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Doris Gassert: 	 Frida, in your artistic practice you create collages 
from images that circulate on various online platforms like Instagram, Tumblr, Pinterest,  
eBay and Google. Can you describe the criteria you apply in gathering visual material online? 
What captures your interest in an image?

DG: 	 Is your visual research limited to the internet as  
an expansive digital archive or do you also search through physical archives? 

DG: 	 The images you appropriate in your work are pri-
marily taken either from historical archives from the colonial era or deal with how this ‘colonial 
gaze’ is perpetuated up to today. Having encountered such a wide range of visual material ex-
pressing the colonial domination of Black people, their lives, bodies and experiences, can you 
describe some of the visual norms, patterns and absences that you work with and against?

DG: 	 What you express here are striking examples of  
the dominating white gaze. It is certainly an issue that receives too little attention in the public 
discourse in Switzerland and many viewers might not intuitively be aware of it. You are ad-
dressing a norm that is rarely questioned as a primarily white representation because it appears 
as if it were an unalterable given. Yet norms are always constructed and linked to social  
judgement. As various cultural and visual theorists have shown, white people are usually as-
signed a status that equates to ‘human existence’, something your example illustrates: a woman  
is generally thought to be white, be it in the heads of people or in the images that the Google 
search engine spits out for us. This falsely ascribes a universal status to the white gaze — which 
is also a male gaze, and a cisgender-heterosexual one on top of that — which has historically  
led white people to shape the world in their image and define and fix un(der)represented groups 
through their point of view. This has spawned stereotypes that dehumanise, sexualise and pa-
thologise the Black body as the ‘other’: some of these representational patterns persist until to-
day. Is there a dominant stereotype that you encounter and feel challenged by in your work?

DG: 	 Isn’t this the dilemma you find yourself in when 
you are challenging the dominant gaze with the very images it has produced, even if it is by 
reading them against the grain? Doesn’t the act of reproduction, despite the twists and distur-
bances you apply in your practice, always entail the risk of affirming and fixing the dominant 
gaze, even as it holds out the promise of challenging and destabilising it?

DG: 	 I find the shocking example of photographs of 
lynchings, where Black people were murdered as a spectacle, interesting in terms of how they 
were used in an overtly racist US American visual mass culture to uphold the social order  
of white supremacy and the dominance of the white gaze. They were taken not only to be pub-
lished in newspapers but also distributed as postcards among white communities; in contrast, 
they received only little attention in history books. So the infrastructures of image dissemination 
also play an important role when it comes to questions of making something visible or invisible. 



Turning, 2021 
© Frida Orupabo and Gallery Nordenhake  

Berlin | Stockholm | Mexico City

Today, as you point out, it has become extremely complex to identify who controls and filters 
what can be seen and what must remain hidden, and for what reasons and motivations. I am also 
thinking of Big Tech companies like Meta and anonymous users of their online platforms,  
all of whom interfere in obscure processes of silencing and censorship without any transparency. 
Recent research has also demonstrated how algorithms can perpetuate biases and influence  
how we perceive the world. Discussing the images themselves, the networks in which they cir-
culate and the contexts and representational strategies they are embedded in becomes all the 
more crucial, and at the same time more complicated. 

DG: 	 This need to contextualise your visual practice 
through language indicates how politically charged the field of representation is and how com-
plex questions of the gaze are in this context. At the same time, it also marks a significant  
shift in your career. Your practice follows first and foremost a very personal urge to situate your- 
self in the world, and it’s something you have been doing for yourself for a very long time.  
Did being ‘catapulted’ into the art world after US American artist Arthur Jafa discovered your 
Instagram feed in 2017 change or influence your working process?

DG: 	 One of them being that your work is now exhibit-
ed around the world. Different audiences, each of them with different backgrounds, experi- 
ences and personal as well as social understandings of identity, will be looking at your collages 
and confronted by their direct gaze. Some viewers will be more and some less aware of all  
the complexities — some of which we have addressed — that such an encounter entails. To what  
extent do you take your audiences and the reception of your works in the exhibition space  
into account? 
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