
© Break Hostility — Create Unity. Decolonialism in transcultural design projects in the 
Global South. by Sarah Kollmann is licensed under CC BY-SA 4.0CC. 





Sunrise //Preface

Introduction            5

Non-discriminating Language         5

Brain creates future Unity //Theory on the Implementation of Decolonialism

Epa //Background Knowledge         8

About Global South and North        8

My own Whiteness           9

Sankofa //The Legacies and Effects of (Neo)Colonialism    13

Colonialism and Othering             13

Racism today                          14

Mpatapo //Why we need a Discourse on and the Implementation of Decolonialism 19

Short Intro to Decolonialism                  19

Why we need Decolonialism                  21

The Discourse of Decolonialism                      22

The Implementation of Decolonialism                24

Skillful Person creates future Unity //Experiences on the Imple-

mentation of Decolonialism

Why transcultural, creative Projects in the Global South             26

The Projects interviewed                   26

Ananse Ntontan //The Impact of Design on Society              42

Design and Society                    42

The Potential of Design to create Social Change               43

Boa Me Na Me Mmoa Wo //A decolonial World and how to achieve it           45

A decolonial World                   45

How to achieve a decolonial World                 47

Transculturality and Decolonialism                 50

Design and Decolonialism                  51

2



3

Sunset //Conclusion

Funtunfunefu Denkyemfunefu //My Utopia of a socially sustainable World and 

how to achieve it                    57

The Link between Decolonialism and Social Sustainability             57

How to achieve a socially sustainable World               57

How a socially sustainable World could look like              58

Bi Nka Bi // Epilogue                   61

+Glossary                     64

Appendix                     68

Bibliography                     69

Image Credits                     74

Colophon                     79

Imprint                      80



Sunrise1
 

//Preface

























16

52 For the following see: Sow, Deutschland Schwarz Weiß, 45–46.
53 For the following see: Ibid., 46.
54 For the following see: Mbembe, Kritik der schwarzen Vernunft, 18–21.
55 See: Ibid., 20.
56 For the following see: Ibid., 151.
57 For the following see: Sow, Deutschland Schwarz Weiß, 58.
58 See: Ibid., 44.
59 For the following see: Eddo-Lodge, Why I’m no longer talking about race, 111–112.
60 For the following see: Ibid., 9.

Fig. 10: The photographs by Chris Buck address racism by questioning widespread stereoty-
pes. They break with the common racist representations and depiction of Black people and 
PoC. Instead of representing Black people and PoC in cliched roles like waitress or masseuse, 
Buck changes the perspectives and roles. He thereby demonstrates the extent to which today‘s 
societies are persistently influenced by racism. Racist and hierarchical relationships are repro-
duced and thus appear to be self-evident. We all grow up in a racist world with these racist 
perceptions. Chris Buck, Let‘s talk about race, Part 2, in: O Magazine, May 2017.





















































Ananse Ntontan 
//The Impact of Design on Society

The Adinkra symbol for wisdom, creativity and the complexities of life shows Ananse, 
the spider from folktales spinning his web.135 Ananse Ntontan means “spiders’s web”. 
For this chapter on the impact of design on society, we draw inspiration from this 
symbol for creativity: Ananse Ntontan.

Design and Society
Most people associate design with high-quality, often quite expensive products, con-
cepts and systems, predominantly concerned with aesthetics and sometimes also with 
function. Therefore, many people, for example in Germany, consider them to be luxury 
goods that do not suit everyone‘s taste and are bought for beauty and prestige rather 
than for everyday use. We do not need to discuss that this is a very narrowminded un-
derstanding of design. Furthermore, the appreciation and thus the integration of design 
as ‘normal’ in everyday life strongly depends on the socio-cultural context. For example, 
in Denmark it is not explicitly associated with prestige and luxury to invest in design, but 
design is rather products, concepts and systems that are actually used and valued for 
their quality and aesthetics: whether it is designing future welfare systems136, furniture, 
graphic design or mobility concepts for our future cities137.

Design is situated somewhere between art, industry and craftsmanship according to 
my perspective and observation of the subject over the last couple of years. Although 
design also has artistic aspects, it is different from art. Design requires craftsmanship, 
but is not arts and crafts. Furthermore, design includes (mass) production and industrial 
aspects. Yet design is neither industry, art nor craft, but is located at the intersection of 
these areas. Additionally, design is characterised by a critical analysis and reflection on 
society. Thus, designers work with a combination of problem solving and aesthetics, at 
the intersection of economy, creativity and society — an interface I have not met in any 
other field so far.

» However, I do not want to dwell on that too long. I do not want to spend time 
pondering about whether design is meaningful or not, how it is received and what 
function it has, because design exists and will continue to exist. Instead, the questi-
on remaining is rather: what impact does design have on our societies? Can design 
shape society?

To Felwine Sarr, culture encompasses everything from various art forms to artistic and 
literary culture and the art of living, all intellectual work that demands creativity.138 The-
se are thus linked to intellectual education and the production and communication of 
symbolic contexts. Culture is thus a field of constant creation through which reality can 
be comprehended. It is therefore both fact and process, which can be value-creating, 
but its primary task is to produce meaning and significance in societies. Thus, one of the 
main tasks of culture and creativity is to shape society.

Design combines problem solving with aesthetics and draws on elements from art, in-
dustry and craftsmanship. But what makes design stand out is the social component, 
the critical analysis and reflection of society. Design deals more actively with society than 
other creative-artistic approaches and is therefore deeply rooted in both creativity and 
society. Through the reflective and creating tools of design, society can be shaped by 
design. Designers also work more intuitively than other social sciences, allowing those 42

135 For the following see: “ANANSE NTONTAN,” West African Wisdom: Adinkra Symbols & Meanings, 
accessed February 4, 2020, http://www.adinkra.org/htmls/adinkra/anan.htm.

136 For example the project “Future Welfare” of the Danish Design Centre using de-
sign methods, tools and concepts to design the future welfare system of Den-
mark. See: “Future Welfare,” Dansk Design Center, accessed February 18, 2020, https://danskde-
signcenter.dk/en/future-welfare.

137 The Danish Design Centre is also working on designing mobility concepts of ci-
ties to make sustainable mobility more attractive and thus to increase the quality 
of life in the cities. See: “Design Cities,” Dansk Design Center, accessed February 18, 2020, 
https://danskdesigncenter.dk/en/design-cities.

138 For the following see: Sarr, Afrotopia, 68.



involved to meet and work together as equals. Intuitive rather than cognitive work could 
mean that (neo)colonialism matters less in creative fields. Many studies, e.g. the theo-
ries referred to in the first chapters, have proven, and critical people might realise, that 
(neo)colonialism is still deeply anchored in our minds, hearts and bodies — also when 
working creatively. We cannot conceal the fact that art and design are very exclusionary 
knowledge systems created by the Global North. Still, I see potential in design to create 
social changes, like overcoming (neo)colonialism due to its intuitive way of working, the 
communication of creativity not bound to language or location and the anchoring of 
design in society.

» So, in summary — Design can make important, but complicated, unpleasant, com-
plex topics understandable without pointing fingers, not over-didacticized and without 
long theoretical texts, but through visual communication and with an emotional com-
prehension.139 Thus, design can make incomprehensible topics understandable through 
this different kind of explanation. Designers could be ‘translators‘ between theoreticians 
and society at large. Therefore, design shapes society and initiates social changes. Since 
design is working at the interface of creativity and society, we can also use design wor-
king spaces and methods to overcome (neo)colonialism and thereby shape a decolonial 
society.

» I will go into this more detailed in the following chapter. First, however, I will reflect 
on the chances of design to bring about social changes like decolonialism.

The Potential of Design to create Social Changes
Design works, as just explained, at the interface of art, society and industry.  Designers 
are not only concerned with the development of aesthetic concepts, things, strategies, 
methods and products, but also with how this can be implemented in the industry and 
how this relates to social developments and changes. Design can therefore play a sig-
nificant role in shaping social change. Design is able to develop strategies, methods, 
techniques and concepts for shaping society, since design always creates something 
that is part of the daily life of individuals or collectives. For example a chair, an adverti-
sing video, a concept to promote urban bicycle traffic, illustrations of the consequences 
of the climate crisis or an explanation of the socio-political situation in Chile. Therefore, 
design always has an influence on individual and collective life. Design as social shaping 
is much more powerful than most people realise. Through the combination of creative, 
social and economic aspects, all areas of society can be shaped consciously and explicitly 
but also unconsciously and subtly through design. Thus, designers shape society. Accor-
dingly, design can help to influence and form significant social changes.

» To find out how people in real practical, creative projects actually think about de-
sign shaping society, I asked the projects I spoke to how they think that design and 
practical, creative work contribute  to social changes.

