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HOW TO KEEP ON
WITHOUT KNOWING WHAT
WE ALREADY KNOW,

OR, WHAT COMES AFTER
MAGIC WORDS & POLITICS
OF SALVATION

Monica Hoff

The forest is alive. It can only die if the white people persist in destroying it.
[...] We will die one after the other, the white people as well as us. All the
shamans will finally perish. Then, if none of them survive to hold it up, the
sky will fall.

— Davi Kopenawa, The Falling Sky: Words of a Yanomami Shamanl

They were the fact, not the pretense of being an idea.

They were communal societies, never societies of the many for the
few. They were societies that were not only ante-capitalist, as has been
said, but also anti-capitalist. They were democratic societies, always.
They were cooperative societies, fraternal societies. [...] They were the
fact, they did not pretend to be the idea.

— Aimé Césaire, Discourse on Colonialism?

Believing in happy endings is our greatest pathology.
— Suely Rolnik, Antropofagia zumbi3
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That climate collapse is a colonial achievement, we have known for a
long time. That we have universalized the problem so as not to have

to assume certain inherent responsibilities and that over the centuries
we have created comfortable truths, convenient lies, and dishonest
equations to justify our apparatus of violence and privilege, there is

no shadow of a doubt. That the fear of the end is, in fact, the fear of a
certain end of a certain project (and) of a certain reason—besides its
being established: it seems that the applicability of this sentence is ever
more evident. That the world has already ended many times, and that
insisting on the contrary only proves the hegemony of the discourse,
too. That the mountain is not inevitably a condition for the train,
another obvious fact; even though the centuries of devastation and
“progress” tell just the opposite. That the problem is always the one we
don’t want to see, but that we perfectly know how to illustrate—nothing
could be more symptomatic. That to call “a crisis” what is, in reality, a
result of a certain civilization project is nothing new.

That climate emergency, capitalism, and racism are three sides
of the same coin, even though it only shows two of them—no one will
contradict the obvious. That the earth is black, also red, sometimes
ochre or yellow, and that the predominant voice in the ecological
debate is historically —1is not only problematic but suggestive.
That civilizing shouldn’t be a destiny, and being human is perhaps the
greatest hoax of all, we finally seem to be realizing; and it is already
too late. That posts and likes accelerate the melting of glaciers; that
WhatsApp groups burn down entire forests, and that TikTok videos kill
whales—whoever is not lost does not yet understand. That both capital
and modernity, and its isms, were our ideas, we who have been too
human for so long, indiscriminately conceived in the name of an idea
of future that only benefited ourselves, but not all of us—no doubt this
is the most basic arithmetic. That humanity is a dangerous invention,
we have known for a long time, too.

That what we call “climate change” is called “white sickness”
by native people—also abuse, extractivism, violence, looting, rape.
That what seems to be construction is already ruin. That empathy is a
convenient discursive invention, just like resilience and salvation.

That nothing is more Western-centric than the apocalypse, and nothing
more self-confident than guilt. That, in order to read the circumstances,
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1 Davi Kopenawa, The Falling Sky: Words of a 4 Verse from the song “Sampa,” composed by
Yanomami Shaman, trans. Nicholas Elliott and Alison Caetano Veloso in 1978 in honor of the city of Sdo
Dundy (Cambridge: Harvard University Press, 2013), Paulo and its enormous contradictions.

XVil.
5 Audre Lorde, A unicérnia preta [The Black Unicorn]

2 Aimé Césaire, Discourse on Colonialism (New York: (Belo Horizonte: Relicéario Edi¢cdes, 2020), 157.
Monthly Review Press, 2000), 40.

