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PROJ ECT DESCRIPTION
elize mazadiego
La Lleca, meaning “the street” in Spanish, is a fluid collective of individu-
als involved in an artistic and social intervention in Mexico’s prison com-
munities. The group was formed by artists in 2003 in response to Mexico’s 
sociopo liti cal structures generated by nafta and in an effort to rethink 
the relationship between art, politics, and activism. Since 2003 the proj-
ect has collaborated with a larger network of individuals and communi-
ties including former prisoners, writers, dancers, psychologists, and so-
ciologists. La Lleca’s work took shape in 2004 with an intervention led by 
group members and per for mance artists Fernando Fuentes and Lorena 
Mendez. The initial proj ect focused on building a relationship with pris-
oners and personnel in Mexico’s Centro de Readaptación Social Varonil 
Santa Martha Acatitla (ceresova). The Center for Social Rehabilitation is 
located in Mexico City’s Iztapalapa, where the prison holds approximately 
3,200 male youths between the ages of eigh teen and fifty.

Over a series of conversations with the prison’s Subdirección de Pre-
vención Social, La Lleca proposed an ongoing proj ect that would foster a 
dialogue with prisoners through vari ous media to actively address issues 
that correspond to their lives. Furthermore, La Lleca sought to generate 
critical reflections on the personal, sociopo liti cal, and economic prob lems 
that affect prison communities as an alternative to existing prisoner per-

La Lleca Colectiva
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sonal development and readaptation programs. Through continual visits 
to ceresova, the members of La Lleca made a series of proposals that 
incorporated a range of participants who brought their individual skills 
to the proj ect. Beginning in 2005, La Lleca collaborated with Mexican 
per for mance artist Quetzal Belmont, along with the poet, researcher, 
and editor Brian Whitener and visual artist Rodrigo Hernández, on a 
per for mance entitled “Collective Marriage” that consisted of enacting a 
marriage between organizers and participants. Through a series of mat-
rimonial rituals, the group engendered a diverse set of meanings that 
 were par tic u lar to each participant, while also creating a symbolic  union 
among the group.

La Lleca’s collaboration with the communication collective Centro de 
Medios Libres produced the  free media radio program Radio Kanero. The 
group designed a series of workshops around learning to operate and pro-
duce a radio show, while introducing programming formats such as the 
radio interview, chronology, and promotion. The main objective of this 
proj ect was to provide prisoners the tools to access and use mass media 
communications. With this platform, prisoners constructed their own self- 
representation and  were able to broadcast it outside the confines of their 
prison. This proj ect worked to  counter popu lar media’s often- negative por-
trayal of Mexico’s prisoners. Juan Mena and Saúl Sandoval became part 
of the collective and are presently active members of the group. Over the 
following de cade, the collective took new shapes, with vari ous collabora-
tors joining the group and new collaborations with over forty artists and 
activists emerging over that period, including choreographer Cristina Mal-
donado. Each participant incorporated their own practice into the proj ect 
to formulate a workshop with prisoners. The number of prisoners that La 
Lleca worked with expanded from five in 2004 to eighty.

While La Lleca represents a collaboration of numerous artists, profession-
als, and prisoners, the proj ect is also interested in the collectivity produced 
among the prisoners and their families. Through performative practices 
including a range of physical activities and creative proj ects, prisoners 
bring their individual experiences to group activities with the intention 
of fostering positive relationships between inmates and  family members 
or other social exchanges. One example of this was the proj ect “Juegos de 
Niños.” La Lleca member Lorena Mendez gathered a group of participants 
from ceresova to play a series of  children’s games such as Hangman or 
Charades. In a version of Spin the  Bottle, participants  were asked to pose 
a meaningful question to the person that the  bottle pointed to. In a rather 
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unexpected way, the game prompted prisoners to share accounts of their 
personal histories. La Lleca describes the game as

a strategy for creating personal and physical closeness, a playful man-
ner of entering into contact with the participants and, as well, a good 
pretext for surpassing the conventional limits regarding affection and 
contact with prisoners (one of the principal objectives of “La Lleca” in 
general). The fact of creating in the ceresova prison a “horizontal” 
space (although only momentary) where persons are treated like  humans 
(once again) as regards their cognitive, affective and intellectual capaci-
ties. This proj ect has been one of our best actions, placing into prac-
tice strategies that create an environment of trust and self- acceptance 
amongst the participants.1

Additionally, the game revealed a curiosity among the inmates, initiating a 
pro cess of learning about each other and building community.

