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INTRODUCTION 
Since I started Hyperwerk, I had the impression 
that people didn‘t like to acknowledge that a 
particular set of beliefs and values isn‘t necessar-
ily the perfect recipe to save humanity from its 
misery. This woke up a strong feeling of anger 
inside me; nobody was listening, my experience 
as a Venezuelan who had to flee its country was 
continuously dismissed. My Swiss classmates 
often made me feel invalidated. Some even didn‘t 
know about the situation that I was facing, and 
out of ignorance were asking me questions like 
„are you going back home to spend Christmas?“, 
and telling me things like „what happens there 
isn‘t even that bad, I read an article about it“.

During my years on the HGK, I continuously 
heard a discourse of inclusion, openness, and 
decolonization. Yet, I wasn‘t being included. 
There wasn‘t openness or acceptance, and some 
of the people who were urging me and telling me 
how to decolonize my thoughts were European 
with a great deal of colonizer‘s mindset disguised 
into kindness. These situations lead me to want 
to express my emotions even more and louder 
than before.
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My motivation is clear: I want to talk from my 
experience and, maybe, from the experience of 
people who have been through similar experienc-
es. I want my voice to be heard.

I knew my Diploma work would be a reflective 
process of what I‘ve learned during the past four 
years in HyperWerk, but also about what I‘ve 
learned about myself since I forcedly migrated 
from Venezuela. Since day one, I even knew that 
photography would be my medium. The goal was 
to combine all of those things that I feel passion-
ate about; image, sound, writing, and art while 
applying design processes.

Looking back to my past projects from the 
second year, I was trying to tell my own story 
through others, but accepting the trauma was the 
hardest part. I aimed to use my work to bring to 
the surface what was inside. My urge was to find 
out who I am after having migrated. I don‘t have 
a home to go back to now, so does that mean that 
I am Swiss now? Am I still Venezuelan? Am I 
Colombian? Am I Merideña or Caraqueña? 

Reflecting and getting to the core of things was 
the process I wanted to follow; it is important to 
know where my narrative comes from, and from 
which position I am communicating now and in 
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the future as a designer and artist. 

Getting to the core of my tools is also important. 
Reading other people’s photographs had always 
seemed easier than reading my own. That’s why 
I want to understand what the images say, what’s 
the history of photography, what’s the use of 
photography in today’s society, and then con-
sciously produce images that reflect what I want 
to express.



CHAPTER I
QUESTIONS
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THE ONE AND THE MANY

The first source of inspiration for my Diploma 
year was Fiona Amundsen, Dieneke Jansen. Both 
women came from New Zealand and dictated a 
workshop in Hyperwerk during the second year 
of my studies. The workshop was called the One 
and The Many, Caring for Each Other. There we 
discussed art, photography, and history from an 
ethical perspective. Who gets to memorialize? 
Who gets a space in art and history museums? 
Later they introduced us to their concepts of 
„the lens that listens,“ „hosting and guesting,“ and 
„caring.“

„A lens might provide an opportunity to be an invitation to care 
for others, as a role of host, while at the same time the lens is in 
my art practice, often a guest for a particular situation.“ 

Dieneke Jansen

„The lens accompanies me into situations where I am a guest in 
people‘s lives, into people‘s cultures, into people‘s experiences, and 
I try to use it as a way to enact a listening (...) So the lens offers 
an opportunity to listen and an opportunity to witness, and in 
both those modes I try to enact caring and caring for other peo-
ples experiences and histories“ 

Fiona Amundsen
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„What does it mean to care? I think for me, it‘s about really en-
gaging with something that‘s completely outside of myself, so I do 
not benefit from it in a clear cut way.“ 

Fiona Amundsen

This worked for me as a base to developed my 
topics and kept asking myself different questions:

- How can I genuinely care and connect with the 
people and topics that I portray? 
- Does intention make a difference? 
- Is a prior connection (made with the subject) 
relevant? 
- Is this connection noticeable in the photo-
graph? 
- Who has the right to photograph whom? 
- Are my class, gender, and physical aspect rel-
evant when it comes to photographing certain 
subjects?
- How can I, as a photographer, balance the pow-
er structures in between me and my subject? 
- How can we portray identity through the 
image? 
- Is the identity of the subject in a photograph 
directly connected to the observer‘s identity? 