6 Fabia Prates, Interview with Rosane Borges,

3 Suely Rolnik, Antropofagia zumbi [Zombie Humboldt: Cultural Platform of Goethe-Institut

Anthropophagy] (S&o Paulo: n-1,2022), 87. in South America; goethe.de/pri/hum/pt/dos
/mar/21249390.html.

one must stop being narcissistic. “Narcissus finds ugly everything that
is not a mirror,” the song goes.4

That reproducing one’s own species in order to save it from
the end of the world is just one more capital-logic of art’s survival.
That art is, by condition of its existence, colonial, and that appropriation
is not an invention of the twentieth century. That its world continues
to be colonial and its system too, resulting from universalizing
colonizing epistemologies that we invented based on certain interests;
we who haven’t stopped being who we are for a minute, not since five
centuries ago. That art can be a tractor—and let cast the first stone,
the one who has never run over someone for its sake! That it creates
proto-phenomena, feeds statistics, increases fortunes, invents illusory
redistributions, and pulls the trigger—all quiet on the Western front.
That it saves nothing, and no one; that its world has very little eco-
vision; and that it insists on calling “ecological” what, historically, is
political—we seem to have arrived at (or returned to) our starting point.

II.

Because every conquest leaves its debts. Because when it seems like
construction, it is, in fact, already ruin. Because “world fiction” is an
enormous paper tiger that wakes us up every morning with seductive
agreements and impossible promises. Because poetry is not rhetoric.
Because, as Audre Lorde says, the difference between poetry and
rhetoric is being ready to kill yourself instead of your children.5
Because when a chimpanzee is worth more than a rat, we all lose,
humans and nonhumans. Because competition is a capitalist invention.
Because capitalism does not exist without oppression. Because racism
is a dynamo of capitalism.6 Because the world has ended many times,
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and has been ending for a long time. Because the end of the road is
so far ahead that it is already behind us. Because worse days will
always come. Because another world will only be possible when we no
longer know what we know; but it will still be made of everything we
have made, and of everything that must end. Because a world where
everything is a beginning has much future, little present, and no past.
Because progress is scarcity’s invention; “enough” is a truth that has
never materialized, and underdevelopment is a strategy of domination.
Because land is a language, and colonialism is a monocultural system.

Because justice and prosperity should be preconditions,
but can cost billions. Because expecting the art world to decolonize
is stupid, not naive. Because every concept carries with it a history
that is almost never fair. Because fairness also has its chiefs. Because
light does not tell us about seeing, but precisely about what we do
not want to see. Because what we don’t know also exists. Because the
dismantling of the art world, as Denilson Baniwa says, is a didactic and
cosmological action of likoada.” Because when Ailton Krenak says:
“The Earth is our Mother [...], this is not poetry, this is our life,” he is
trying to tell us that life is not useful.8 Because even the name Araweté
is an invention of kamard.® Because in the capitalist world-system,
to die mostly means to be killed. Because criticism is also a place of
power. Because museums have never been anything else. Because more
than places of historical memory, they are historically protagonists in the
implementation of the colonial monocultural system. Because in
the world of metaphors, everything that is real is also fake. Because
it is not enough to change the object if the episteme does not change.
Because calling a package of historical violence “climate collapse” is
just another erasure strategy. Because what “a few select people call
the Anthropocene, the great majority is calling social chaos, general
misgovernment, loss of quality in daily life, in relationships, and we are
being thrown into this abyss.”10 Because it has been in effect for at least
530 years. But you can always go shopping at Humana.1l Because who
can really afford organic food? Because to impose an “existential turn”
is to enact a massacre. Because the meat is poor, but it means power.12
Because the price to pay is too high, too normative, too cool. Because
we still produce what we produce, and for whom we produce it. Because
even in the post-binary, post-pandemic, and “posthuman” world there
are still those who serve and those who are served. Because art as a way
of thinking is no longer enough.