Marlène from El Warcha is convinced that the creative sector has an impact on society.140 

She says, however, that practical creativity is unlikely to solve social problems, but that it 
rather contributes to the solutions. Above all, the creative sector can make social prob-
lems a subject of discussion and generate attention. In El Warcha it is also the case that 
practical, creative collaboration allows for a more equivalent approach and disregards 
differences. Marlène is aware that this cannot solve complex global problems, but she 43

139 See: Interview Gina Schöler (Glücksministerium).
140 For the following see: Conversation Marlène Halbgewachs (El Warcha).
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believes that communicating at eye level with each other and language-independently 
can be helpful in solving some social challenges. This way of interacting equivalent with 
each other could be transferred from the creative, practical to other areas of society and 
thus contribute there to more equality. In this way, social changes are indirectly shaped 
through design.

» So how can design contribute to social changes? Summarising — Design is part 
of our everyday life; it has an impact on individual and collective life. Therefore, design 
can also shape social changes and developments. Design helps to shape society. One of 
the reasons for this is that creative and practical work makes statements outwards, thus 
creates attention for topics and moreover addresses people directly, often in a less di-
dactic way. Thus, design enables much faster changes than other areas of society. Never-
theless, it must be emphasised that design cannot be used alone but should rather be 
used as a complement to these other areas since the creative sector might not be able 
to solve all social problems but can contribute very well to the solutions. In this way, the 
areas that shape society complement each other to solve social challenges. However, it 
should not be forgotten that it is precisely the design sector that is particularly helpful 
through the visualisation and communication of the topics to the public. In addition, the 
language-independent communication at eye level used in practical, creative work can 
be helpful in solving challenges of society. Because this enables an equivalent encounter 
design may also lead to more equality in society.

If the creativity of Ananse Ntontan, design and creative, practical work have an im-
pact on, shaping society, contribute to social changes and developments, then there 
is also the possibility of design being helpful for the implementation of decolonialism.

» Therefore, we will look at how a decolonial world could look like and how we can 
achieve this in the following chapter.



Boa Me Na Me Mmoa Wo 
//A decolonial World and how to achieve it

When striving for a decolonial world the Adinkra symbol of cooperation and interde-
pendence reminds us of helping each other, cooperating — boa me na me mmoa wo 
can be translated to “help me and let me help you”.141

A decolonial World
A decolonial world is for me a world that enables a fair and equal life to all living beings 
on this planet. It means that all humans are seen and treated equally despite all dif-
ferences — especially despite different national, geographical, socio-political, cultural 
and racial identities. Thus, a decolonial world enables everybody the same chances for 
a dignified, independent life being able to care for oneself and one’s family. A decolonial 
world means that the legacies and consequences of colonialism are not influencing the 
system of the world and by that the individual’s life anymore. It means that (neo)colonial 
structures are not continuing anymore. A decolonial world means that colonialism is not 
forgotten but kept in memory in order to learn from it, just as we do now with the Ho-
locaust. The realisation of decolonialism means that (neo)colonialism is not influencing 
how individuals see and judge other individuals and thereby also not influencing trans-
national relationships anymore.

A decolonial world means the end of racism, the end of the centrism of the Global North, 
the end of the division of the world into ‘developed‘ vs. ‘less developed‘. It implies the end 
of the capitalistic exploitation of former colonies, the end of the economic protection of 
the economies of the Global North in order to profit most from the global economy and 
an end to western sovereignty of knowledge and interpretation. A decolonial future in-
cludes an end to the restrictive classification and definition of ethnic groups and their 
allocation to certain countries which results in transcultural, multilocal142 societies.

A decolonial world will end up with equal rights to all human beings despite all differen-
ces. It enables the economic development of former colonies instead of preventing it, as 
done so far. It implies the appreciation of art, design and craft from the former colonies 
as equally valuable, and therefore also the restitution of all art and crafts objects sto-
len during colonialism. It would lead to the equal distribution of (scientific) publications 
around the world. A decolonial world would offer the same chances for basic and higher 
education, infrastructure, political participation, professional and personal fulfillment to 
everyone. A decolonial future in my eyes is the utopia of a perfectly equal and fair world, 
where everybody has the same chances for a fulfilled life, everything done by humans is 
appreciated and everyone is treated equally no matter the geographical, socio-political, 
cultural, ethnical, educational background or racial, professional, religious, sexual, gen-
der identity.

» Yet, to achieve a decolonial world, we must first overcome the persistent powerful 
legacies of (neo)colonialism, both in society as a whole and on an individual level. 
That is why I wanted to learn from the projects I talked to, whether (neo)colonial 
structures, relationships or cooperations have influenced the project? And how it is 
possible to overcome the (neo)colonial legacies in the project and in the daily work?

Jane from Ni en more defines decolonialism as learning from our ancestors, their way of 
life and their traditions.143 Decolonialism means overcoming (neo)colonial structures and 
thoughts in, for example, religion, diet, ideology, identity, discrimination and positions of 
power. Jane does believe that Ni en more is clearly shaped by (neo)colonialism, since the 45

141 See: “BOA ME NA ME MMOA WO,” West African Wisdom: Adinkra Symbols & Meanings, acces-
sed January 30, 2020, http://www.adinkra.org/htmls/adinkra/boame.htm.

142 Referring to the multilocality described by the writer Taiye Selasi 2014 in the TED 
Talk “Don’t ask me where I’m from, ask me where I’m local”. She thematises iden-
tity, home and nationality and demands the acceptance of ambiguous, multilocal 
identities. See: Taiye Selasi, “Don’t ask me where I’m from, ask me where I’m local,” filmed 
October 2014 at TEDGlobal2014, Rio de Janeiro, Brazil, video, 15:56, accessed January 30, 2019, ht-
tps://www.ted.com/talks/taiye_selasi_don_t_ask_where_i_m_from_ask_where_i_m_a_local?lan-
guage=en.

143 For the following see: Interview Janette Terrazas (Ni en more).



project was founded by Europeans and privileged Mexicans. Therefore, many decisions 
were made from a position of power. Jane explains that the project was not founded 
with a decolonial perspective, but over time decolonialism has become an essential part 
of Ni en more. Now they are just at the beginning of a new phase, as Ni en more has 
established itself as an NGO and now indigenous people have to be represented on the 
decision-making team of Ni en more. Recently Ni en more also received government 
support for the opening of a second studio in a Rarámuri144 community. Here indigenous 
people will be responsible for the studio, work and teach other indigenous people in 
their own language. Jane sees this as an important and meaningful step in Ni en more‘s 
continuing attempt to decolonise itself and develop further.

Benjamin from El Warcha, Tunisia, told me that (neo)colonialism is visible in different 
situations, for example in the way one interacts with others.145 But he also emphasises 
that remembrance of colonialism is very different depending on the geopolitical cont-
ext. This is well illustrated by the different experiences Benjamin had in a project in an 
Algerian community compared to the experiences in the Tunisian context of El Warcha. 
In the interaction with the Algerian community, the colonial past and the fact that he 
is French “was really a defining factor and triggered certain types of reactions. There 
was a lot of animosity against the French, obviously in relation to the Algerian war”146. 
In this context it was not possible to avoid the discussion about (neo)colonialism since 
the colonial past was and still is central in the relationship between French and Algerian 
people. In contrast, Benjamin hardly has such discussions and confrontations in Tunisia. 
He suspects that being French in Tunisia is not a particular issue, because he has hardly 
received any specific reactions to it. In Tunisia, Benjamin experiences that the colonial 
period is to some extent an issue, but not as obvious as in the Algerian context, which 
makes it more difficult to approach and reflect on.

Benjamin himself only experiences and feels the colonial past in small, hardly recogni-
sable details. For example, when feeling out of place because of his origin. He describes 
that there are many situations in which these power relations and effects of (neo)colo-
nialism have a very invisible but nonetheless strong influence on situations. While wor-
king with other Tunisian organisations, he experienced situations where his legitimacy 
as French to address certain issues was questioned, compared to Tunisians. In El Warcha 
decolonialism is not really an issue within the team, but rather stories of social-cultural 
background and nationality are told to each other.

The second El Warcha employee, Marlène, with whom I spoke, also emphasised that 
(neo)colonialism and the discourse on decolonialism are not noticeable in the everyday 
life of El Warcha.147 However, nationality is always an issue but never in connection with 
(neo)colonialism or decolonialism. Her being French is always a subject and makes her 
questions why and how she has the legitimacy to be in Tunisia and work in El Warcha, 
a project that is supposed to belong to the local community. However, she cannot say 
exactly how far El Warcha and Tunisia are influenced by (neo)colonialism, since it is not 
an explicit topic in daily life. Furthermore, Marlène observes that it is easier being French 
than having another foreign nationality in Tunisia, especially due to the common langu-
age French. France is not perceived as a negative country despite its colonial past. Mar-
lène has the impression that Tunisians do not have a negative relationship with French 
culture, and above all see the positive effects of (neo)colonialism, for example the com-
mon language and the good political relationship with France. However, she cannot re-
ally understand the reasons for this and finds it difficult to judge what Tunisians actually 
think about (neo)colonialism, since (neo)colonialism is not much of an issue in everyday 
life. Instead nationality and travelling are issues discussed in El Warcha and in the neigh-
bourhood. Here global injustices and (neo)colonialism become visible in an exemplary 
way. 46

144 The Rarámuri, also called Tarahumara, are the Indigenous American people living 
in state of Chihuahua with the capital Ciudad Juárez where Ni en more is settled. 
See: “Rarámuri,“ Wikipedia, accessed February 11, 2020, https://en.wikipedia.org/wiki/Rarámuri.