An extension of La Lleca’s objective of fostering understanding and 
establishing healthy relationships is an exercise called “Fotohistoria.” La 
Lleca designed workshops that encouraged prisoners to create their sto-
ries using materials available to them within their environment, such as 
plastic  bottles, food residues, and toilet paper, to construct a personal 
history. Other proj ects work with prisoners to fashion a self- portrait 
through text, drawing, or photography. Much like Radio Kanero, the 
intention of  these proj ects is to activate the prisoners’ agency in develop-
ing their own voice and repre sen ta tion. Over four years dedicated to the 
proj ect, La Lleca received support from Fondo Nacional para la Cultura y 
las Artes (fonca), Consejo Nacional para la Cultura y las Artes, and Fun-
dación/Colección Jumex to publish a book based on the proj ect. The 2008 
book Como Hacemos lo que Hacemos compiles La Lleca’s work into three 
parts: art and politics, affect, and radical education. With an assortment 
of writings and interviews from the collective, the publication shares the 
group’s theoretical models, reflects on their proj ects and their outcomes, 
relates their experiences, and incorporates photography and documenta-
tion from the proj ect.

La Lleca’s proj ect further extends itself beyond the confines of 
ceresova with multiple pre sen ta tions and exhibitions. Since 2005 they 
have introduced their work to audiences at universities and cultural in-
stitutions throughout Latin Amer i ca, Eu rope, and the United States. In 
their many discussions, La Lleca presented their work as a collaborative 
proj ect among artists and imprisoned youth with a central focus on art, ac-
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tivism, performativity, and pedagogy. In the exhibition of La Lleca’s proj-
ect at the Centro Cultural Casa Lamm in Mexico City, the group showed 
graphic works produced by ceresova’s prisoners. The show was based 
on the theme of representing the complex social and po liti cal situations 
within Mexico’s prison system, which are reflected in the daily lives of 
the prisoners. With a collection of thirty- three drawings, the exhibit let 
the prisoners voice their realities to a larger public. Additionally, in atten-
dance at the exhibit  were the families of prisoners and former prisoners who 
 were able to see the fruits of their work on display. At the end of the exhibit 
the works  were auctioned off to fund the materials for  future proj ects.

Currently, the collective is developing a substantial archive of the proj-
ect and a magazine titled Revista La Lleca. Additionally, since 2010, with 
newer members of the collective including former inmate Adrián Arenas 
and psychologist Romina Cabrera, the group started a new intervention 
in the jails for adolescents at the Dirección General de Tratamiento para 
Menores en Conflicto con la Ley Penal. La Lleca recently published two 
booklets/manuals: Adolescencias, masculinidades y antipatriarcado (Adoles-
cents, Masculinity, and Antipatriarchy) and Cuerpos, afectos y pedadogía 
feminista (Bodies, Affects, and Feminist Pedagogies). With  these booklets 
the group intended to “share the way we work and open a discussion with 
other groups, collectives or individuals who are confronting the milita-
rized Mexican State.”

EXODUS TO LA LLECA: EXITING FROM “ART” AND   
“POLITICS” IN MEXICO
La Lleca

Just a few days ago, the so- called fncr (Frente Nacional Contra la 

Represión— National Front against Repression) discovered that the march 

it had or ga nized to Mexico City’s Zócalo could not be held  because an ice- 

skating rink was taking up the square. The fncr did not protest against that 

deprivation of a right, it simply took the demonstration elsewhere.  After all, 

 there was no reason to interfere with the New York spirit with which Mexico 

City is now imbued . . .  or with the sale of skates in large shopping malls. The 

reaction to the eviction of families from the Tepito neighborhood was silence 

or a superficial, servile reasoning: “it’s a crime- fighting mea sure,” an intellec-

tual and failed candidate to lead the administration of the unam (Universidad 

Nacional Autónoma de México) stated, and a front- page newspaper photo-

graph showed a girl sitting on the few pieces of furniture her  family was able 
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to save following the eviction. The Rudolph Giuliani philosophy, imported 

from New York (like the ice skating rink) by López Obrador  under the guise of 

“the poor come first,” had now become an intellectual argument: that girl was 

a potential drug trafficker, and now she is . . .  nothing.