CHAPTER II
RESEARCH
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FEMINIST THEORY

Feminism was a topic that I explored during my 
studies. I wanted to get more into the theory, so 
I started with bell hooks and two of her books, 
Feminism is for Everybody and The Will to 
Change. Although it profoundly resonated with 
me, I felt a sort of rejection of what the author 
wrote at some point. Sometimes it felt like: -what 
I profess it‘s strictly the right thing to do; there-
fore, you should follow-up.-
I finished both books with a sweet and sour 
feeling. My rejection of intersectional and Marx-
ist-derivated theory always overlaps with my em-
pirical knowledge: the dictatorship I was raised 
under and that I had to flee. Since I can remem-
ber, I was listening to a Marxist derived discourse 
and propaganda that remained as words thrown 
in the air, and that never came true. All of these 
empty promises only resulted in a class exchange: 
A few people became rich and powerful, some 
of the already rich and powerful lost their status, 
the middle class became poor, the poorest are 
still dying of hunger and disease, with no socialist 
god to save them.

For me, there‘s no doubt that power structures 
exist and that they‘re mainly beneficial to a small 
group of people. My main doubt is how we can 
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achieve a world with a system that can benefit ev-
eryone, or that at least can be more equilibrated.

For a while, I stepped out of political subjects 
and wanted to focus only on the image, but later, 
I decided to come back to feminist theory with 
an open mind, without too much judgment. 
I read Audre Lorde‘s The Master‘s Tools Will 
Never Dismantle the Master‘s House. Although 
her chapter on anger was explicitly addressed 
to the uses of anger to confront racism, I could 
identify with it. Having light skin, I have never 
experienced racism myself, but I have experi-
enced discrimination as an immigrant based on 
my ethnicity, culture, and mother tongue. And it 
made me realize the importance of not just being 
not racist, but to be anti-racist. 
In regards to my work, this chapter made me 
realize that as a woman, sadness has always been 
easy to feel, but anger always revolved around 
shame. Her text inspired me to use my emotions 
as fuel to create. 

„Every woman has a well-stocked arsenal of anger potential-
ly useful against those oppressions, personal and institutional, 
which brought that anger into being. Focused with precision, 
it can become a powerful source of energy serving progress and 
change.“  

(Lorde, 2018, p.26.)



Sadness and anger, 2020
Giovanna León Briceño
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Afterward, I attended a workshop on Feminism 
called „Listen to me all around you“ by Francisca 
Khamis, Tina Reden, Davide-Christelle Sanvee.

We read an extract of a paper from María Lu-
gones titled „Playfulness, „World“ Travelling, and 
Loving Perception.“ In this text, she describes her 
concept of Pluralistic Feminism and its enor-
mous complexity. She describes the phenomena 
of „World Travelling“ as a way that specific indi-
viduals (often outsiders) are capable of shifting 
(mostly out of necessity) from the mainstream 
to a reality where they‘re more „at home“ and 
vice-versa. Later, she makes a connection be-
tween the „arrogant perception“ and the failure 
to identify with the people one view arrogantly. 
This, she also describes as a failure of love. When 
one fails in identifying with somebody, one is not 
loving. 

Although all of these authors had different 
contexts to mine, I could identify with them at 
some points. In contrast to my first reaction to 
bell hooks, I decided to „appropriate“ their texts 
and use them as an inspiration and reinforce-
ment to keep uplifting my feelings and my own 
experience. 

17
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IDENTITY AND CLOTHING 
IN THE IMAGE

While researching art history, specifically direct-
ed to images and photographs, I encountered 
two books from John Berger: About looking and 
Ways of seeing. While reading them, I slowly 
started to understand that my Diploma research 
was focused more on photography, but not spe-
cifically from a feminist point of view. The focus 
was on identity. 

What caught my attention was John Berger’s 
essay titled The Suit and The Photograph, where 
he examines three photographs from August 
Sander.

“The date is 1914. The three young men belong, at the very most, 
to the second generation whoever wore such suits in the Euro-
pean countryside. Twenty or 30 years earlier, such clothes did 
not exist at a price which peasants could afford.” 

(Berger, 1980, p.30.) 

The suit was developed in Europe as a ruling class 
costume by the end of the 19th century. Later, 
it became so popular that peasants and workers 
often wore it on special occasions.  

The body of a peasant is well developed because 
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of the arduous physical work he performs. Their 
traditional clothes allow them for free move-
ment, in contrast to the suit, which was designed 
as a way to idealize the sedentary power that 
the ruling class owns, made to perform tasks of 
administration and calculation. The suit, in the 
body of a peasant, looks loose and only tight 
in specific places. Additionally, one can deduce 
they’re peasants because of the special physical 
dignity they possess, the way they stand in the 
ground.