145 For the following see: Conversation Benjamin Perrot (El Warcha).
146 Ibid.
147 For the following see: Conversation Marlène Halbgewachs (El Warcha).



The Centre of the Less Good Idea sees it as a hugely difficult task to liberate oneself 
from historical structures of (neo)colonialism.148 The challenge of overcoming (neo)co-
lonial structures and legacies is being faced in many institutions, universities and mu-
seums in South Africa, as they were founded during colonial times or during apartheid. 
These institutions are now confronted with the enormous task of reforming and deco-
lonising themselves but will always remain based on the original framework of colonia-
lism. Bronwyn from The Centre therefore appreciates the luxurious and unique situation 
of not being founded on (neo)colonial structures and thus being free from the heavy 
structural challenge of decolonising. Nevertheless, (neo)colonialism, apartheid and de-
colonialism are reoccurring topics at The Centre, since these are projects of South Africa.

» I will discuss this in more depth in the following chapter on achieving a decolonial 
world.

» To sum up — in the conversations with the projects I learned that there are various 
attempts to overcome the legacies of (neo)colonialism and develop decolonialism, but 
that it is not an easy task. As already indicated the different projects are trying out vari-
ous methods and techniques in order to become more decolonial. Especially a non-hi-
erarchical, transcultural and local approach is crucial as well as trusting and respecting 
each other.

» In the following chapter we will look more closely at the necessity and realisation 
of decolonialism.

How to achieve a decolonial World
In order to achieve a decolonial world we need to implement decolonialism in all 
thoughts and actions. Colonialism officially ended but we can tell from the continuing 
existence of (neo)colonial structures, that there remains a really long, challenging and 
difficult way to truly become decolonial. But it is crucial that we work continuously on 
erasing these (neo)colonial thoughts from our individual and societal minds. Since we 
all grow up in societies with (neo)colonial structures we all carry these legacies within us. 
We must overcome these deeply rooted (neo)colonial patterns of thought, evaluation 
and interpretation. These are the roots of (neo)colonialism inside of us which must be 
overcome in order to achieve a decolonial world. Additionally, to achieve decolonialism 
in the personal, individual context we need to fight for decolonial societies globally. We 
have to implement decolonialism in all thoughts and actions of society. However, this is 
at least as difficult as decolonialism on an individual level, because large parts of the so-
cieties of the Global North are based on (neo)colonialism and because (neo)colonialism 
is deeply ingrained in all global socio-political, economic and cultural relations. I believe 
that working transculturally and creatively might help to implement decolonialism in all 
thoughts and actions.

» In the following we will learn more detailed from the interviewed projects how 
decolonialism is integrated in their thoughts and actions. Furthermore, I asked why 
transculturality and creativity in addition to active and theoretical socio-political 
work might help the process of decolonising.

In Ni en more they try to include decolonialism in all thoughts and actions of the pro-
ject by being careful to treat all diversities with respect.149 It is essential to be careful not 
to appropriate Rarámuri culture and to value and respect the beautiful traditions of the 47

148 For the following see: Conversation Bronwyn Lace (The Centre for the Less Good Idea).
149 For the following see: Interview Janette Terrazas (Ni en more).



Rarámuri people. Jane explains that it is necessary not to impose a particular culture 
on anyone. Creatively, they try to incorporate decolonialism into Ni en more by using 
pre-Hispanic dyeing techniques in order to express their Mexican heritage. Moreover, 
they also communicate diverse skin colours in their advertising. Thus, Jane believes that 
Ni en more is in the positive process of realising decolonialism step by step.

When talking about the implementation of decolonialism, Benjamin explains that wit-
hin El Warcha there has of course been hierarchy and power relations, but these were 
mainly related to different levels of experience and responsibility.150 When El Warcha was 
founded it was intended to be as non-hierarchical as possible. Later on, however, they 
realised that this is really difficult to implement, because despite the desire for horizon-
tal structures and the flat organisation of workplaces151, hierarchical relationships and 
power imbalances continue to exist. Therefore, these hierarchies must be outlined and 
explained. Furthermore, in projects with horizontal structures it is necessary that inde-
pendent and reliable responsibility exists. If this is not the case, it is difficult to establish 
non-hierarchical structures. The team of El Warcha is aware of this and is tackling this 
challenge. Among other things, it is very important for them that the team is transcultu-
ral and is carried on local, not foreign, shoulders.

Despite this, Benjamin considers it difficult to work on the legacies of (neo)colonialism 
in the everyday work of El Warcha. In his opinion, the power relations that can be felt 
in everyday life do not necessarily come from the origin of the people involved or from 
(neo)colonialism. For example, in Tottenham, London, where he is now mainly working, 
he observes older people with contrasting biographies and opinions managing to live 
under one roof in the shelter homes. Of course historical events, such as apartheid, are 
topics that come up from time to time in El Warcha and have to be dealt with. However, 
it is difficult to tackle these issues within the project because they are in the past and 
the people involved are already quite old. Thus, living together in the shelter homes is 
possible because nobody dwells too long on these difficult topics and because contro-
versial discussions are often avoided. Nevertheless, both in El Warcha London and in 
Tunis, they try to reflect on the challenge of how (neo)colonialism can be addressed and 
develop a way of dealing with these invisible structures of (neo)colonialism.

That is also a topic Marlène mentioned when talking about flat working structures and 
the equality between each other being key to decolonialism within the project.152 She 
tells me that it works quite well to work equivalent together in the creative and practical 
processes, since everyone has specific skills in a certain detail of the process, like cutting 
wood precisely. Accordingly, the diverse skills are all important parts of the process and 
are all needed in order to achieve a good result. However, for other works in El Warcha, 
like the administrative part, it is difficult to establish horizontal working structures. Mar-
lène assumes that this is due to the fact that many school systems do not teach to take 
responsibility. Like Benjamin, Marlène concludes that the willingness to take responsi-
bility is essential for the establishment of flat working structures. Everyone working in 
El Warcha comes from the creative-design-architecture field and has therefore done 
the administrative work more or less autodidactically. Thus the problem actually is that 
nobody can and wants to take responsibility for something s/he has not learned and 
understood properly. 

Moreover, some assume that the administrative work is the work of foreigners, because 
it was unintentionally always done by foreigners. But that was never the intention. Ben-
jamin explains that this is influenced by economic factors. El Warcha doesn‘t have the 
economic means to recruit Tunisians with managerial experiences. Foreigners especially 
Europeans easier accept such positions because they can support themselves even if 
they are badly paid, or at least they are willing to work in such a position for a periode 

48

150 For the following see: Conversation Benjamin Perrot (El Warcha).
151 See: “Flat Organization,“ Wikipedia, accessed February 15, 2020, https://en.wikipedia.org/wiki/

Flat_organization.
152 For the following see: Conversation Marlène Halbgewachs (El Warcha).



of time. In addition, social engagement has been trending in European design and ar-
chitecture schools, thus it is attractive for foreigners to work in El Warcha despite low 
salaries. On the contrary Tunisian creatives mostly aspire for better paid positions. This is, 
according to Benjamin both due to the primarily industry-focused educational system 
in Tunisia and the lack of public funding for social engagement. Hence, there is a lack of 
professional prospects for socially engaged work. These are the reasons why it is less in-
centive to become a socially engaged creative in Tunisia and thereby also more difficult 
for El Warcha to attract Tunisians designers and architects.

These various aspects make it difficult to organise the work in El Warcha more hori-
zontally. Therefore, they have made several attempts to establish flat structures in the 
administrative area of El Warcha, for example by more active meetings or by integrating 
more creativity. So far, these attempts have been unsuccessful and therefore El Warcha 
is still looking for methods to make the other areas of El Warcha more horizontal, equi-
valent and hence more decolonial.

