve been, where 
we are and where we’re going. What is 
most remarkable still are its unique charac-
teristics in different corners of the world in 
quality, taste, color, texture, usage, fertility, 
history, culture and potential. What is the 
soil like where you are?

The times we are living feel like the future 
is here: climate change, rampant fires and 
floods across the globe, loss of biodiver-
sity, and a pandemic that is lasting longer 
than any of us would like. The domination 
and destruction of what some call natural 
resources for the sake of profit, rendering 
entire communities of life invisible, is an 
ongoing trend that surpasses reason or 
science fiction. The amount of noise, pain, 
and fear that these realities create in our 
minds and bodies, often leave many peo-
ple feeling hopeless. 

Simultaneously, these times call for our 
presence and attention to the living world 
for ecosystem restoration, for more regen-
erative livelihoods, and reciprocity with 
our fellow biota. In other words, it’s time 
to rethink our relationship with our natural 
and cultural heritage, not as a static set of 
valuables to inherit and conserve, but as a 
world of wonder that we belong to, depend 
on, and co-create. A world that we can only 
truly understand (and therefore love) by 
relating with it here and now. 

In response to this call, I have been de-
veloping a Suelo Methodology based on a 
multidisciplinary residency I facilitated in 
Panama with Estudio Nuboso–a nomadic 
platform for art and ecology dedicated 
to facilitating space and time for encoun-
ters between people, nature, science, 
culture and diverse communities–seven 
years ago. It is a toolkit or roadmap for 
individuals, organizations and communi-
ties to (re)connect with the places they 
inhabit. Suelo uses the concept, metaphor 
and materiality of soil to articulate the 
natural and cultural value of a selected 
location, leading into practices of collec-
tive positive action. By engaging with its 
various aspects and uses, soil becomes 
the interlocutor between people and 
their surroundings, stories and visions. 
Its versatility addresses different interests 
and ways of learning while showing how 
important this essential element of nature 
is for our lives. 

Similar to analyzing a soil profile, the meth-
odology can reveal the multiple layers or 
horizons of deep time, history, present, and 
potential futures of a place through open 
exchanges with its knowledge holders (a 
term I use to replace stakeholders). These 
persons can be community members 
and researchers from different fields of 
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study and walks of life, or elements of the 
ecosystem (the soil itself, rocks, plants, 
structures, the landscape). Local and guest 
creatives (artists, writers, makers, crafters, 
designers) are given an additional invita-
tion to reflect, document, and support the 
overall process. The exchanges are en-
couraged to be in the form of storytelling, 
embodied/hands-on experiences, soil kin-
ship practices (art, craft, composting, food 
growing/harvesting/cooking, construction, 
biodiversity observation, reforestation, 
deep listening to local music, language, 
and the environment, walks through the 
landscape). They should also be hori-
zontal, based on the premise that every 
single person is an expert in their own life. 
Allowing participants to encounter each 
other as equals and enter a dialogue com-
fortably, will more easily lead to empathy 
between people or groups who don’t know 
each other, have different approaches to 
the place, or who may have had tensions 
before. Facilitated social gatherings, with 
conversations that reference the shared 
experiences, support horizontality and are 
helpful for integration and feedback loops 
to emerge organically.

This period of collective research and 
practice brings to light the underlying 
connections and hidden potential in the 
relationships and timelines that make up a 
place. From here, existing or new projects 
can bloom based on the newfound knowl-
edge, alliances and revelations. The results 
of the methodology can be as varied as the 
places that implement it, and some sort of 
profound portrait to share with others is 
desirable, in the form of images, sounds, 
artworks, collective maps, etc. To weave a 
web of support and collaboration towards 
a regenerative future, based on profound 
understanding and love for a place, is the 
ideal objective of the Suelo Methodology. 