Then, he compares the image of the farmers with 
another photograph of a village band. 

“Now make an experiment. Block out the faces of the band with 
a piece of paper, and consider only their clothed bodies (…) By 
no stretch of the imagination can you believe that these bodies 
belong to the middle or ruling class.” 

(Berger, 1980,  p.34.) 
The author means that by observing what they’re 
wearing and how it fits their bodies, you can as-
sume their status and class. In real life, one could 
imagine these things by observing the quality of 
the clothes and fabrics used for them, but this 
is not possible to tell from a black and white pho-
tograph. What makes it evident is the way the 
suit seems to deform their bodies, they fit them 
loose and make them appear smaller, legs shorter, 
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arms larger.

Lastly, he compares the first two photographs 
to an image of four protestant missionaries who 
wear more tailored suits. 

In contrast to the country band, the suits are tai-
lored and sharp; they adjust to their bodies and 
enhance their qualities, giving them somehow an 
authority. 

Although in the essay, Berger addresses class 
hegemony directly, it also talks about clothes and 
how we wear them. Unconsciously, our decisions 
on clothes and how externally look like, if exam-
ined with attention, can say a lot about our pref-
erences and who we are.  This chapter influenced 
significantly; it opened the door for me to what 
would later be the result of my process.



Young Farmers, 1914 
August Sander



Country Band, 1913
August Sander



Urban Missionaries, c. 1931
August Sander
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IDENTITY, CULTURE, CULTURAL 
IDENTITY, AND SYMBOLS

After reading John Berger and understanding 
that my work significantly dealt with identity, I 
decided to further research the topics. 

While thinking and reading on the subject, 
It seems that today, the meaning of the word 
identity remains an enigma. We often hear it, and 
we know in what context to use it, but when we 
try to define it, something seems to be missing 
or to lack a precise meaning, as if it were always 
incomplete.

I found some brief concepts from different 
authors like social psychologists, politicians, 
diplomats, sociologists, social constructivism 
researchers, and sources like the RAE:

1. A set of characteristics of an individual or 
a group that distinguishes them from others. 
(RAE)

2. Awareness that a person or a community has of 
being itself and different from others. (RAE)

3. Identity is „people‘s concepts of who they are, 
of what sort of people they are, and how they 
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relate to others“ (Hogg and Abrams, 1988, p.2.). 

4. „Identity is used in this book to describe the 
way individuals and groups define themselves 
and are defined by others on the basis of race, 
ethnicity, religion, language, and culture“ (Deng, 
1995, p.1.)

5. Identity „refers to the ways in which individ-
uals and collectivities are distinguished in their 
social relations with other individuals and collec-
tivities“ ( Jenkins, 1996, p.4.) 

6. Identities are „relatively stable, role-specific 
understandings and expectations about self “ 
(Wendt, 1992, p.397.) 

The definitions one can find are endless. None 
of them are certainly wrong, but the word is so 
complicated that none of them really can fully 
grasp its meaning. In my understanding, identity 
is basically who we are, what we like, and what 
we dislike. It‘s the way our upbringing and life ex-
periences shaped us in the past, and continue to 
shape us in the present and, therefore, it‘s also the 
way we act in relation to the world. That means 
that our identities keep evolving until the day we 
die, cause we never stop making new experiences 
until we finally lose our consciousness.
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Subsequently, understanding what‘s identity, 
how can we define culture? And what‘s cultural 
identity? 

In Europe, the word „culture“ precedes the word 
„civilization“, in some countries like Germany, 
both terms meant the same thing, but then the 
concept advanced and had very different mean-
ings. In the middle of the 20th century, the idea 
of culture became something more humanistic, 
something which had to do with the spiritual 
and intellectual development of the individual 
and, therefore, of society. In short, it came to 
mean the cultivation of the soul. (Molano, 2007, 
p.70.)