Since decolonialism in South Africa‘s post-colonial, post-apartheid attempt to decolo-
nise itself is always an issue, and always part of reality, it does not need to be actively 
addressed and theorised.153 Therefore, The Centre for the Less Good Idea has the appro-
ach that the concept of a project does not have to be fixed at the beginning but can be 
developed later. Because decolonialism is part of South Africa‘s everyday reality, ever-
ything that arises from it is an attempt to challenge this reality and to better understand 
how to change towards, implement and achieve a different kind of society. Bronwyn, 
with whom I spoke from The Centre, explains that for her, the decolonial moment exists 
when an institution decides not to know everything and not to know it better. That is 
why The Centre never actively sets decolonialism as a theme at the beginning, because 
they have decided not being able to assume which topics the artists want to deal with. 
This enables the artists to pursue what they want, which is the core of The Centre: to give 
space to artists to do what they have not had the opportunity to do yet. Therefore, in the 
process of The Centre there is not any theoretical discussion on (neo)colonialism. But in 
the reflection at the end, however, it becomes clear that many of the projects that have 
emerged deal with (neo)colonialism and decolonialism. After all, decolonialism is the 
project of South Africa and is thus implied in everything The Centre does. But it is never 
the impulse! Instead, in order to initiate the decolonial approach of complete liberation 
during the process that Bronwyn just explained, The Centre for example sets up a boxing 
ring at the beginning of a Season, invites the neighbouring boxing trainer and observes 
how artists from various artistic disciplines react to that. Everyone has a different respon-
se to this situation, but although, and perhaps precisely because, the boxing coach does 
not theorise and address decolonial issues, exciting projects on decolonialism emerge. 
One example is the project “Venus Hottentot vs. modernity“ by the opera singer Ann 
Masina and the spoken word poet Lebogang Mashile.

» I will return to this project later in more detail.

» Summarised— It can be said that it is essential to continue questioning the (neo)
colonial legacies and to continue to tackle decolonialism. Above all, the staff and all tho-
se involved in such projects must be actively involved in the process of decolonialism 
and work actively on it. Decolonial trainings, for example, could be helpful in this effort. 
It is also essential for decolonial projects to establish horizontal working structures and 
equality between all. This would imply that different perspectives, opinions and working 
methods are always legitimate. Thus, we, especially (white) privileged people, must le-
arn humbleness and the willingness to step back from our own position. This would also 
include questioning and limiting one‘s own discourse privileges and decision-making 49
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power. Furthermore, we have to acknowledge that we do not always know everything 
better and cannot assume what is best for ‘the others’. It would be a decolonial approach 
to leave others free to decide and stand up for themselves. In this way we could experi-
ence a multiplicity and diversity of opinions and perspectives, which, through the visibi-
lity of diversity, would destroy the legitimacy of stereotypes. In order to spread a global 
respect for all diversities, it is important to educate theoretically about (neo)colonialism 
and decolonialism. The resulting mutual respect also implies that we do not appropriate 
practical and creative aspects of other cultures. The visual, practical, creative field can 
contribute to spreading visibility of diversity, but also by making the issue of decolonia-
lism accessible, tangible and understandable, thereby emphasising the urgency of de-
colonising the world.

» In the following chapters we will go deeper into the necessity of transculturality 
and practical, creative work in order to achieve a decolonial world.

Transculturality and Decolonialism
Since transculturality understands culture as overlapping, complementary and not cle-
arly distinguishable entities, a cultural exchange automatically arises in transcultural 
contexts. Interpersonal encounters, openness and interest in other people and their cul-
tures are the basic requirements for an equal and decolonial coexistence. Since trans-
culturality does not unambiguously distinguish between different cultures, but assumes 
that different cultures exist in parallel, overlapping and equal to each other, the basis for 
an equal encounter of different cultures can be found in transcultural contexts. Because 
it is not clearly defined where which culture begins or ends, and what or who belongs to 
which culture(s), there is therefore no hierarchy between them. They coexist as equals, 
enriching and fertilising each other. Through these characteristics, transculturality is the 
ideal basis for equivalent encounters between people and cultures. Social changes that 
aim for justice, fairness, exchange and encounter can therefore be particularly successful 
in transcultural contexts. This is also the case in regard to decolonialism. Because equa-
lity, mutual exchange and interpersonal encounters are essential for overcoming (neo)
colonialism and implementing decolonialism, transculturality is particularly suitable for 
decolonial processes.

» Therefore, I have explicitly concentrated on projects with transcultural teams and 
asked them to what extent their transculturality is helpful for equivalent encoun-
ters, exchanges, the discussion and overcoming of (neo)colonial structures. In the 
following I will describe what I have learned from the projects on the contribution of 
transculturality to a better implementation of decolonialism within the team.

For Jane from Ni en more, transculturality is any form of culture that crosses borders 
and thus connects individuals and communities.154 Jane suggests that when implemen-
ting decolonialism in transcultural projects, it is important that everyone is aware of the 
colonial past and the legacies of it. It is essential that all, especially those who are pri-
vileged, establish a respectful way of interacting at eye level with everybody. She ack-
nowledges that this is complex and a demanding daily task of increasing awareness and 
inner change. Communication among each other is the most important aspect: talking 
and listening to each other in order to step out of one‘s own subalternity or to reduce 
one‘s own privileges.

Marlène highlights that the different cultures and languages are the connecting point 
within the team of El Warcha.155 The great effort everyone makes to understand each 50
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other is a very precious part of the project. Therefore, it is helpful that they have de-
veloped a new ‘language’ and thus a new way of understanding each other with the 
help of the tools and constructions in their practical work. This is very supportive for the 
work process in El Warcha. Marlène sees it as a treasure that understanding, exchan-
ging, working and encountering each other as equals have increasingly developed th-
rough the transculturality of El Warcha. This shows that the transculturality of a project 
could also contribute to decolonising in the long run.

Bronwyn from The Centre for The Less Good Idea describes that in South Africa one can 
gain some insight into transculturality, because the whole country is extremely multi-ra-
cial and multicultural+ with its eleven official national languages.156 Nevertheless many 
institutions still give priority to one or another race due to segregation. In The Centre, 
they have the advantage of not being founded during colonialism or apartheid and hen-
ce being free of these heavy legacies. This enables them to deal with the unanswerable 
complexity of diversity, trans- and multiculturality. Bronwyn believes that transculturali-
ty is helpful in the implementation of decolonialism and that the most important aspect 
is to embrace the complexity that comes with it.

» To summarise — what can we learn from the interviewed projects in terms of tran-
sculturality as a tool for implementing decolonialism? The conditions for transcultural 
teamwork are the awareness of the (neo)colonial past and its legacies which must be 
facilitated by the general circumstances. Transcultural work is complex and exhausting: 
it is a daily challenge to raise the necessary awareness, inner change, understanding, 
reflection, questioning, humility and openness to step back from one‘s own position. 
Furthermore, it has to be considered that it is a time- and staff-intensive work. Com-
munication is absolutely crucial: talking openly but also listening to each other. Ano-
ther essential point is to be able to embrace the complexity of transcultural processes. 
If everyone makes an effort to understand each other and to integrate everyone in their 
various complexities, a bond within the project team develops through its diversity. The 
different socio-cultural backgrounds then unite rather than separate. Successful trans-
cultural cooperation ideally results in a respectful interaction at eye level with everybody. 
This can be very encouraging for the process and enriching for mutual understanding 
and exchange. Thus, through transcultural work cooperation on a level playing field is 
possible, which can consequently also be supportive of processes of decolonialism wit-
hin the project.

Design and Decolonialism
To achieve decolonialism we have to change individual and collective thinking, and ac-
ting on a large scale. We have to overcome the legacies of colonialism and the persisten-
ce of (neo)colonial structures in all thoughts and actions worldwide. This means that we 
have to bring about enormous changes on a private, individual level as well as on a so-
cio-political, cultural and economic level to eliminate (neo)colonial patterns of thought 
and behaviour and thereby develop a decolonial world. This is an ambitious task!

However, I believe that design, in addition to theoretical and active work, can do much 
to achieve a decolonial future by combining creative, social and economic factors and 
methods.

» That is why I have concentrated on design projects and asked them about their 51
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experiences in implementing decolonialism in their practical, creative work and 
whether that work helps in the process of decolonising. Thus, I hope that we can 
learn from the experiences of these various design projects from the Global South.

For Jane from Ni en more, the implementation of decolonialism is a cultural, political 
and economic challenge.157 (Neo)colonial structures are rooted in our thoughts and ac-
tions and must therefore be eliminated from our consciousness. Jane is not sure if the 
creative sector can solve this social challenge alone, but she is convinced that with cre-
ative, practical projects (neo)colonial structures can be questioned and thus also initia-
te social change. Nevertheless, Jane is sceptical, because the power structures of (neo)
colonialism are deeply rooted and we have to be open for this radical change if we really 
want to achieve a decolonial future. In Ni en more, according to Jane‘s opinion, they still 
have a long way to go before the creative, practical work encourages the implementa-
tion of decolonialism. This is mainly due to the fact that when founding Ni en more it 
was not a collaborative design process. Instead the first designs were brought in by the 
Norwegian designer Tine Mollat from byTiMo. Designs by local designers from Juárez 
were not introduced until 2019. Although the designs were finally created in Mexico, the 
problem remained that the indigenous Rarámuri employees still did not identify with 
them. For them, they are designs of the Mestiza, women of European and Indigenous 
American descent. The ideal goal for the complete decolonised Ni en more is indeed 
that the Rarámuri can and want to contribute designs from their traditions and ideas. 
Like that Ni en more could become a platform for promoting all diversities.