What I have described is how I imagine 
this working in a community setting. But 
this can also be adapted to an individual 
wanting to connect with the place they live 
in, a group in an educational context, or to 
support existing initiatives who seek more 
interconnection. Ultimately, this methodol-
ogy is for anyone whose efforts are aligned 
with keeping the beautiful complexity of 
life on Earth alive. While it may be daunting 
to attempt to save the whole world, we can 
certainly keep feeling hope beneath our 
feet, and create what Margaret Wheatley 
calls “islands of sanity”. Suelo aspires to be 
one way to do this.
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THE OPPRESSED 
LANDSCAPE

Yasmine Ostendorf

25

Walking through Coco Hill Forest on 
Barbados, the most Eastern Island of the 
Caribbean, is probably the closest you can 
get to catching a glimpse of what the is-
land must have looked like before the Brit-
ish arrived in 1620, Mahmood Patel tells 
me. Patel, who is Bajan and the guardian 
and owner of this site, has been spending 
the last decade attempting to understand 
and regenerate the multi-layered social 
and environmental complexities of this 
forest, which used to be a sugarcane 
plantation. The trauma of colonialism is 
not only felt by the people, it is felt by the 
land, this land. The settlers had not only 
been brutal in enslaving people to work on 
the plantations, they were violent to the 
island’s grounds, species and ecosystems 
by cutting literally everything down to 
make space for large-scale monocropping 
of mostly sugarcane. Some 400 years 
later the scars in both the landscape as 
well as the collective memory are still very 
much present.

Patel aims to restore and heal the land-
scape by regenerating the soil, as well as 
re-introducing native forest trees—such 
as whitewood and fiddlewood—, and 
edibles that the island has lost over the 
years, such as cocoa, coffee and pineap-
ple. He is faced with numerous challeng-
es: The soil is poor as the top layer has 
been washed away due to the exhaustive 
sugarcane production; there have been 
massive mudflows at Coco Hill, eliminat-
ing everything in their paths and leaving 
behind only terrestrial skid marks. Patel 
has been planting coconut trees in some 
of these barren strips, and with success. 
The roots are strong and help against 
erosion. The healthy young trees are 
now signifiers of hope and possibility for 
(agro)re-forestation. 

1 Detail of My Best Diamond Ring, Two Negroe 
Boys and Two Negroe Wenches, 2018, mix media 
on paper, 70’’ x 36 ‘’, Annalee Davis, photo: 
Kunsthalle Wien.  
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2 Detail of Woman Confronts a Long Annelid Parasite 
of History, 2018, mix media on paper, 53’’ x 36’’, 
Annalee Davis, photo: Kunsthalle Wien.  

3 Parasite Series, Annalee Davis, installation view for 
the exhibition “And if I devoted my life to one of its 
feathers?” curated by Miguel A. López, Kunsthalle 
Wien, 2021. Photo: Kunsthalle Wien. 

Swaying over the undulations—a visible 
consequence of the plantation, as these 
were the sugarcane beds—we are now on 
a path of natural forest perfumes where 
we encounter ginger, turmeric, citrus, bay 
leaves, Bajan sage, guava, lemongrass, 
tamarind and many more edible and 
medicinal plants. We rub leaves and take 
deep inhales. This forest is to be experi-
enced using all the senses. Patel shows 
me the local mamey apple, sugar apple 
and custard apple,—of which curiously 
none particularly look like apples. It is the 
colonial legacies in the language: the Eu-
ropean reference was the apple, so any of 
the circular fruits are all named after what 

was known to the British settlers. Even 
the fruit needs decolonising it seems.  
As we hike deeper into the forest it feels 
like we enter multiple rooms with  
different atmospheres. 

In a sudden clearing you can read that 
people used to live in that part of the for-
est. The clues are in the sudden increase 
in variety of edible and medicinal plants, 
sometimes a remnant of a corrugated 
plate. Some ‘forest rooms’ are very un-
touched, tranquil and allow to connect  
to deep time; incredible Jurassic fern  
trees with detailed barks hint of other 
geological eras. 