Because “the Yanomami will not be saved just because Brazil’s
biggest museum is holding an exhibit on Yanomami mining.”13
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7 For the Baniwa people, the law of likoada is what 12 In Portuguese, podre/poder = putrid/power.
in Western culture would be called “the law of
reciprocity”: the law, that is, of the reciprocal 13 Denilson Baniwa, artist’s comment on an art exhi-
obligations that regulate the exchanges that human bition that will take place at the Sao Paulo Museum
beings make with each other and with the spirits. of Art, recently involved in a series of important
Denilson Baniwa, Instagram post made by the artist, public debates regarding the museum'’s stance
16 May 2022. towards the inclusion of certain pieces in one of the
show’s projects. Instagram post made by the artist,
8 Ailton Krenak, A vida n&o é util [Life is not useful] 16 May 2022.

(Sao Paulo: Companhia das Letras, 2020), 114.
14 Achille Mbembe, Critica da Razdo Negra [Critique of

9 Kamaré is how the Araweté people call white people. Black Reason] (S&o Paulo: Martins Fontes, 2018).
Eliane Brum, “O que o velho Araweté pensa dos
brancos enquanto seu mundo é destruido?” [What 15 For Krenak this is a proof of the separation humanity
does the old Araweté think of the whites while his has created from nature.
world is being destroyed?], El Pais (6 February 2017);
brasil.elpais.com/brasil/2017/02/06/opinion 16 Frantz Fanon, Black Skin, White Masks (Sao Paulo:
/1486385972_496318. Ubu, 2020), 21.

10 Ailton Krenak, Ideias para adiar o fim do mundo
[Ideas for postponing the end of the world] (Sao
Paulo: Companhia das Letras, 2019), 72.

11 Humana is a secondhand clothing store with a
transnational character, with branches in some
European countries, that, under the shield of
ecological debate and solidarity toward countries
of the Global South, acts illicitly, profiting millions
of euros each year. More than simply corrupt, this
relationship is a perverse and violent game of
capitalizing on the conditions of colonized lives,
instrumentalizing the supposed social vulnerability
of groups and communities.

Because “naivety” is a word that we use for everything that we don’t
know or understand. Because wanting someone to take a stand is

just another strategy to capitalize on their discourse or canceling it.
Because we are all tired, but some will always be more tired than others.
Because the sun does not shine for everyone. Because the intellectual
left is no longer sustainable. Because the trigger continues to be pulled
by the same fingers. Because if it was once a colony, it is now an
evangelical corporate parastate. Because if it was once 1492, it still is.
Because, as Achille Mbembe said, contemporary racism resides in the
interconnection between the radioactive and the viral, that is, it is the
sum of a direct, visible and immediate violence with a slow and gradual
one, which little by little makes unfeasible and prevents basic rights.14
Because we have never been so medieval, nor so terribly modern.
Because we steal land. Because we kill each other. Because we are inca-
pable of considering a river that is sick as our grandfather.15 Because
there are more things between heaven and earth than are dreamt of

in Western philosophy. Because our guilt continues to be Christian

and science does not relieve us of it. Neither does art. Because it is
wallowing, and we are wallowing in it. Because, as Fanon announced,
“the explosion will not happen today. It is too soon [...] or too late.”16
Because it may be the end of everything, but it may also be the end

of nothing.
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III.

What can the art world actually do with a snake-letter? What place does
it have for a jararaca-dream?17 What ethical structure is art capable

of building, in order to deal with what it does not invent? How does it
behave when it cannot retain codes that do not belong to it? How does
it fail to illustrate what it does not know? How does it exhibit, and exist,
without aestheticizing everything? Is it from within that we break with
the pedagogies of power? What social, political, and environmental
responsibility are we effectively assuming in our practices? How to

go beyond the “magic words”? What are we really capable of building
when everything is burning around us? To what extent does our critical
discourse and our activist posture prevent lives from being made
precarious? How can we, in our practices, avoid making aesthetics

of disgrace, praising guilt, falling into politics of salvation? How to
go beyond simulations of experiences, falsifications of situations,

the logic of models, programmatic captures, and the paralyzing
institutional gasses? How do we do all this when the political situation
summons us to defend what we believed to be our object of criticism?
How to escape the pedagogies of power and be, at the same time,
didactic enough? How to be tactically in and strategically out?