— subcomandante marcos, “Ni el centro, ni la periferia I”2

Critique is always of some instituted practice, discourse, episteme, institution, 

and it loses its character the moment it is abstracted from its operation and 

made to stand alone as a purely generalized practice. . . .  

Its relationship with  those categories is “critique” in the sense that it does 

not consist of complying with them, but rather in establishing a relation-

ship with them that questions the field of categorization by referring, at 

least implicitly, to the limits of the epistemological horizon within which 

such practices are formed. The idea is not to refer the practice to a previously 

given epistemological context, but to establish critique as a practice that fully 

exposes the limits of that epistemological horizon, making the contours of the 

horizon, as it  were, be placed in relation to its limits for the first time.

— judith butler, “What Is Critique?”3

We call the La Lleca4 proj ect an artistic- social intervention in order to 
point out two of the proj ect’s aims. The first is that the purposes of the 
proj ect to go beyond the field of art, which means that our idea of inter-
vention is flexible and contextual: it changes depending on the conditions 
 under which we are working. Our second aim is to look for ways of exiting 
or moving beyond the sphere of repre sen ta tion, the symbolic. Interven-
tion is thus our approach and the way we have been working from the 
outset of this proj ect. Starting from the chaos of everyday life in Mexico 
City as a means of working on the go (sobre la marcha): what we want is 
to change and occupy numerous spaces and sites, both virtual and real, by 
forging new links between  people and ourselves (i.e., our approach is not 
avant- garde) and generating new forms of knowledge and knowing. From 
a specific situation, which for us is an institutional place (the prison), we 
seek to reveal the horizons of that situation and the limits of the possibili-
ties for acting in it (in the manner Butler indicates in the quotation above). 
The way we critique, i.e., reveal the horizons of the prison system and the 
discourses that support it, is what we call an intervention.

By calling this proj ect an artistic- social intervention, we want to point 
to a certain genealogy or affinity with certain artists or groups. The histori-
cal roots of our practice are in the late 1960s and ’70s with the Situation-



L a  L l e c a  C o l e c t i va  • 3 9 3

ists, second- wave U.S. feminist artists like Martha Rosler or Suzanne 
Lacy,5 and the Grupos movement in Mexico, including the very impor-
tant work of feminist artists such as Mónica Meyer and Maris Bustamante 
and her group Polvo de Gallina Negra. But by intervention we also refer 
to the work of our con temporary colleagues, such as Etcétera, Mala Calle, 
Grupo Arte Callejero, BijaRi, and Frente 3 de Fevereiro.6 We believe we are 
all working in or with something that has been or could be called “inter-
vention,” which sometimes means working in the streets, sometimes with 
specific communities, and sometimes with a long- term commitment and/
or on social- political- economic issues. In very general terms, intervention 
means seeking social change, engaging in criticism, and generating aware-
ness, which means we cannot  really put our fin ger on it, but we recognize 
it when we see it, just like all the good  things in life.

The idea of intervention as a critical practice of po liti cal art is closely 
linked to what we have experienced  here in Mexico over the past decade— 
and all the more so in Mexico City— with the change from a welfare state 
to a neoliberal state, from the national to the postnational, and with all 
the economic and institutional vio lence implied by that change. Our work 
stems from critique: reflecting on the economic and po liti cal situation 
that shapes the context of Mexico City. As our Grupo de Arte Callejero 
friends say, all po liti cal art work begins with denunciation, but does not 
stop  there. The need to engage in proj ects of intervention has to do with a 
kind of nausea, a sense of we  can’t take it any longer, with re spect to the of-
ficial world of Mexican art and Mexico’s social and po liti cal environment. 
However, it also implies a desire to reaffirm, to take action, and, rather 
than waiting for someone to save us, to start right  here and now with what 
we have at hand. In other words, the work of La Lleca stemmed from with 
being fed up with ourselves, with our contemporaries, with the lack of 
commitment, with all our society’s ways of thinking and  doing. This goes 
hand in hand with a desire to react, to respond, and to not cease taking 
a stand against a terrified city, in a nauseatingly neoliberalized country, 
with a worn- out, fragmented, impoverished, over burdened population 
that is being pushed and pulled from one side to the other of our dysfunc-
tional city. However, we do not merely indulge a melancholy for a city that 
is no longer what it used to be and stop  there; instead, we act, knowing 
that the only way of remaking the pres ent is by politicizing it.