Today, culture is seen as a set of spiritual, ma-
terial, intellectual and emotional features that 
characterize a particular society, influencing and 
feeding back into the arts, language, ways of life, 
value systems, traditions and individual and col-
lective beliefs (UNESCO, Universal Declaration 
on Cultural Diversity,  2001). 
In this feedback process, the individuals are 
shaped by the culture, and, at the same time, 
we are the individuals who shape and influence 
the culture. It is essential to understand that an 
universal culture is non-existent. All societies in 
the world have different cultures, and while there 
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may be similarities, they are not all the same
Appreciation and recognition of culture are both 
critical for the healthy development of a society.
 (UNESCO Universal Declaration on Cultural 
Diversity, 2001)

So now, understanding the definitions of identity 
and culture, we can define cultural identity as 
the result of geographical, historical and political 
factors that have served to shape, influence and 
socialize the individual and, in turn, society as 
such, and they‘re all constantly evolving.

„The cultural identity of a people is historically defined through 
multiple aspects in which its culture is shaped, like the language, 
instrument of communication between the members of a com-
munity, the social relations, rites, and own ceremonies, or the 
collective behaviors, this is, the systems of values and beliefs (...) 
A characteristic of these elements of cultural identity is its imma-
terial and anonymous character since they are a product of the 
collectivity“ 

(González Varas, 2000, p.43.) 
 
So, to which point is cultural identity tied to 
symbols?

As images and photographs, symbols are a form 
of non-verbal communication. They serve the 
purpose of representing, and therefore com-
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municating and ideas in a visual way. National 
symbols are a way to represent a social group that 
belongs to the same territory and shares their 
internalization and identification (Bloom 1990, 
52). Symbols can be everywhere, but they only 
have meaning once the viewer already knows the 
reference to the symbol. 
National symbols and cultural identity are direct-
ly connected to cultural heritage (monuments, 
ensembles, sites) and cultural assets (objects), 
which according to UNESCO, can be tangible 
(such as material things) and intangible (oral 
traditions, rituals and festivities, knowledge and 
practices related to nature and the universe, and 
traditional craftsmanship).

„National identity describes that condition in which a mass of 
people has made the same identification with national symbols 
– have internalised the symbols of the nation ...“ 

(Bloom 1990, p.52.) 

PHOTOGRAPHY: 
UNDERSTANDING THE MEDIUM

My goal was to learn more about the uses of pho-
tography in the past and the present. I learned 
how it was invented and developed during the 
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last centuries. I read about the fact that pho-
tography was considered to show the absolute 
truth for a short time, how photojournalism 
developed, and how it became what it is today. 
However, surprisingly, anything of it was inter-
esting enough for me. I found out that my way of 
learning photography has always been through 
practice. Observing photographs, asking myself 
questions, and thinking critically about them will 
take me further with it. Of course, it helped me 
understand certain aspects of the medium, like 
the differences within analog and digital pho-
tography. Still, I don’t think it helped me with 
my Diploma process and the task was too big to 
cover during my diploma year.



CHAPTER III
PRACTICE
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THE WORKSHOP

The workshop on March was an important part 
of the process. I wanted to have a workshop, so I 
could host other students and invite them to par-
ticipate in my project while at the same time of-
fering them a space to learn about photography. 
On my initial ideas and inspiration, my project 
was mostly dealing with the ethics of photogra-
phy. Still, since I started organizing eveything in 
November, the topics and my process shifted un-
til the workshop‘s actual date arrived. I wanted to 
have external support from a more experienced 
photographer, so I invited Ronald Pizzoferrato, a 
Venezuelan photographer, visual researcher, and 
artist based in Zurich. His recent work is focused 
on Venezuelan identity, so this helped me.

During the workshop, we mostly focused on 
watching other photographers‘ work, but we also 
examined their life histories and backgrounds. I 
also aimed to have a practical space: we tried to 
make everyone explore their own identity and 
tell their story with their images. The task was to 
produce new work, or maybe go through archives 
and to put something together. We had individ-
ual meetings with everyone to figure out which 
topics they were interested in, and the next day 
we had presentations. Most of the participants 
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produced work that reflected a part of their 
identity. In their works, I observed that most of 
them identified with objects that reminded them 
of their cultural heritage, specific territories or 
spaces, and even sports.



Images from the On Photography workshop, March 2020
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PUBLIC FORMAT

The lockdown started immediately after my 
workshop. I felt fortunate. After all, I was still 
able to conduct the workshop, but unfortunately, 
my plans and everything I imagined had to be 
rethought and changed. 
Being at home for so long, I stumbled upon 
the family photo archive again. We have pho-
tos from about 1988 until 2002, maybe. Until 
then, my parents continued to document their 
lives through analog photography. I decided to 
rearrange and classify it. As I was sorting the 
photos, I talked to my parents about the pictures 
and asked them questions. That helped me to get 
closer to my subject, my roots.