How not to negotiate the non-negotiable? What, after all, do we
consider to be that? Do we really want to question our own statements?
Do we really want to unlearn what we know? What effective, non-
narcissistic ideas and actions are we building to postpone the end of the
world? What effective, non-narcissistic ideas and actions are we building
to accelerate the end of the world we have created so that others are
possible? Is it possible for us to start over without aestheticizing its
end? How can we continue being human, but without knowing what
we already know? Are we really capable of imagining a world in
which we no longer are (as we are)? What part of what we (re)produce
represents structural change, and what remains part of a strategy of
consumption? Is art really interested in abandoning the historical
project of things?18
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17 The Jararaca is a snake of the viper family endemic 18 See Rita Segato, Contra-pedagogias de la crueldad
to southeastern Brazil, Paraguay, and parts of north- [Counter-Pedagogies of Cruelty] (Buenos Aires:
ern Argentina that is extremely venomous. Prometeo Libros, 2018), 11-16.

IV.

In the institutional art market, one of the most traded terms (and
themes) in recent years has been “the future,” and especially its
possible end—sometimes sold too cheaply, sometimes costly enough,
depending on the level of speculation and capitalization on the day.
As many who work in this field claim, climate collapse means the end
of the future and this is what we need to fight against so the world
doesn’t end. This seems symptomatic of a way of thinking that, in
reality, has changed little or not at all: we keep looking ahead in order
not to have to look back; at the same time, we continue to insist on
the idea that History is what is in the past and not the present that we
build daily. In both cases the idea of the future is an escape.

V.

In the last decades, there have been many prescriptions for, and
attempts at, facing and postponing the end of the world. The same
can be said of theories about the loss of the future—on the lack not
only of its occurrence, but also and mainly of its representation.
Meanwhile, never have so many different futures been projected at

the same time—nostalgic, dilated-developmentalist, techno-utopian,
disruptive. It is as if the future that no longer exists has become its own
simulacrum, while we, under the effect of this future with no future,
are lost among transitory worlds that we think we know, but in which
we have never been.

Some will call it “apocalypse.” Others, “posthumanity,”
“Anthropocene,” or even “dystopia.” In all cases the hypotheses, whose
link to a specific linear temporality is defined by epistemologies built
according to a hegemonic notion of knowledge deriving from the
Christian tradition, bond over identifying the future as a project of
either damnation or salvation. This means that the terms and concepts
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created in an attempt to name it are at once infinite and insufficient,
because the end of the future represents above all the exhaustion of a
certain project of reason and its regulatory and civilizing frameworks.

For many native peoples, what we call the future has been
under dispute for more than 500 years. For others, the future was
never even a possibility; and there are those for whom the future never
existed, cosmologically and/or temporally. The planetary collapse we
are experiencing does not, therefore, establish or constitute the fact of
a common or universal relationship to the future. At least, not to the
pimped-out future maintained so far, based as it is in a capitalistic,
racializing colonial regime, as Suely Rolnik argues.19

How, then, to go beyond apocalyptic dogma and its politics
of salvation, and, at the same time, beyond the very logic that defines
it as such? What of the past are we annihilating in its favor? What of
the present are we denying while we continue in real time to project
ourselves into an apparently lost future built of idealizing utopias
(progressive or reactionary)? What exactly do we need the future for,
when its relationship with progress is precisely what brought us here?
Wouldn’t thinking about the future as something behind us, and the
past as something ahead, as the Aymara people suggest, be a way to
learn everything we need to unlearn, in order to stop knowing what we
already know?

The Bolivian sociologist Silvia Rivera Cusicanqui argues
that what the crisis does is to question the words, the assumptions of
common being. That is, “it questions the fact that we think we under-
stand each other because we take for granted what words like market,
citizenship, development, decolonization, among others, mean.”20
These are “magic words,” she tells us, “because they have the magic
to silence our concerns and ignore our questions. What the crisis does,
in breaking those securities, is to take us off the ground and force us
to think about what we mean by them.”21 And to these, we could
certainly add “future,” “progress,” “civilization.”