Other areas are used to try different 
varieties of coconut trees. Patel picks up 
a coconut, decapitates it and offers me to 
drink the flavors of the forest. The husk of 
the coconut makes for excellent compost, 
and all other old palm leaves and twigs are 
used for terrace-farming. Nothing goes to 
waste and value is added to the produce 
by making jams from banana and ginger, 
and by-products from the coconut crop.  
“I envisage a permaculture circle here with 
the coconuts, ginger and eddoe-yams,” 
he explains whilst digging a huge chunk 
of fragrant ginger from the ground for me 
to take home, “and can you imagine we 
import these from China to Barbados?”. 

The island shockingly imports 90% of its 
food, including many primary agricultur-
al goods that could be grown locally. Very 
few people are interested in farming in the 
region, amongst other reasons, because the 
profession of a farmer is haunted by history. 
It is physically straining and surrounded with 
shame. Other farmers are not interested in an 
organic practice as that would be ‘too expen-
sive’. The dominating argument against or-
ganic farming is that ‘the price is the problem’ 
and not that the disturbed (eco)system is. 

Rather than being used for agroforestry or 
regenerative agriculture, a lot of the former 
plantations have been turned into golf  
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4 Left: Woman Expelling Long Annelid Parasite of 
History While Standing on Top of a Mill Wall, 2018, 
mix media on paper, 70’’ x 36’’, Annalee Davis, 
photo: Kunsthalle Wien. Right: Woman Confronts a 
Long Annelid Parasite of History, 2018, mix media 
on paper, 53’’ x 36’’, Annalee Davis, photo:  
Kunsthalle Wien.

courses, symbolizing natural manifes-
tations as a display of wealth through 
monoculture—because essentially that is 
what a lawn is. Curator Beatriz Colomina 
writes in her book Domesticity at War about 
the role of the lawn in the representation 
of the picture-perfect American dream, “A 
bright green manicured strip of grass that 
is as tame as nature can get controlled by 
poisons and gasses and kept accurately in 
place by fossil-fuel thirsty lawn-mowers.” 
Colomina highlights the peculiar advertise-
ment for the domestic equipment to cut 
the grass, using military logic of the battles 
fought in the war. 

The message is that we are at war with 
nature, making the lawn-mower a weap-
on and the lawn itself a showcase of our 
human superiority over nature. Writer 
Kris Kozloski Moore goes a step further 
stating that “lawns are spatial expressions 
of socio-economic status and control, 
impressive precisely because they are not 
productive. They demonstrate the means 
to possess without the obligation to use.” 
Extrapolate that notion to a small island 
like Barbados—with its former plantations 
turned golf courses—and you see the con-
tinued history of the oppressed landscape 
as a display of power and status. 

This faulty separation from human and na-
ture conditions us to feel superior. Nature 
is not a battle to be fought and it is not in 
our benefit to oppress. We depend on the 
land, we are part of nature, and healing by 
regeneration of the landscape goes hand-
in-hand with the healing of people. It starts 
with recognizing the ongoing legacy of the 
plantation, from the extractive mindset, to 
plantation capitalism, to racialized vio-
lence, to biodiversity loss. Coco Hill offers 
an agricultural ontology that radically 
breaks with the colonial illusions of  

efficient food production. The careful ob-
servations of Mahmood Patel are an invita-
tion to redefine food security in the context 
of the forest; an embodied acknowledge-
ment of the histories, using all the senses. 
Our past might be inextricably connected 
to the land, but our future is too. 

About the images

The images featured within this text are part of 
a series of works titled Parasite (2018) by visual 
artist, cultural instigator, educator and writer 
Annalee Davis. Through a hybrid practice Davis 
works at the intersection of biography and 
history, focusing on post-plantation economies 
by engaging with a particular landscape in 
Barbados. Her studio, located on a working 
dairy farm operated historically as a 17th century 
sugarcane plantation, offers a critical context for 
her practice by engaging with the residue of the 
plantation. She has been making and showing 
her work regionally and internationally since the 
early nineties.