We should mention that La Lleca and its approach to intervention can-
not be viewed merely as an instrument of artistic practice. La Lleca refuses 



to be just another example of artistic production. The proj ect’s aims are: 
first, social change, and second, the micropolitical transformation of in-
stitutions (the prison system, in our case). What we mean to say is that by 
criticizing the role played by art and culture in the capitalism of semiotic 
production, the proj ect seeks to have an effect on fields other than the 
world of art by addressing issues that stem from other areas of experience, 
from other disciplines and fields of knowledge. Another way of showing 
the scope of the proj ect is by marking its distance from the interests of 
the art market. Take Duchamp’s quest to create a work of art that was 
not a work of art. We view this as a philosophical proposition more than 
anything  else. We want to go beyond merely philosophical considerations 
in which the validity of a urinal or another object as an artwork is just an 
ontological issue, which implies (for us) continuing to think from the per-
spective of art itself. Rather, we must view the artwork from a so cio log i cal, 
po liti cal, or other perspective by constantly exiting and entering the world 
of art world per se. Our work is directed  toward non artistic spaces, which 
come from a desire to shape another, less nauseating world. This may seem 
rather obvious at first glance, but it is nevertheless worth pointing out.

La Lleca, conceived as an intervention, arose out of having to face the 
times in which we live. We started by criticizing the Mexican institutional 
art scene, which currently and for the past ten years has shown a distress-
ing lack of critical reflection on the Mexican po liti cal and social setting. We 
do not mean to say that nobody is fighting,  because obviously  there are 
 people  doing so, but it is impor tant to point out that the field of art has 
seen few serious responses to globalization, nafta, the city’s dangerous 
growth, the precariousness of daily life in Mexico, and the Mexican po liti-
cal situation. Worse still, we have seen that noteworthy groups, mostly 
working without resources, have been ignored by official histories and by 
the centers of institutional power in the Mexican art world. It seems that 
the field of art— here we are referring to Bourdieu’s7 notion of the cultural 
field— has  little interest in thinking of art in relation to social or po liti cal 
issues. Following Alain Badiou’s line of thought, we believe “It is better 
to do nothing than to contribute to the invention of new formal ways of 
rendering vis i ble what the Empire already recognizes as existent.”8 Since 
the advent of nafta, Mexico is no longer outside the Empire but part of 
it, and that deserves reflection:  there has been no strong criticism of the 
impressive influx of global financial capital during the past five years into 
the Mexican art market, for instance, or of the mechanisms used to ex-
tract surplus capital from the Mexican upper classes (such as maco).9 As 
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Nina Möntmann writes, pointing out the influence capital has had on the 
institution of art:

Late cap i tal ist enterprise structures flow into the institutions’ manage-
ment policies and modes of working, requiring new personal qualifications 
and skills at the same time. Thus the director of a larger institution must 
demonstrate the qualities of a man ag er on the one hand and  those of a 
populist politician on the other. Conversely, the constitution of the subject 
within the cultural field is a po liti cal pro cess, which serves as a role model 
for the late cap i tal ist enterprise culture. The assumption of precarious 
social situations and survival strategies such as self- management, per-
manent creativity, flexible and mobile lifestyles like  those practiced, 
more or less voluntarily, in the art field, has already taken place in the 
pro cess of the development of the New Economy and is continued in 
the establishment of com pany structures and the drafting of philoso-
phies of  labor and living in the neoliberal business world.10

What we saw four years ago (with the arrival of globalized mega- art expos 
in Mexico as a site of surplus capital extraction) was simply a used-up 
framework of art, a cap i tal ist, American- Eurocentrist, and consumerist 
framework (of course,  there is nothing new in this). We felt the need then 
to understand how this resonated in our practice and how it reframed our un-
derstanding of the practices of the Grupos of the seventies and the work 
from the groups of the 1980s and ’90s in Mexico.