In El Warcha the practical, creative approach has been quite helpful, since Benjamin 
did not come to Tunis with a finished concept and the structure was very flexible.158 So, 
El Warcha is an organically organised design studio based on what the people involved 
want to do. That is important in order to keep a sense of community and a common un-
derstanding of what they do. Through this flexible, adaptable way of working, they try 
to find a language that hopefully everyone understands. Marlène also emphasised that 
especially the practical, creative part of El Warcha is organised in a horizontal, equiva-
lent and flat structure. All of them nourish the creative process. It is particularly valuable 
that they do not discuss what art is. Instead they intuitively create something creative in 
a common process. This is essential in equal, collaborative work, since there is no right 
answer, perspective or approach. Instead room is given for all opinions and perspecti-
ves which makes the process a success. It is only through this openness and respect of 
others that it is possible to connect as equals in the practical, creative process. Such an 
equal footing for encounter and cooperation is also an ideal condition for the implemen-
tation of decolonialism.

When I asked Bronwyn from The Centre for The Less Good Idea about the effect of 
creative work on society, she answered with an example: the project “Venus Hottentot 
vs. modernity“.159 The piece was created out of a situation that Ann experienced in real 
life, where her body was critiqued on a daily basis by several men in the streets of Jo-
hannesburg. Because Lebogang is also familiar with such situations and the increased 
harassment and control of female bodies as a sign of a growing patriarchy, they jointly 
wrote the play on the topic: “Venus Hottentot vs. modernity“ (Fig. 54). The play combines 
Ann‘s singing voice, Lebogang‘s spoken words, accompanied by percussions. In fact, the 
piece is a performance of the two in a boxing ring where Lebogang welcomes you “to 
the white supremacist capitalist patriarchy detox program“160. In the performance piece, 
the two artists address the treatment of Black women‘s bodies through references to 
Sarah ‘Saartjie’ Baartman161, the use of her physical body within various human circuses, 
but also the mistreatment of her physical remains and the sensitive ethical questions 
involved (Fig. 53). Thus, they raise issues that are difficult or impossible to address in an 
academic context, especially in the Global North. Topics that particularly connected with 52
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Fig. 53: Sarah ‘Saartjie’ Baartman, a Khoikhoi woman from South Africa who was brought to 
Europe 1810 to be exhibited as ‘Hottentot Venus’ in freak shows due to her large buttocks. Addi-
tionally, ‘scientists’ analysed and documented her body as if it was not a human person, but an 
(animal) race to be observed and dissected. Sarah is one of probably several such horrendous 
crimes of the colonial era.



Europe‘s relationship to objects stolen during the colonial period and to the ongoing 
practice of representing Black bodies. Bronwyn finds it particularly exciting that “Venus 
Hottentot vs. modernity“ arose from a real moment of frustration, but reaches back to 
colonial times, Sarah ‘Saartjie’ Baartman, the restitution claims and the still prevailing 
(neo)colonialism and patriarchy.

For Bronwyn, this performance piece is a good example of how artistic works on (neo)
colonialism and decolonialism are created at The Centre, although this is not given as a 
theme in advance and is not actively theorised. This liberating way of working enables 
the artists to deal creatively and practically with sensitive topics such as decolonialism 
and thus to engage in a different form of discussion. Above all, topics can be dealt with 
which an academic debate would hardly or only with great difficulty do justice to. This 
contributes in a different way to discussing the legacies of (neo)colonialism and the im-
plementation of decolonialism.

Another example of how creative, practical work opens up previously closed spaces and 
enables understanding is the opera “The head and the load“ by William Kentridge (Figs. 
55 & 56). In this piece, Africa‘s role in the First World War and the previously unknown fact 
that apart from civilians, the largest group of people killed were African workers, are the 
main topics (Fig. 57). They were not treated as people, but as units transporting the sol-
diers‘ equipment (Fig. 58) in hope for the never fulfilled promise of independence. This 
had never been researched and reflected upon, and never been publicly discussed and 
acknowledged. Therefore, an essential part of the opera was to make both Europeans 
and Africans aware of this heritage. However, the opera did not want to achieve a cogni-
tive awareness for the legacies, but a felt, emotional awareness.

With these two examples, Bronwyn illustrated that through intuitive, liberated practical, 
creative work, topics that are difficult to address and understand can be more easily and 
sensitively approached. In addition, a better understanding might be achieved, since it 
is an emotional rather than cognitive understanding. This is why practical, creative work 
is so helpful and important for dealing with the legacies of (neo)colonialism and, conse-
quently, for the realisation of decolonialism.

» As a summary — Design and practical, creative work definitely affect the imple-
mentation of decolonialism. It is particularly crucial that design has an impact on society 
and thus influences social changes and developments by shaping individual and collec-
tive everyday life.

For decolonising creative, practical projects, it is helpful if they are organised in a flexible, 
organic and adaptable way, so that a common understanding of work and thus a sense 
of community is created. After all, everyone contributes to the work process with their 
various skills. Intuitive and collaborative work in creative projects also opens up a space 
that allows for all opinions and perspectives. In such projects, an acceptance for others 
as equals thus develops.

Helpful for the negotiation process of (neo)colonialism, which is essential for a decolonial 
future, is that this negotiation of (neo)colonial legacies is different in practical, creative 
work compared to verbal negotiation as (neo)colonial legacies and implementing de-
colonialism are negotiated primarily through materials and working methods. In this 
way, creative, practical work allows for an examination of sensitive topics, such as (neo)
colonialism, which opens up previously closed spaces and facilitates a better understan-
ding. This is partly due to the fact that creative, practical works does not want to evoke a 
cognitive, but a felt, emotional awareness, which can lead to a better or at least different 
understanding of the subject. 53

Fig. 54: Lebogang Mashile and Ann Masina staging “Venus Hottentot vs. modernity“ in Season 
01 of The Centre for the Less Good Idea. The piece thematises the treatment of Black women’s 
bodies and thus referring to Sarah ‘Saartjie’ Baartman.



Fig. 58: Additionally, the requisites and costumes visualised the load, both in the literal and the metapho-
rical sense, the African soldiers had to carry and the power relations that operated between African and 
European soldiers.

Fig. 55: Extract from the play “The Head and the Load“ on African soldiers serving in the First World War.

Fig. 57: The British King George inspecting non-commissioned officers of the South African Native Labour 
Corps at Abbeville, France, 10 July 1917.

Fig. 56: In the play, William Kentridge mainly uses projections of script collages and shadows of silhouettes 
as visualisations of the theme of African soldiers during the First World War.
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The intuitive, liberating nature of practical, creative work consequently enables that dif-
ficult, complicated and sensitive topics can be addressed and understood more easily 
which makes it a helpful area for overcoming (neo)colonial legacies and implementing 
decolonialism.

» Summarising what we heard from the projects on decolonialism — To achieve 
a decolonial world, transcultural teamwork and practical, creative working methods 
can be effective. The essential basis for implementing decolonialism though is that we 
overcome the legacies of (neo)colonialism. For this purpose, it is important to develop 
non-hierarchical, transcultural and local projects. Transculturality and practical methods 
help in the realisation of decolonialism because they promote diversity, embrace the 
complexity of it and creates the chance to connect. This goes hand in hand with an 
openness towards others and a humbleness towards one‘s own privileges and limited 
perspective. The key to decolonial cooperation is communication: speaking openly and 
listening to others.

Hence, we realise that both practical, creative and verbalised, written, or theoretical work 
is crucial and necessary to achieve the utopia of a fair world. A decolonial future in which 
everyone has the same chances for a fulfilled life and is considered equal can be achie-
ved by means of transculturality and design.

Thereby we should remember our global dependency on each other and thus to co-
operate when striving for a decolonial future. We should not forget the Adinkra sym-
bol boa me na me mmoa wo, representing mutual help and support — cooperation 
and interdependence are essential in the process of decolonising.
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Funtunfunefu Denkyemfunefu 
//My Utopia of a socially sustainable World and how to achieve it

Although the “Siamese crocodiles” in the Adinkra symbol Funtunfunefu Denkyemfu-
nefu share one stomach they fight about food.162 Hence, this symbol is reminding us 
of the harmfulness of power struggles for all who are engaged and is thus a call for 
unity in diversity.

The Link between Decolonialism and Social Sustainability
The most widespread definition of sustainability is a balance between social, ecological 
and economic aspects (Fig. 59).163 More recently the United Nations has defined sustain-
ability as social sustainability meaning a balance of economical, ecological, political and 
cultural aspects (Fig. 60).