Understanding what we mean by them involves much more
than using them correctly. In the capitalist economy of narratives,
the boundaries between words of change, watchwords, and trendy
words are very thin. The same word can very quickly assume all three
undertones, contradicting itself and emptying itself of its possible
meanings, potency, or coherence.

”
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19 Suely Rolnik, Esferas da Insurreicdo: Notas para uma 21 Ibid.
vida ndo cafetinada [Spheres of Insurrection: Notes
for a Life that is Not Pimped Out] (Sao Paulo: n-1, 22 Caetano Veloso, “Sampa.”
2018).
20 Silvia Rivera Cusicanqui, Un mundo ch’ixi es posible:
Ensayos desde un presente en crisis [A ch’ixi World
is Possible: Essays from a Present in Crisis] (Buenos
Aires: Tinta Limon, 2018), 40-41.

VI

Modernist anthropophagy is just a step away from zombie anthro-
pophagy. In the blink of an eye, we move from anthropophagic
micropolitics to the uncritical incorporation of the capitalist politics
of the production of subjectivities. When we come to our senses,

if it happens at all, we find ourselves devouring self and others in the
name of a supposed common good; both inside and outside art, and
with less or more decolonial impetus. “Narcissus finds ugly everything
that is not a mirror,” as the old song goes.22

VII.

In this factual “vanity,” the institution of “art” does not stop: it goes
on reinforcing its “visionary” role by producing images, generating
narratives and “trends,” revising discourses, formulating new agendas,
exhausting concepts, doing business, moving the chain of production
in its own way, and serving delicious dinners for whoever is hype at the
moment. The “antennae of the race” (a hideous expression coined by
Ezra Pound to refer to artists) don’t stop, either. They keep producing
and producing and producing, until, stuck between saving the world
in order to fit into the current art discourse and getting sick, they end
up exhausted.

The art world dances a strange and convenient dance of
contradictions: for the sake of the oceans, the forests, humans and
nonhumans, the regeneration of the planet; and also, if not mainly,
for that of its own status quo. In the name of the planet’s health
and its own “decolonization,” it races unbridled toward revisions and
new agendas. The changes so-realized are mostly discursive; still
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barely epistemological, and therefore rarely structural. Thus, it ends
up reproducing the capitalist, racializing, colonial regime it claims to
oppose, since, as Rolnik argues, the unconscious is not necessarily
altered by discourse. (In the name of the planet’s “health,” the art world
turns its back to worlds, lives, and forms of knowledge it finds uninter-
esting, even while participating in the devastation of what is left.)

This too is, no doubt, a complex mathematics: as long as
structural changes are treated only as if they are images (of something),
whose purpose is to occupy white cube galleries or specialized publi-
cations of restricted circulation; as long as visibility is confused with
appearance, and historical debt with agenda, we will hardly move on.
If human relationships and ways of being do not change, the contracts
remain the same and so do the emergencies.

VIIL.

Great fortunes rule governments. Governments are killing people.
What do museums do?

Northern countries have the “best models of education.”
Northern countries mine Southern lands. What do museums say?

The forest burns. Hunger is back to being a reality. The exter-
mination of native peoples only increases. Sao Paulo has more than
60,000 people living on the streets. What are museums for?

Artists make art. Computers make money. And the museums?

How uncomfortable a role are museums really willing to
occupy in the so-called decolonization process, beyond just talking
about it?

What do museums do in the face of massacres and land
invasions? What should their role be in these hostile times in which we
are living? Illustrating the looting and violence is not enough.

What is the measure of comparison between the poetics of
doom and the politics of salvation, and what does this have to do
with taking ethical responsibility? What does thinking about museum
education today consist of? What notion of education is the museum
building? What institutional pedagogies structure its practices?