This suite of drawings is inspired by Antonio 
Benitez-Rojo’s The Repeating Island (1992) and 
Evelyn O’Callaghan’s introduction to the fictional 
19th century text With Silent Tread (2002). 
Benitez-Rojo writes of the “parasitical presence 
of the island’s sugar-producing history” and “its 
laborious intestinal history” while O’Callaghan 
articulates ways in which “white creoles were 
viewed with suspicion” due to “the fear of 
miscegenation... addressed indirectly by the use 
of the trope, disease.” In them a women wearing 
a Cerasee-bush dress leans, observes and 
interacts with writhing annelids or segmented 
worms. The drawings combine texts taken from 
the legend of a 1966 soil and land-use survey of 
the island of Barbados, as well as a topographic 
map indicating soil erosion categories that 
facilitate effective control of the land mass for 
the imposition of a monocrop, the sugar cane 
(Saccharum officinarum). 



30 31

NAMING NEW NATURES Language is born from our relationship with 
the environment. Some theories suggest 
that the origin of language and human 
communication is based on onomatopoeia, 
the imitation of sounds produced by 
elements that make up the environment: 
noises from nature, animals and others.

Naming New Natures existed as an 
invitation to interact with visitors of the 
exhibition to collaboratively discover new 
ways of naming our relationship with the 
environment based on three words in 
response to the following three prompts: 

A color that portrays the last emotion you 
experienced in nature.
An adjective that characterizes a place  
in nature that you repeatedly travel to  
in your dreams.
A verb of the action you most enjoy doing  
in nature.

The following pages show the results based 
on the responses of 380 participants, words 
that were originally inserted in Spanish and 
have been translated to English: a variety of 
nuances, places, emotions and actions ...
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An adjective that characterizes a place  
in nature that you repeatedly travel to  
in your dreams

* Number of times the
adjective was named
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A verb of the action you most 
enjoy doing in nature
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EXPANDED NATURE 
MAKING THE INVISIBLE VISIBLE

Maya Errázuriz & Carlo Rizzo

We have all, across the world, had to forcibly put our lives on hold 
and rethink about how we interact with and feel about our immediate 
surroundings. Of the many things we have had to learn is to experience 
the outside through our inner worlds, and in this process, more than 
ever, nature has proven to be very much an intrinsic part of culture. It 
is what we have in common and what brings us together. Yet nature is 
apprehended, conceived and perceived differently according to one’s 
point of view.  

Throughout history, we have come to establish natural monuments, 
parks, reserves and natural history museums as universal conventions 
of protection and conservation, and essentially as representations of 
what nature means for humanity. Natural heritage has along the way 
often become synonymous with pristine, untouched and domesticated 
environments. Where does that leave the rest of the natural elements 
that do not fit in with this idealized and romantic view, and where does 
it place us?  

With these questions we began a collaborative research journey that 
initiated in the Araucanía, one of Chile’s most biodiverse areas, rich 
with endemic species, but highly altered by human impact and large-
ly unprotected. It is here where we began to reflect on memory and 
representation and its relation to the notions of wilderness. Together 
with artists, scientists and researchers we wanted to explore new ways 
to convey diverse perspectives on nature and expand predetermined 
notions of natural heritage: one that recognizes plurality, addresses the 
interrelation of the human and the non-human, and visualizes certain 
elements that have along the way become invisible. 

The artworks that make up this exhibition encourage us to remember 
the spiritual dimension of nature; to imagine new modes of communi-
cation with the natural; question our alienation with what surrounds us; 
to revalue seeds in their role as biocultural heritage; and to challenge 
traditional methods of classifying and archiving wilderness. 

But ultimately, rather than attempt to develop a new definition or reveal 
specific truths, the invitation is to turn the question over to you: what 
does natural heritage mean to you, and on that basis, how do you make 
sense of and interact with it?
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A window into another time, a slow and silent 
time. This photograph activates all our senses 
and fuses nature with the world of dreams, open-
ing representational possibilities and connections 
with ferns, individuals often relegated and unno-
ticed despite their presence for more than 400 
million years on Earth. Many already extinct, the 
presence of ferns only occurs in very particular 
ecosystems, their fragility requires greater pro-
tection and conservation. According to Mapuche 
thought, they are the ones who shelter the spirits 
who care for and protect water. This immensely 
poetic landscape invites us to remember the 
intrinsic spirituality present in the experience  
and encounter with nature.