I found pictures from when we were still living 
in Merida and my grandfather before he passed 
away. Many memories about my childhood came 
to my mind, the house I grew up in, and the en-
vironment I was in, always surrounded by a large 
family, in contact with nature and animals, near 
the mountain. 

Finding the photos made me think a lot about 
the past and how it influenced the present. I 
decided that I had to use the images somehow, 
but I also wanted to be able to reflect and express 
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my concerns in new photographs.

By looking at the photos, I also reconnected 
with many objects and symbols that immediately 
transported me to my origins; the clothes, the 
crafts, the plants, the sea, the warmth of the peo-
ple around me. And I understood that there was 
a big part of my search: the symbols that could 
still make me feel at home. 

As a Merideña moving to Caracas, the capital, my 
family, and I were often discriminated against. 
In general, people from rural areas of the coun-
try are mistreated and called „pueblerinos“ or 
villagers, in a very derogatory way. Andinos are 
specifically called „gocho“ which literally means 
„pig,“ what also tends to be associated with the 
depiction of a person who‘s clumsy, dumb, lack-
ing culture. That‘s why I believe that it‘s import-
ant to uplift and reclaim the roots that I once 
attempted to deny in order to not be ashamed. 

I decided to take a typical garment worn in 
the Venezuelan Andes called ruana and wear 
it with pride to show my heritage and cultural 
background. The garment has been instilled in 
me during my childhood in Mérida. On my first 
self-portraits, I used a poncho I bought in a store 
in Basel a few years ago, but I wasn‘t entirely 
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comfortable wearing it because it wasn‘t the same 
as we wear and produce in Mérida. Ours is typi-
cally red-colored. I bought a piece of red fabric, 
and I asked my mother to sew it for me. The 
following self-portraits were with my home-made 
red ruana.

I also took pictures of everything I found at 
home; the four on my wall with the maracas, 
which are typical instruments, the orchid, which 
happens to be the national flower of Venezuela, 
and the hat, to honor the memory of my grand-
father. I also scanned a stamp that belonged to 
a letter that my grandmother sent to my father 
from Colombia.

I intended to create a kind of altar to the past, 
to the Andes and the Caribbean Sea, a place in 
between the past and the present. Still, I also 
wanted to depict that search for my identity and 
to reaffirm it.



CONCLUSIONS



ABOUT THE PROCESS 
AND RESULTS

During my diploma year and my external pho-
tographic practice, I was able to find answers to 
most of my initial questions. I understood that 
caring and connecting comes in hand with a deep 
sense of respect for the other and that intentions 
make the difference since they will determine the 
approach that one will have when photograph-
ing. Prior connections before photographing a 
subject make a difference, but the time of this 
connection is not so relevant or determinant, 
what defines the outcome is the how. Also, each 
photographic practice is different, because not 
every photographer looks for the same. I under-
stood that „the right to photograph“ is deter-
mined by the quality of the values and ethics that 
one has. However, observing the participants‘ 
works and processes in the workshop helped me 
conclude that in this specific historical time, it 
means to portray a topic with care and ethics to 
talk about subjects that one feels identified with. 
One should speak, preferably, about its own 
experiences. Authenticity comes hand by hand 
with experience. 

I also understood that power structures may still 
exist, but in my practice, I can balance them as 

38
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long as I include the subject in my process. The 
consensus is important to me, but I also under-
stood that my reasons for photographing are 
merely selfish, I take photographs for myself, to 
please myself, so it‘s not a selfless act. However, 
it‘s essential that the benefit is mutual, and that 
it‘s a re-feeding process where the subject I pho-
tographed can be nourished by my company and 
the exchange we have.

I discovered that what we see in the images is 
directly connected to our knowledge. Trying to 
understand the image and being a visual literate 
is a life-long process, and it was a very ambitious 
and naive goal of mine to cover it up in one year. 
I understood that I would never stop learning 
about it.

Through my work, I was able to understand 
many things about myself and my migratory 
processes, how these shaped my identity, and I 
realized that I am the result of a hybrid culture; 
I am from Mérida, I carry the heat but also the 
violence and the speed of Caracas inside of me, 
and now, I also feel part of the country I live in, 
Switzerland. I took on many of its codes and 
made them part of my daily life. My identity will 
continue to evolve with the years and the changes 
that I face, but I discovered that my core will 
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always be related to my first years of life in my 
hometown.