Which of them is the museum willing to unlearn?
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IX.

Historically, both in the context of art institutions and museums, as
well as in the political and social structure in which we live, education
has occupied a somewhat paradoxical position: on the one hand, it

is recognized as a fundamental place for the exercise of critical and
political imagination; on the other, we effectively treat it as a subordi-
nate sector in the hierarchy of institutional discourses and practices.

The enormous interest in education, in the first half of the
2000s, within the cloud of the “educational turn,” certainly brought
some changes regarding its relevance in the context of art and giving
the role of education and pedagogy more attention and a certain
respect. This new “status,” important for the review of statements and
modes of operation, did not, however, guarantee effective structural
changes in terms of institutional pedagogies.

By “institutional pedagogies” I mean the set of practices and
methodologies that make up and shape an art institution, museum
or organization. That is, not only their educational activities and
programs, but also and especially their decisions, modes of organi-
zation, and structures of mediation—from contracts, income, and
organizational hierarchies to direct or implicit curatorial, advertising,

and educational discourses and choices and the times and spaces in
which they take place as well as the question who occupies the chairs
and positions.

In view of this, we could say that the sense of education
constructed by a museum is indisputably present in the educational
activities that are developed for this purpose, but not only in them.

It is also actualized in attitudes and practices not necessarily called
educational, but which structure the institution.

Although it is the task of the educator or the educational
curator to create spaces for learning, reflection, and debate and work
in the name of education, the responsibility for the sense of education
created by a museum or art institution will never be theirs alone.

Education is not an activity or a sector within an institution,
but a place of political co-responsibility in which we all act, willingly
or not. So, the decisions, methodologies, actions, and practices
carried out by a museum make up the set of pedagogies from which
this museum operates and structures itself. Less or more visible,
directly or subliminally, they are never impartial.
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In this sense, for the museum to understand what it must unlearn, it must How to rethink museums when the theories and logics that structure
be able to look with critical care at the idealized self-image that it them continue to be thought from the same places, bodies and

has historically constructed and, from there, review its institutional voices for more than 500 years?

pedagogies from what bell hooks calls “love ethics,” that is, a different
set of values to live by, in which power and domination are no longer

How can we rethink museums and not consider the role they play in
the system of social, political, economic, and cultural domination?

possible methods.

X.

Questions like:

How to rethink museums when the number of femicides grows
exponentially instead of decreasing?

How to rethink museums in the face of the social epidemic of
parental abandonment in the world?

How to rethink museums when the rate of children living below the
poverty line is 40 percent?

How to rethink museums when hunger is a reality in the homes of
thousands of people?

How to rethink museums in the face of the fact that prisons
continue to exist?

How to rethink museums in the face of the unbridled

medicalization of life?

How to rethink museums without falling into reactive micropolitics?
How to rethink museums when their pro-environment speeches and
public programs are sponsored by companies that expropriate and
exploit land and lives somewhere on the other side of the world?
How to rethink museums without falling into moral precepts and
convenient ethical parameters?

How can we rethink museums when the labor reforms that favor
them seek to make the lives of those who work in them even more
precarious?

How to rethink museums without rethinking the structural racism
that shaped them and guides their existence?

How to rethink museums beyond saving progressive rhetoric and
missionary policies?

How to rethink museums when their collections are largely formed

How to rethink museums and not fall in models of cultural
appropriation and epistemic extractivism?

How to rethink museums beyond the strange mixture between
school and business?

How to rethink museums without persisting in the idea of progress?
How to rethink museums beyond the idea of utopia?

How to rethink museums beyond the aesthetics of empathy?

How to rethink museums beyond the logic of “satisfaction guaranteed”?
How to rethink museums without resorting to analogies?

How to rethink museums so that they stop teaching and make an
effort to learn?

How to rethink museums as places where different subjectivities
circulate, not just audiences and numbers?

How to rethink museums based on anti-colonial voices rather than
post-colonial theories?