JOSEFINA ASTORGA

Helecho que cobija a los espíritus 
cuidadores del agua
2014
B/N photography 35mm,  
cotton paper 310 gr. 



48 49



50 51

From his research on DNA and a search for disap-
peared identities it is that he came to work with 
the araucaria or pewen (Araucaria araucana), a sa-
cred Mapuche tree declared a natural monument 
in 1976—revoked in 1987 and reinstated again in 
1990—that today is in danger of extinction. This 
series of black and white photographs record 
fungi in petri dishes. They are suspected of being 
causative agents of the disease that threatens 
the survival of araucarias called AFD (Araucaria 
Foliar Damage). These fungi have always lived in 
harmony with this species, however today there is 
an imbalance in that life system. The interventions 
in neon light—”system”, “suspect”, “suffering”—, 
further stress the matter, interrogating us as pos-
sible suspects of this imbalance.

MÁXIMO CORVALÁN-PINCHEIRA

Sistema mortierella  
(Hongo sospechoso)
2019
B/N photography, red neon light 

Sospechoso mortierella  
(Hongo sospechoso)
2019
B/N photography, blue neon light 

Sistema padece  
(Hongo sospechoso)
2019
B/N photography, blue neon light 
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There are few scientific studies that allow to 
support the necessary conservation efforts the 
araucaria needs today, and only when this natural 
monument presents damage does it begin to get 
studied in depth. In a continuous loop within this 
LED palette we see the magnitude and richness 
of the araucaria’s DNA. The araucaria genome 
has 45 billion characters (one of the largest in 
the world for any living organism). Compared to 
the human genome, which has 3 billion charac-
ters, the araucaria’s is 15 times larger. Conifers 
are a very ancient lineage of trees, which have 
survived drastic environmental changes, and the 
araucaria is an even more extreme case, larger 
even than the sequoias and redwoods. It has a 
complex evolutionary history, and as such a com-
plex genetic structure.

ADN Araucaria
2019
LED palette, green light 
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Floating above a vast black space, each of the 
dots composing the image was obtained by a 
laser scanner called LiDAR, which uses light and 
its reflection to reconstruct this detailed 3D image 
—a technology destined to revolutionize the 
way we measure and understand changes in the 
structure of a tree and forest ecosystem. These 
dots (i.e. data), initially collected for scientific 
purposes, were processed through algorithms 
and later translated into music. Each note stuns 
the viewer as it imagines possible modes of 
communication between humans and nature.

LABORATORIO DEL ECO
GREGORIO FONTÉN 

Dendrofonía Araucaria
2020 
Sound piece, 3D LiDAR scanner.
Image courtesy of Geocom and 
Fundación Mar Adentro
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Food and traditional seeds are manifestations of 
the biocultural memory of a territory, information 
that reveals an ancient relationship of coexis-
tence and mutual benefit between humans and 
nature which is transmitted orally and through 
collective practices. The different objects and 
graphic elements of this work seek to understand 
and reconstruct the pre-Hispanic food diet, to 
reveal the transformations that have been gen-
erated throughout history in its encounter with 
plant resources imposed or introduced after the 
arrival of the Spanish in Chile. It stresses the no-
tion of the endemic versus the introduced, while 
exposing how many important varieties have 
been left behind, in an underutilized category, 
for the feeding of these territories. The seeds are 
presented as aesthetic objects in themselves, 
and are part of the community seedbed of more 
than 1,000 varieties and traditional ecotypes 
of Chile administrated and cultivated by the 
Fundación Biodiversidad Alimentaria, dedicated 
to the recovery, reproduction and conservation 
of traditional seeds, together with the native 
peoples and farming communities.