In order to achieve the human development goals of a fair, healthy and equal life for all 
beings on the planet we must establish a sustainable way of life. A sustainable future 
world requires social development now, which above all is “development that meets the 
needs of the present without compromising the ability of future generations to meet 
their own needs.“164 More detailed sustainable development means meeting human de-
velopment goals and at the same time maintaining the capacity of nature to provide 
natural resources and ecosystem services on which human society and economy de-
pend. At the same time we should not exploit nature primarily economically, but must 
remember that we humans are also created by nature, and we all mutually depend on 
it.  In that way, income and wealth are distributed to a purpose and not to a company,165 

the living conditions of society and use of resources meet all humans needs, without 
endangering the stability and endurance of ecological systems.166

While these definitions concentrate on ecological and economical aspects of sustain-
ability, I strongly believe that it is necessary to overcome (neo)colonialism in order to 
achieve a sustainable world. After all, social sustainability means a fair and equal world 
for all humans now and in future. However, it is no news that (neo)colonialism is the 
main cause of today‘s global injustice and power imbalance between Global South and 
North. That is the reason why I demand a discourse on decolonialism and social sus-
tainability and why overcoming (neo)colonialism is a necessity to achieve an equal and 
socially sustainable future for all.

How to achieve a socially sustainable World
Since transcultural projects and working groups help to create a more decolonial, equi-
valent interaction between different cultures, transculturality thus also helps to get clo-
ser, on a small scale, to a socially sustainable world. The same applies to creative, practi-
cal work: if a more decolonial way of working is created and fostered in creative, practical 
projects, they also help to ultimately achieve a socially sustainable world.

» I asked the projects how their transcultural, practical work is contributing to a de-
colonial and thus, on a larger scale, socially sustainable world? How can we achieve 
this socially sustainable world?

In Ni en more, Jane explained that they have so far been focusing more on decolonia-
lism than social sustainability.167 But they are already using eco-friendly fabric and dying 

Fig. 59: Venn diagram illustrating the former definition of sustainable development as the com-
bination of ecological, economic and social aspects.

Fig. 60: Circles of Sustainability showing the more recent definition of sustainability as social 
sustainability. The sustainability of certain regions is evaluated on the basis of various factors 
in the fields of politics, culture, ecology and economy. Here the example of Melbourne in 2011.
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techniques, thus promoting the slow fashion movement. A future idea to become more 
socially sustainable could be returning the income from the sales to the community.

» Summing up — I have learned from the interviews that the implementation of de-
colonialism and the goal of a socially sustainable world is a huge challenge, but should 
be pursued as an utopian ideal. I myself am not so pessimistic. Of course, I am sceptical 
and realise that it is a huge task, but we have to start somewhere: the first feminists 
fought for decades mainly for women‘s right to vote. That was only a small but, in retros-
pect, important piece in the puzzle of realising gender equality. And we should approach 
decolonialism with a similar approach: yes, it will be a long struggle, but step by step we 
will come closer to the utopia of a decolonial, socially sustainable world. For this reason, 
we should learn from the interviews that in addition to reflecting on the origin of our 
prosperity, we need to implement decolonialism both on a small everyday scale and on 
a large political level. Every individual, especially the Global North, should furthermore 
really renounce our previous consumption and universalism. The few things that then 
still are allowed to be produced should be made under high socially, ecologically and 
economically sustainability standards.

» Yet how could the utopia of a decolonial socially sustainable world look like? We 
will examine this question in more detail in the following chapter.

How a socially sustainable World could look like
As I have already explained when analysing the link between decolonialism and social 
sustainability it is obvious that the implementation of decolonialism has an enormous 
impact on the development of a socially sustainable world. I believe that decolonising 
the world will create more connectivity and cooperation between Global South and 
North since the implementation of decolonialism causes a more equivalent encounter 
and exchange.

» When interviewing the creative projects in the Global South I was interested to 
learn what they thought about the effects of decolonialism and whether it could 
create more cooperation globally.

In Jane‘s opinion, it is essential for the implementation of decolonialism, for example in 
Ni en more, that the Global North understands, questions and finally changes its his-
torical practices of exploitation, extractivism, slavery, racism, cultural appropriation and 
impositions.168 The necessary change for a decolonial world is that the balance of power 
between the Global North and South must indeed become equivalent. Only then we 
can achieve a decolonial, socially sustainable world, according to Jane.

Benjamin from El Warcha is convinced that more exchange platforms will also bring 
about an increase in solidarity and cooperation, and thus decolonialism.169 This is what 
they experienced, for example, when El Warcha did a project during the Street Art Festi-
val “Chale Wote“ 2018 in Accra, Ghana (Figs. 38, 61 & 62 ). They were there for the project, 
but it was also an opportunity to facilitate the rare exchange between North Africans 
and Sub-Saharan Africans. In Ghana, the Tunisians were suddenly received as white, re-
sulting in discourses and exchanges about what being white means, the privileges of 
being white and how to deal with these. It was very enriching to facilitate connections, 
relationships and exchange platforms through the project in Accra. Benjamin describes 
that the art project developed a dynamic that was greater than the work itself, so it was 
not really about the project anymore, but about the dynamic of the work attracting all 
kinds of diversity and contributing to the exchange.
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This shows that creativity and art can be a universal language that can be understood by 
people of all socio-cultural and economic backgrounds and ultimately connect them. If 
creative, practical creation is supposed to contribute to the implementation of decoloni-
alism, spaces must be created that bring people together and create things collectively. 
When enabling these spaces for exchange that are so essential in decolonial processes, 
it is important that they are created where people can participate, come and actually do 
something collectively. Another essential aspect of facilitating exchange is that these 
spaces should be flexible and there is a collectively created result. Benjamin is convinced 
that such an exchange gives people the opportunity to have a voice, to contribute their 
opinion and thus to take part in society-shaping processes — such as decolonising.

Marlène, too, would like to see decolonialism as a means of fostering greater connectivity 
and cooperation between the Global South and North.170 To improve horizontal working 
structures in El Warcha, which would also encourage more equivalent exchanges, Mar-
lène has the idea that they should develop trainings both internally from each other and 
from external experts. In this way it can be made possible that everyone who has been 
to El Warcha has actually learned specific skills, techniques and methods. It would also 
support an exchange, because everyone gives and gets knowledge in return. For Mar-
lène, the wonderful thing about exchange is that despite all differences, something can 
be shared. In the everyday life of El Warcha, Marlène experiences this as very simple but 
at the same time complicated to achieve. It is above all about being open, friendly, wel-
coming, sharing and thus becoming part of the community, neighbourhood. Although 
Marlène wants to encourage more communication and connection and seeks to sup-
port decolonial processes, she is currently rather pessimistic about achieving a deco-
lonial socially sustainable world. In the current system she does not believe in a global 
realisation of decolonialism and social sustainability, because it would require that nobo-
dy is superior to others due to national economy, identity or education. At the moment, 
however, the system does not allow such a utopia to be realised for fear of the collapse of 
capitalism and white supremacy. If, however, the realisation of a decolonial, socially sus-
tainable world would be possible, in Marlene‘s view, it would be a freer world, no longer 
emphasising the differences between the Global South vs. North, but a liveable, digni-
fied, equal existence for all human beings. That is why Marlène demands that we must 
continue to spread the truths about this unjust world of ours and fight for decolonising 
the world. Because the world cannot go on as it does at present.

» The interesting question that remains is what the utopia of a decolonial socially 
sustainable world would look like.

To me, in a decolonial world the legacies of (neo)colonialism no longer have any influ-
ence and racist (neo)colonial thought patterns have disappeared from people‘s minds. 
The utopia of a socially sustainable world guarantees human rights, fairness, social and 
health justice, equality, liveability, peace and labour rights. A socially sustainable world 
prevents discrimination and overconsumption. Additionally, social sustainability should 
encourage community capital and support, placemaking, social responsibility, cultural 
competence, human adaptation, local community development and resilience. Thus, a 
decolonial, socially sustainable world respects and values every human being, while en-
suring a just, liveable, independent and peaceful life for each individual including educa-
tion and the freedom to choose one‘ s own path in life. A decolonial, socially sustainable 
world values and embraces the diversities of human beings.

Ni en more‘s Jane imagines a utopia of a socially sustainable world characterised by cir-
cular, local economy, minimalism, peace, renewable energies, ecological balance, respect 
for all genders, intersectionality, ending racism, diversity, awareness and interbeing.171

Fig. 61: El Warcha building the temporary pavilion for the street art festival “Chale Wote” in Ac-
cra, Ghana.