How to rethink museums beyond civilization theories?

How to rethink museums as non-saving devices?

How to rethink museums without making “historical reparation” a
public program of four meetings?

How to rethink museums without rethinking the sense of education
that structures and organizes them?

How to rethink museums beyond the “themes” and the “agenda”?
How to rethink museums without rethinking the declarations,
contracts, work hours, and the tickets?

How can we rethink museums without doing the exercise of
transforming language?

How can we rethink museums and not asking ourselves why we
continue to work and believe in them?

How to rethink museums as anti-racist organizations?

How to rethink the museum considering that its historical debt

is unpayable?

How to rethink museums without falling into the desire to end them?
How (not) to rethink museums in the face of all this?23

from invasion and expropriation? need to be understood and answered structurally, that is, from the guts.
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XI.

If the museum really wants to invest in a review process, it needs to be
willing to review itself epistemologically, that is, understanding itself
not only as a space of historical memory, but as a historical figure—as
a direct agent in the construction of a certain project of reason and,
therefore, in the validation of the world as we know it. By assuming itself
as an agent of this machinery, the museum will be able to better under-
stand its political, economic, social, and cultural responsibility today.

In this process, it is important that the museum refuses the
missionary logic of saving the world. Aside from being misleading, it
serves no other purpose than to reinforce its own voice and benevolent
self-image. The museum is not and has never been a neutral or passive
figure. There is no other way to face this than by diving into its own
entrails, analyzing the institutional pedagogies that structured it as
a place of power. Otherwise, it may fall into the trap of thinking it
is making historical reparation when in fact it is making epistemic
extractivism.

In this sense, it is essential that the museum inhabit its
vulnerabilities and accept itself as an unstable place—that is also
ugly, bad, wrong, complex. It is necessary that it assumes its political
responsibility in the face of the historical construction of the facts
and learn to expose itself, that is, to leave from its position. Learning,
more than teaching, can be a good methodology for this.

Finally, it seems urgent that the museum reflect deeply on
what it means to think and act in terms of an “agenda” in a world whose
politics is the aesthetics of the now, therefore, a world in which narra-
tives and debates are constantly capitalized and/or aestheticized, and
whose obsolescence is already programed.So that personal narratives
and historical debates do not become magic words within museums,
it is necessary to understand and address them as the living processes
they are, that is, as processes that were not produced to fit on their
walls or galleries, nor in their agendas.24

How to Keep on Without Knowing What We Already Know,
or, What Comes After Magic Words & Politics of Salvation
294 Manica Hoff

23 This is a fragment of a long, and constantly updated 25 Rolnik, Antropofagia zumbi, 88.
list of questions | initiated in 2018. Part of the list

was published under the title “How (not) to rethink 26 bell hooks, Tudo sobre 0 amor: novas perspectivas
museums in such impressive times,” in Repensar los [All About Love: New Visions] (Sdo Paulo: Editora
museums [Rethinking Museums], organized by the Elefante, 2021), 123.

Thyssen Bornemizsa Museum, Madrid, 2019.

24 More on these ideas are present in my text “El
museo, las palabras magicas y las politicas de
salvacion,” which will soon be published in the book

Museo Digital: Ciudadania y Cultura, organized by
MUAC/UNAM, Mexico, 2022.

XII.

Yes, the paradoxes are as innumerable as the imbrications. Here at the
crossroads there is always a knife at one’s neck. What remains is to

ask ourselves: Why do we produce what we produce, and for whom?
How do we abandon our narcissistic power and, instead, let ourselves
be affected by the Other—by the one, or by the us, that is not us—in
order to generate, sustain, and embody, constitutionally transformative
effects of dissonance, as Rolnik suggests?25 Against which “apocalypse”
are we really positioning ourselves? What kind of world do we want to
be part of, after all?

XIII.

Because, as bell hooks says, “awakening to love can only happen if we
let go of our obsession with power and domination.”26
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