ALIMENTO SILVESTRE
MIQUEL MOYA

Patrimonio alimentario  
y el viaje de las plantas
2020
Texts on paper, acrylic boxes,  
canvases, seeds, wild fruits.
Seeds courtesy of Fundación 
Biodiversidad Alimentaria
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alimentos silvestres 

frutos, semillas, algas, hongos y hierbas 

No solo de cultivos se vivía en el pasado, los alimentos silvestres de temporada 
fueron muy importantes para la subsistencia de las culturas. Brotes y raíces en 
invierno, hojas y flores en primavera, frutos y semillas en verano y hongos en otoño, 
invierno y primavera; cada temporada tenía lo necesario para subsistir donde y 
cuando la naturaleza lo determinaba. En Chile tenemos una gran diversidad de 
plantas y hongos nativos aptos para el consumo humano. Hoy en día su uso es cada 
vez más raro, al vivir en una sociedad de consumo rápido, la recolección representa 
una práctica que nos conecta con los primeros cazadores recolectores.

Los pueblos originarios guardan un profundo conocimiento sobre nuestro entorno y 
las maneras de alimentarnos y medicarnos con la naturaleza. Los primeros registros 
datan del año 14.000 a.C. en el sitio arqueológico Monte Verde. 

A diferencia de muchas plantas de cultivo, todos estos alimentos son nativos de Chile.

en exhibición: 
[Frutos] Algarrobo (Prosopis chilensis) 
[Frutos] Cauchao (Amomyrtus luma) 
[Frutos] Murta (Ugni molinae) 
[Tubérculo] Huanqui (Dioscorea humifusa)
[Semillas] Carboncillo (Cordia decandra) 
[Semillas] Gevuin / Avellano chileno (Gevuina avellana) 
[Semillas] Palma chilena (Jubaea chilensis) 
[Algas] Cochayuyo (Durvillaea antárctica) 
[Hongos] Gargal (Grifolia gargal) 
[Hierbas] Culén (Psolarea glandulosa) 



64 65



66 67

An initiative founded by Carlo Rizzo, the 
Wilderness Archive functions as a proto-library/
museum that defies traditional methods of 
classification, recording and understanding of the 
notion of wilderness through multimedia records 
of locations where nature seemingly prevails 
over human presence. The stories, geographic 
uniqueness and socio-cultural interconnections 
of each place are revealed through multiple 
perspectives and mediums in partnership with 
local actors to co-design, develop and keep 
these archives alive and embedded into their 
own ecosystems. This first iteration portrays the 
archives present in the territory of Bosque Pehuén: 
different texts, photographic and audiovisual 
records, as well as natural objects, tell us a story 
of transformation, regeneration and protection 
through four themes: Lifecycles, Architecture/s, 
Beliefs and Water. 

WILDERNESS 
ARCHIVE
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Regeneration cycles are constantly active 
in nature. The ‘destruction’ often caused by 
volcanic activity in this territory of the Araucanía 
is also the foundation for new life. Similarly, 
natural regeneration processes are triggered 
in response to human activity and our endless 
search for resources. 

Lifecycles

a.

b.

c. d.

e.

a. BP-CLU-2020, Plant clusters
b. BP-MED-2020-01  

BP-MED-2020-02, Medicinal plants 
c. BP-ROC-2020, Volcanic rocks
d. BP-REM-2020-03, Remnants 
e. BP-CLU-2020, Plant clusters
f. BP-NUR-2020-04, Tree nurseries 

f.
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Human architectures coexist and interact with 
other processes which themselves define the 
‘architecture’ of wilderness, such as weather 
patterns, waterways and geothermal activity. 
Despite our tendency to see architecture as a 
permanent mark of our presence on this planet, 
they are always temporary. 

Architecture/s

a.

b.

c.

a. BP-GUI-2020, Guillermo’s first  
house (demolished) 

b. BP-SEG-2020, Segundo’s first  
house (demolished) 

c. BP-REV-2020, Past owner’s first 
house (demolished) 

d. BP-DEM-2020 
BP-PAT-2020 
BP-COR-2020

d.
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a.