Fig. 62: The building of the pavilion was supported the many helping hands and the exchanges 
that took place.
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Benjamin from El Warcha imagines a utopia in which people come together, recognise 
and appreciate each other and form communities with similar goals.172 He hopes that in 
the future the world will develop locally, but still with global responsibilities. The decolo-
nial, socially sustainable utopia Benjamin was thinking of provides spaces for exchange, 
where people can express themselves and share ideas.

Marlène proposes non-monetary exchange as a new economic system for a decoloni-
al, socially sustainable future.173 Instead of using money, she would like us to exchange 
skills and experience, because nowadays the skills of most people are underestimated. 
We should start to value all diverse abilities and skills. In this utopia, the world would be 
much better by taking into account all people and their abilities. Marlène is convinced 
that if we build a world without money and thus establish another form of appreciation, 
abilities will be valued more. More generally, Marlène hopes that in order to achieve a de-
colonial, socially sustainable world, we will stay curious and fearless as we move towards 
the future.

The easiest way to achieve the utopia of a decolonial, socially sustainable world would 
be to put the whole sociopolitical, cultural, economic and ecological development of the 
world to zero. Imagine how wonderful it would be if humanity got a second chance.

However, as this will not be possible, we must build on the mistakes of the past and 
deal with the challenges that arise from them. And maybe that is not all bad: is not the 
Adinkra symbol Sankofa telling us that we should learn from the past when striving 
for the future? With this approach we hopefully achieve Funtunfunefu Denkyemfu-
nefu — Unity in diversity.



Bi Nka Bi 
//Epilogue

I will wrap up with this Adinkra symbol showing two fishes biting each other’s tails.174 

The symbol is telling us that “no one should bite the other” like the fishes do in Bi nka 
bi. Hence it symbolises the need to remember striving for peace and harmony with 
one another — for a decolonial, socially sustainable world enabling a fair, equal and 
fulfilled life to every human being.

As mentioned above I strongly believe in the implementation of decolonialism — not 
alone but still in order to achieve a socially sustainable world. Through my research my 
assumption that transculturality and creativity are supportive of processes of decoloni-
sing got confirmed. Yet it is still not possible to give a concrete solution to every specific 
project and initiative, since I do not have the legitimacy to give advice from outside. 
To do that it is very important to have an insight and deep understanding of the local 
culture, mentality, socio-political and cultural structures. Because I do not have and will 
never have a universal, all-knowing understanding of our beautiful planet, I confine my-
self to asking a few questions to support not reproducing (neo)colonial structures, being 
anti-racist and becoming decolonial. Hopefully the following stimulate a process of thin-
king and make it possible to transfer them to a specific, local project.

— Who gives me the legitimacy to do, ask, act, talk like I do?

— Do I remember and use the language rules of a non-discriminatory language?

— Who gives me the legitimacy to be where I am, interact in this community?

— Do I come from outside into the context? Or from inside?

— Have I been invited from the community to intervene? Or did I myself decide to do 
it?

— Where do I take my knowledge from? Is my knowledge based on western sover-
eignty of knowledge and interpretation? How do I know that it is the truth for all 
specific contexts?

— Do I know the community and context I work in for more than few years? Have I 
lived there for longer time?

— Do I by knowing the context intensively have a deep understanding of the local 
culture, mentality, socio-political and cultural structures?

— Who gave me the power to know and talk the truth? Or is it just my own truth I am 
expressing?

— Is there a hidden hierarchy influencing working structures? Is this hierarchy based 
on work experience, context experience and knowledge or rather on postcolonial, 
(neo)colonial, racist aspects?

— How do I meet everybody as an equal human being?

— Do I manage to be open and curious without prejudices?

— How do we within the team address decolonialism?

— How do we talk about (neo)colonialism shaping our work, our team and how we 
work together? 61

174 For the following see: “BI NKA BI,” West African Wisdom: Adinkra Symbols & Meanings, accessed 
January 30, 2020, http://www.adinkra.org/htmls/adinkra/bink.htm.
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about racism. (Boston: Beacon Press, 2018), 311–312.

176 Ibid.
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— How do I behave sensitively and cautiously in order not to fall into my own traps?

— Do I question my own (white) privileges and thus my power position? Am I aware of 
my (white) privileges and act sensitively regarding these privileges?

— How do we work as a team? How do we integrate each other and our diversities 
best?

— How do we create horizontal working structures?

With this research I wanted to create sensitivity and encourage everyone to identify (neo)
colonial structures. More people should become aware of the processes and problems of 
our (neo)colonial thought and behaviour patterns. My goals are to create more knowled-
ge about the necessity for implementing decolonialism, present projects that already 
work on this implementation and by that motivate others to approach this challenge of 
making decolonialism reality. The recently mentioned open questions are meant to be a 
little push in this direction.

If we want to find out what we as white people can do against racism and for decoloni-
alism, it is helpful to first ask:175 “What has enabled you to be a full, educated, professio-
nal adult and not know what to do about racism?”176 This is an honest, sincere question, 
because it helps us to understand why we do not know how to deal with (neo)colonia-
lism, even though it has been a topic for centuries. By answering the question seriously, 
it is possible to understand where the lack of knowledge about (neo)colonialism comes 
from and thus learn how to deal with it. For example, if (neo)colonialism was not part of 
your education, then it is obvious that in order to deal with it, you first need to educate 
yourself further on the subject.

More generally the following might help to become aware of (neo)colonial thought and 
behaviour patterns, reflect on them and decolonise these structures.

» “Minimize our defensiveness.

» Demonstrate our vulnerability.

» Demonstrate our curiosity and humility.

» Allow for growth.

» Stretch our worldview.

» Ensure action.

» Demonstrate that we practice what we profess to value.

» Build authentic relationships and trust.

» Interrupt privilege-protecting comfort.

» Interrupt internalized superiority.”177

» Become aware of your own (white) privileges.

» Be sensitive and cautious in the encounters and exchanges with others.

» Stay open, interested and curious without prejudices.

» Develop guidelines and instructions for yourself and specific situation(s).

» Use and internalise a non-discriminatory language.



I want to close with a quote from Martin Luther King that has accompanied me through 
this work: We cannot be content with the absence of tension globally, since it is just ne-
gative peace. Let’s aim for positive peace — the presence of justice!178

Let’s be inspired by the Adinkra Bi nka bi, let’s strive for peace and harmony — for a 
decolonial, socially sustainable world!
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Black Person/People = the politically correct self-designation chosen by Black 
people. Black does not describe biological aspects but a socio-political reality.

Colonialism = according to the historian Philip Curtin it is the domination of a peo-
ple by a socio-culturally different people.179 In order to define modern colonialism more 
precisely, three additional aspects must be added to this definition.180 One aspect is the 
refusal of an own social development and the fundamental decision about the life of the 
colonised in favour of external interests and needs of the colonisers. Secondly, the colo-
nisers‘ lacking will to adapt socio-culturally. Furthermore, the intention of the colonisers 
to force their ideology on to the colonialised justified by their conviction of socio-cultural 
superiority.

Decolonialism = developed in Latin America in the late 20th century, mainly by the 
Argentinean literary scholar Walter D. Mignolo and the Peruvian sociologist Aníbal Qui-
jano Obregón.181 Decolonialism deals with the legacy of colonialism and the continued 
existence of colonial structures despite the official end of colonialism. Therefore, decolo-
nialism demands to decolonise both the former colonies as well as the countries of the 
former colonisers. Compared to postcolonialism, which decolonialism consciously diffe-
rentiates itself from, decolonial theory is usually more action-oriented, takes a more cri-
tical view on capitalism and explicitly demands the development of theories of knowled-
ge from the Global South, aiming for a decolonial world.

E

F

Global North = was developed together with the term Global South during the 
1980s as an alternative to industrialised countries or first world. Global North is used in-
dependently of geographical aspects, such as the northern hemisphere, but is rather a 
neutral, since less universalistic and neo-colonial term for the countries formerly known 
as industrialised countries. Global North is the opposite to the Global South.

Global South = the term was also developed in the 1980s as a politically more correct 
alternative to developing countries or third world. With the introduction of the terms 
Global North and South, one hoped to have found less universalistic and neo-colonial 
terms for designating and measuring the level of development in different parts of the 
world. Like Global North, the term does not refer to geographical aspects, but mainly to 
the level of development of the respective country. Global South includes the former ne-
wly industrialised (sometimes emerging) and developing countries and is the opposite 
to the Global North.

H

Interculturality = the encounter of two or more cultures, where there is mutual 
influence despite cultural differences.182 The foreign and own culture establish a pro-
ductive relationship of mutual exchange. According to Alois Wierlacher (1999, 2003), 
a mutual process of understanding is created, which enables cultural cooperation. 
In contrast to multiculturality and transculturality, the different cultures remain cle-
arly defined, separate entities that only partially overlap and influence each other.