In regards to the image, after having some dis-
tance with the process and a few months taking 
online courses about photography, I perceived 
that I could not reflect everything I wanted in 
my images. My photographs could only cover a 
small portion of what I wanted to express. The 
nostalgia, sadness, the longing, the homage, and 
the respect are evident to me; however, the anger, 
which was an essential part, is not so apparent. 
I was only able to express it through my words. 
In the future, I would like to continue exploring 
these topics in depth.

I figured out that my words bring a significant 
advantage to my visual language, and I think 
there‘s where I would like to go deeper. In a con-
tinuation of my work, I would like to explore the 
expression of the anger and the political chaos/
situation of the country through images more 
poetically and metaphorically. 
 
During the first months of my research, by read-
ing mostly Marxist-derivated theory, I got into 
a deep state of cognitive dissonance. Growing 
up in a socialist dictatorship and having to leave 
my country because of it, searching for a safe and 



stable life left indelible marks on me.
By keeping reading and dealing with the discom-
fort and pain, I committed to the conflict. 
Taking the time to observe and understand my 
life and processes also brought me into conflict 
with myself. However, I did not commit to the 
battle for a year; I committed myself from day 
one in HyperWerk and learned to live in harmo-
ny with it. I understood that objectively there 
is no one valid point of view, all points of view 
are valid in different contexts, and everything 
has a reason to be; you just have to sit down and 
observe.

As a process designer, my aim is ultimately to 
improve human well-being by addressing so-
cial problems, and the only way of doing this is 
working together. With our work, we can make a 
vital contribution to a better future, or at least to 
a more emphatic and conscious one.

41



LIST OF REFERENCES
LITERATURE

• Audre Lorde: The Master’s Tools Will Never 
Dismantle The Master’s House. Penguin Books, 
2018. 64 pages

• John berger: About Looking. Bloomsbury, 
1980. 205 pages

•  John berger: Ways of Seeing. Penguin Books, 
1980. 176 pages

• Pierre-Jean Amar: L’ABCdaire de la Photogra-
phie. Flammarion, 2014. 119 pages

• Ignacio González-Varas: Patrimonio Cultural.
Cátedra, 2015. 256 pages

ONLINE LIBRARIES
• Olga Lucía Molano: Identidad cultural
un concepto que evoluciona. Revista Opera, 
ISSN-e 1657-8651, Nº. 7, 2007, pages. 69-84
https://dialnet.unirioja.es/servlet/articulo?codi-
go=4020258



• María Lugones: Playfullness, “World”-Travel-
ling, and Loving Perception. Hypatia, Vol 2, No. 
2, 1987, pages. 3-19
https://onlinelibrary.wiley.com/doi/
abs/10.1111/j.1527-2001.1987.tb01062.x

LINKS
• James D. Fearon: What Is Identity (as we now 
use the word)?
https://web.stanford.edu/group/fearon-re-
search/cgi-bin/wordpress/wp-content/up-
loads/2013/10/What-is-Identity-as-we-now-use-
the-word-.pdf

• RAE
https://dle.rae.es/identidad

• UNESCO Universal Declaration on Cultural 
Diversity, 2001
http://www.unesco.org/new/es/culture/themes/
cultural-diversity/cultural-expressions/the-con-
vention/convention-text

VIDEOS
• The One and The Many, Caring for Each Other
https://www.hypermagazine.ch/hyper-
talk-mit-fiona-amundsen-und-dieneke-jansen/



IMPRESSUM
EL ORIGEN: DIE ANERKENNUNG DER 

INDENTITÄT DURCH DAS BILD
GIOVANNA LEÓN BRICEÑO

CONTACT

giovanna.leon@students.fhnw.ch

DATE

August 2020

MENTORING 

Laura Pregger

MENTORING
EXTERN

Ronald Pizoferrato



THANKS TO

Jean Marie León Briceño
Yelitze de León Briceño

Giovanny León Bello
Laura Pregger

Catherine Walthard
Ronald Pizzoferrato

Fiona Amundsen
Dieneke Jansem

Tina Reden 
Paul Schweizer  

Salvatore Elefante
Anne-Louise Ruedin

Jonas Shontshang  
Ernesto Rieder

Ivana Kvesic
Valentina Merz

Serena Lehmann
Sophie Garnier

Karim Wiesmann
Leo Witzig 

Niklaus Scheidegger
Jonas Sidler

Samira Frehsner



Lo que queda, 2020
Giovanna León Briceño