1 : 8

Side View
01.02
A

1 : 8
Side View

01.02
B

1 : 8
Top View

01.02
1

68
0

46
0

22
0

520

88
0

72
0

b.

c.

d.

f.e.

a. BP-HOM-2019, Caretaker’s home
b. BP-GUT-2020, Guigna track
c. BP-CHA-2020, Coligüe chair
d. BP-ART-2020, Araucaria timber 

BP-RAT-2020, Raulí timber 
BP-ROT-2020, Roble Timber 

e. BP-PUT-2020, Puma track
f. BP-WBT-2020, Wild Boar track
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As humans travelled and inhabited wilderness 
throughout history, they established a complex 
relationship with the nature around them. 
As such, wilderness has been experienced 
by humans in multiple ways: as a personal, 
collective, religious and ritualistic space.

Beliefs

a.

a. Gracias madrecita,  
Courtesy of Hostal Ecole

b. BP-SWE-2020, Sweat lodge 
c. BP-RUK-2020, Ruka 
d. BP-CAC-2020, Cachana

c.

d.

b.
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e.

f.

e. BP-VIL-2020, Villarrica Volcano 
BP-LAN-2020, Lanin Volcano 
BP-DIA-2020, Colmillo del Diablo Volcano  
BP-QUE-2020, Quetrupillán Volcano

f. BP-GLO-2020, Madeline’s glossary
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Water The defining feature of wilderness, a limited 
yet essential source of energy. The capacity of 
human societies to understand and manage their 
relationship with water has determined their fate 
and ability to develop and thrive. 
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Josefina Astorga (1984, Chile)

Her work revolves around the landscape and the 
lost relationship between humans and nature using 
photography and primitive ceramics as alchemy 
spaces for a poetic, evocative and symbolic con-
struction, seeking ecological and imaginary yearn-
ing as an emancipatory action. She has recently 
expanded her practice towards research of social 
artistic practices and on the encounter between 
people and the creation of collective thought, 
which has led her to be co-creator of the Becas 
Migrantes project —on migration and human rights 
in Chile— and La Voz del Pueblo, a feminist artistic 
collective that develops oral, sound, audiovisual 
and performative proposals.

Gregorio Fontén (1983, Chile)

Research artist who explores the sound experience 
as a vascillation between dance and listening 
that frames the artistic practice of vascillating 
as a Latin American sonic onto-fiction. Doctor 
of Sonic Arts from Goldsmiths, University of 
London he currently works from his Laboratorio 
del Eco located in the I.R.C. Gallery in Valparaíso, 
a space where he investigates, creates and holds 
exhibitions on sound works, as well as generating 
sensory experiences through the development of 
algorithms and hardware for sound solutions and 
immersive experiences.

Máximo Corvalán-Pincheira (1973, Chile)

Visual artist whose artistic work is characterized 
by multidisciplinary research conducted together 
with professionals from different fields of science, 
to create poetic and political stories. Among 
his most emblematic works is Proyecto ADN, an 
artistic work that has been mutating over time ac-
cording to where it is shown, in which he address-
es DNA and its relationship with the identity of a 
living being and its unrepeatable combination. 
Corvalán-Pincheira has participated in numerous 
biennials and his work has been featured in both 
solo and group exhibitions nationally and interna-
tionally. His research work goes hand in hand with 
a particular focus on residency participation. 

Miquel Moya (1985, Chile)

Graphic designer who has dedicated himself 
to studying the edible wild plants of the south-
central zone of Chile and wild fermentation in a 
self-taught way. This is how he founded Alimento 
Silvestre (Edible Wild Plants), dedicated to 
uncovering this unknown and little-used heritage 
in today’s cuisine to rebuild the food culture that 
dominated these territories before the arrival of 
the Spanish. Since 2018 he has been dedicated 
to conducting workshops and botanical drifts 
in urban and natural parks in Santiago, Chiloé, 
Valdivia and Concepción, to educate about wild 
foods and encourage food sovereignty.

ARTIST 
BIOGRAPHIES

ABOUT THE DIFFERENT VOICES 
OF THIS PUBLICATION 

Ela Spalding 

Artist ~ facilitator and cultural producer exploring 
expanded notions of ecology through film, pho-
tography, dance, and somatic awareness practices 
with a particular interest in sound and wellness. 
Her work has been presented in biennials and 
exhibitions in Cuba, Guatemala, Panama, Germa-
ny, Austria, among others. She is the founder and 
creative director of Estudio Nuboso, a nomadic ex-
change platform between art, science, nature and 
society, and is also a founding member of Archipel 
Stations Community Radio, an intercultural and 
international community web radio based in Berlin. 