J

179 See: Philip D. Curtin, “The Black Experience of Colonialism and Imperialism,” in Slavery, Colonia-
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Inter-Kultur und Didaktik Seminare, accessed January 27, 2020, https://www.ikud.de/glossar/
multikulturalitaet-interkulturalitaet-transkulturalitaet-und-plurikulturalitaet.html.

65



183 See: Inter-Kultur und Didaktik Seminare, “Multikulturalität, Interkulturalität, Transkulturalität 
und Plurikulturalität.“

184 See: “Neokolonialismus,“ Wikipedia, accessed February 5, 2020, https://de.wikipedia.org/wiki/
Neokolonialismus.

185 For the following see: “Neocolonialism,” Wikipedia, accessed February 5, 2020, https://en.wikipe-
dia.org/wiki/Neocolonialism.

186 See: “Other (philosophy),“ Wikipedia, accessed January 27, 2020, https://en.wikipedia.org/wiki/
Other_(philosophy).

187 See: Castro Varela and Dhawan, Postkoloniale Theorie, 93.
188 See: Wikipedia, “Social sustainability.”
189 See: Wikipedia, “Sustainable development.”
190 For the following see: Inter-Kultur und Didaktik Seminare, “Multikulturalität, Interkulturalität, 

Transkulturalität und Plurikulturalität.“

66

K

L

Multiculturality = describes the social structures of an institution or society assu-
ming that the different cultures coexist but do not overlap.183

Neocolonialism  = refers to the relationship between the former colonies and coloni-
sers after the formal end of colonisation since the middle of the 20th century.184 Instead 
of the previous imperialist, hegemonic practices of colonialism, capitalism, globalisation 
and cultural imperialism are used to further influence the former colonies.185 The term 
was first mentioned in 1956 by the French philosopher Jean-Paul Sartre. Sartre discus-
sed the term in more detail in the essay “Situation V: Colonialism and Neocolonialism“ 
(1964). Furthermore, neocolonialism was first used in the African context by the first 
Ghanaian President Kwame Nkrumah in his book “Neo-Colonialism, the Last Stage of 
Imperialism“ (1965).

Othering  = the distancing of an individual or a group from other individuals/groups. 
For example, the West (‘Occident’) defines itself through the distinction of and definition 
of ‘the other’ (‘Orient’).186

Person/People of colour (PoC) = describe everyone of any race that is not white. 
The term acknowledges that people who are not white have similar experiences especi-
ally in predominantly white societies.

Postcolonialism = originated in the Arabic and South Asian regions in the middle 
of the 20th century.187 Postcolonial theory is concerned with the consequences of colo-
nialism and the persistence of colonial structures despite the official end of colonialism. 
The goal is to develop theories on how to overcome the legacies of colonialism and thus 
create a decolonial world.

Q

R

Social sustainability = in the outdated but still more widespread definition of sus-
tainability, social sustainability is a partial aspect of sustainability alongside ecological 
and economic sustainability.188 More recently the UN introduced a new definition of sus-
tainability as social sustainability, because sustainability always relates to the whole of 
society. Social sustainability is thus the balance of economical, ecological, political and 
cultural aspects. Living conditions of society and use of resources meet all present hum-
ans needs, without endangering the stability and the endurance of the ecological sys-
tems and without reducing the ability of future generations to meet their own needs.189 

Social sustainability means a fair and equal world for all humans now and in the future.

Transculturality = In contrast to interculturality and multiculturality, the concept of 
transculturality is based on the assumption that cultures are not homogeneous, clearly 
distinguishable units, but are increasingly interconnected and mixed, especially due to 
globalisation.190 Transculturality is, according to Wolfgang Welsch (1997), the concept of a 
society in which cultural identities are constituted by the mixing of elements of different 
cultures, thus creating a global culture. Transculturality is based on a specific concept of 
culture, according to which cultures are not distinguishable units, but interrelated, integra-
ting the foreign and the own. In the sense of transculturality, culture is dynamic, constantly 



191 For the following see: “Whiteness studies,“ Wikipedia, accessed February 5, 2020, https://en.wiki-
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changing and based on national, but above all on cultural affiliations, such as religious, poli-
tical or social groups. Thus, the individual identity consists of different cultural belongings.

U

V

Whiteness Studies = is a critical approach to the cultural, historical and socio-poli-
tical aspects of being white.191 The focus is on the social construction of whiteness as a 
conviction associated with social privileges. In the mid-20th century, the interdiscipli-
nary Whiteness Studies developed in the USA from white trash studies and critical race 
studies. Whiteness Studies explore whiteness as a race, culture and cause of systematic 
racism as well as the structures of white privileges. Furthermore, other social phenome-
na caused by the social compositions, perceptions and group behaviours of white peo-
ple are investigated. Whiteness Studies and Critical Whiteness encourage white people 
to critically reflect on their own race and the privileges it entails.

White person/people = the social positioning of white people. Like Black, white 
does not describe a biological fact but the sociological-political context.

X

Y
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Colophon
When designing this work, it was important to me that decolonialism is also implemen-
ted in the design because I cannot write about decolonising the world and at the same 
time naïvely rely on (western) standards of graphic design and my (western) taste. A 
tremendous number of elements of graphic design are western and thus linked to co-
lonialism, the centrism of the Global North, western universalism and the imposition of 
western standards on foreign cultures.

Instead of publishing my work in the usual format of a book, developed by the Egyptians, 
Romans and Greeks,192 I decided to use the Leporello fold inspired by the Aztec codices.193 
These are illustrated precolonial books of the Aztecs, which were written with pictograms 
or ideograms. These illustrated handwritings were folded in Leporello folding. This work 
therefore is also folded that way.

Even the common paper formats of publications are mostly western standards that have 
been transferred to most of the world: the DIN formats. Therefore, I am not using DIN 
formats or any other commonly western paper size but will use a format inspired by the 
Leporello’s of the Aztec codices. The format of this work is 30 cm x 37.5 cm. The size ratio 
of the pages to each other, namely 1:1.24 is taken from the Codex Zouche-Nuttal.194

Another (neo)colonial aspect is language, because English has become a globally spread 
language through the colonialism of the Commonwealth. The writing with Latin letters 
that goes along with English is therefore also a (neo)colonial factor. I acknowledge the 
(neo)colonial heritage of the Latin alphabet and English as a global language but in or-
der for everyone included in this thesis to understand what I am writing I have to use 
English and Latin letters. Furthermore, I have to acknowledge that due to my white, Eu-
ropean origin I only know one script: Latin.

As a decolonial alternative to Latin script and English language, I have selected pre-co-
lonial typefaces: the Adinkra and the Bantu Symbol language. With these scripts I na-
med the individual chapters and thus also replaced the usual numbering in (Western) 
scientific papers. The structuring of my work with the Adinkra and Bantu symbols is also 
visually much more appealing in my opinion.

Furthermore, for the decolonial colour scheme of this work I was inspired by one of the 
least expansive cultures in the world: Buddhism in Tibet and Bhutan.195 The flag of Bud-
dhism and the Tibetan prayer flags were particularly influential. Orange is the main co-
lour of the work, as it symbolises wisdom in Buddhism and represents earth in the Tibe-
tan prayer flags. Accordingly, in the work, especially in the structuring, it was important 
to work with much concentration and both feet firmly on the ground of this earth. In 
addition, I chose blue for the personal written paragraphs. In Tibet blue symbolises the 
sky, while in the Buddhist flag it represents universal compassion. After all, when dealing 
with each other, especially when it becomes personal, subjective, empathy and open-
ness are always helpful.

Last but not least, it is extremely difficult to find fonts that use Latin letters but were de-
signed by graphic artists from the Global South. This was very important to me, however, 
because by far the largest part of Latin fonts are designed in Europe and the USA. Of 
course, this is partly due to the fact that in many other parts of the world Latin letters are 
not predominantly used for writing. Nevertheless, (neo)colonialism also plays a role here, 
because there are certainly also talented graphic artists outside the Global North. So, it 
was a welcome challenge for me to find a decolonial font. In the end, I chose “Montser-
rat“ by the Argentinean graphic designer Julieta Ulanovsky.

192 See: “Buch,“ Wikipedia, accessed January 24, 2020, https://de.wikipedia.org/wiki/Buch.
193 See: “Aztekencodices,“ Wikipedia, accessed January 24, 2020, https://de.wikipedia.org/wiki/Azte-

kencodices.
194 See: “Codex Zouche-Nuttall,“ Wikipedia, accessed February 25, 2020, https://en.wikipedia.org/

wiki/Codex_Zouche-Nuttall.
195 For the following see: “Internationale Buddhistische Flagge,“ Wikipedia, accessed February 15, 

2020,  https://de.wikipedia.org/wiki/Internationale_Buddhistische_Flagge and “Gebetsfahnen — 
Bedeutung,“ Yakeba. Natural Products, accessed February 15, 2020, https://www.tibetische-ge-
betsfahnen.de/bedeutung.
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