Maya Errázuriz

Historian of Art and Architecture with a minor in 
Visual Arts from Boston University, USA whose fo-
cus is bringing contemporary art closer to people. 
She has been a curatorial assistant and coordina-
tor for projects such as Almas: Christian Boltanski 
in Chile; Yayoi Kusama: Infinite Obsession; and A 
Space to Dream: Recent Art from South America. 
She collaborates as editor, writer and translator of 
different editorial projects related to contempo-
rary Latin American art and works as Head of Art 
and Publications at Fundación Mar Adentro.

Carlo Rizzo 

An independent curator and researcher. He has 
promoted interdisciplinary projects, such as a 
series of debates “on board” in the first expedition 
of the Antarctic Biennial (2017) and the first 
Antarctic pavilion at the Venice Biennale of that 
year as well as outreach activities for the Exhibition 
Road Commission (2016), an interdisciplinary 
project with artist Tomás Saraceno and cultural 
institutions such as Victoria & Albert Museum, 
Serpentine Galleries, National History Museum 
and Imperial College London. He is additionally 
a researcher at the Victoria & Albert Museum 
where his exploration focuses on contemporary 
art collections from non-Western cultures and 
their importance as instruments of intercultural 
dialogue and cultural diplomacy.

Yasmine Ostendorf
 
Researcher/curator who convenes the Green Art 
Lab Alliance, a network of 50 cultural organizations 
in Europe, Latin America and Asia that is in 
pursuit of social and environmental justice. She 
has extensively worked on international cultural 
mobility programs and on the topic of art and 
ecology, having worked at expert organizations 
including Julie’s Bicycle, Bamboo Curtain Studio, 
Cape Farewell, Labverde, and Trans Artists; 
founder of the Nature Research Department at 
the Jan van Eyck Academy (2017), the Van Eyck 
Food Lab (2018) and the Future Materials Bank 
(2020). She is currently based at a food-forest and 
mushroom farm in Minas Gerais, Brazil, writing 
her book Mycelium as Methodology for which she 
is using a mycological lens to define rhizomatic 
models of collaboration. 

Beatriz Bustos O.

Chilean curator whose research and curatorial work 
is focused on the search for meaning and the awak-
ening of critical thinking. She’s currently Centro 
Cultural La Moneda’s director. Under her guidance 
relevant exhibitions have been displayed, such as 
Obra Viva de Joaquín Torres García (“Joaquin Torres 
Garcia’s live work”) in 2019 and J.M. W. Turner 
Watercolors Tate Collection (2019). And recently 
“Soplo”  by Ernesto Neto (2020), among others.

During her carreer as an independent curator, she 
curated the expositions Almas: Christian Bolstanski” 
at the MNBA, Chile (2014-2015) and the installation 
of Animitas in Atacama (2014-2015); Nuestro Sitio: 
Artistas de América del Sur, Museum of Contem-
porary Art of Niteroi, Rio de Janeiro, Brazil (2012) 
and Ubraculum (2008), by belgian artist Jan Fabre 
at Colombia, Bolivia and Brazil. She collaborated 
with the Tomie Ohtakee Institute by representing 
it in Chile for the production of Yayoi Kusama: 
Infinite Obssesion in 2015, which was curated by 
Tate Gallery’s current director, France Morris. Also, 
she worked with Zara Stanhope for the exhibition 
Space to Dream: Recent art from South America 
(2016) in Auckland Art Gallery in New Zealand.



100 101

Video stills of audiovisual piece directed 
by Paz Ramírez featuring performer and 
choreographer Alexandra Mabes. Through 
the movement of her body, we are able to 
feel and visualize the exhibition in another 
tangible language. The video portrays visual 
parallels between outer and interior worlds 
bringing the different elements present in 
each of the artworks back into their natural 
habitats. View entire video here.

https://www.youtube.com/watch?v=UdrL4L96w7g
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