The tradition of po liti cal art had to be rethought, redirected  toward 
other goals, and guided by other desires. La Lleca was a response to  those 
economic and art institutional conditions, but it also responded to one of 
the most severe po liti cal crises in Latin Amer i ca and in Mexico City: the 
rise of a new right- wing ideology that has taken advantage of poverty in 
order to reinforce a state of control, one that seeks to displace the po liti cal 
with the  legal (with the strict fulfillment of positive law). In June 2004, 
the upper classes and the less favored classes (as con temporary po liti cal 
discourse calls them) went out on the streets dressed in white to protest 
against delinquency.11 Some 250,000  people demonstrated in what was, 
in that moment, the largest demonstration in the history of Mexico City. 
They demanded solutions that would come from state power to combat the 
so- called plague of insecurity. For us, that marked a fundamental change 
in the politics of Mexico; it let us see the extent of the emotional and intel-
lectual framework constructed by government and right- wing institutions 
to explain social and economic phenomena such as poverty, hardship, and 



the daily strug gle of survival in terms that hid the roots of  those prob-
lems, which are  really political- economic ones. The solutions offered by 
the new right wing in its superficial manner  were not social programs— 
which would require rethinking from the bottom up the transformations 
that the rapid growth and  free trade agreement have caused in our city. 
What is offered instead are more jails, more “security,” more police, or in 
other words, more state power, more control: they tell us “Welcome to the 
United Neoliberal States of Latin Amer i ca.”

Up against  these conditions, and the question, “what now?” we deci-
ded to go work inside the prison system, with the idea of seeing how the 
new politics looked in practice, and to find a way to transform part of the 
system, the  people within it, and ourselves. We thought of the proj ect as a 
starting point for analyzing this transformation and as a space from which 
to begin thinking about how to transform the interior of that system. We 
arrived with the idea of observing what was happening with the new poli-
tics and with the idea of working with  those who  were being dis appeared 
by  these con temporary policies: the inmates and their families. They are 
the ones who are crushed with all the strength of the new system and yet 
 were never respected, represented, or considered in the  whole discourse 
about poverty and repression. La Lleca, then, is a proj ect of interventions, 
of multiple interventions— interventions that come from distinct areas, 
with distinct objectives that emerge from the conditions and hardships 
that we have encountered during our years of work in the prison system.

Moreover, it is impor tant to note that the proj ect in itself is not some-
thing fixed, but rather always in flux, transforming itself. As we learn more 
and more about the real ity of the prison, we can think of new interven-
tions for new prob lems, and other ways of working out prob lems that we 
had never noticed before. The critical function of the idea of intervention 
is its opening onto transversatility. Deleuze and Guattari deployed the term 
“transversal” in their book A Thousand Plateaus,12 but the original use of the 
term was developed by Guattari during his time at the La Borde hospital in 
France. For Guattari, the “transversal” was a tool for the reor ga ni za tion of 
the institutional practices of psychiatry. Guattari used the term “transver-
sality” as a conceptual tool to open logics and hierarchies that  were closed 
and to experiment with new relations of interdependence, to produce new 
assemblages and group formations. We use the concept of transversality 
to explain the effects of the interventions that we carry out through the 
La Lleca proj ect and as a guide that helps us think about how we cross and 
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merge institutional structures to produce new collective subjectivities that 
break with the distinctions between the individual and the group.

In what follows, we discuss some of the characteristics of the proj ect, 
in what can be read as a descriptive account and not a theoretical one. We 
take this approach in part due to the influence of feminist practices on our 
work, and  because the purpose of  these lines is not to theorize the effects 
or achievements of our work (which would be another text completely), 
but rather to create a device that can generate other forms of work in an-
other places and times. With this objective, we have deci ded to give below 
(in the lineage of Clifford Geertz) a “deep description” of our work in La 
Lleca.

Out of all of the interventions encompassed by the proj ect, we want to 
highlight three that  will give an idea of how the proj ect finds new ways of 
occupying and changing prison space, and the relations and practices that 
are localized  there. First is the intervention we carried out at the institu-
tional level in ceresova (a prison in Iztapalapa), which we visited once 
or twice a week for seven years to work with inmates.  Every day that we 
entered, we passed through the same guard checkpoints, the same admin-
istrative and judicial offices, where we would stop to see the secretaries 
of the director or government (if we had time), and then we would de-
scend into the general population. Just as we physically traveled through 
the prison space, the proj ect travels through the institutional space. In 
ceresova we encountered diff er ent sites that enable the functioning of 
the institution.  These included the administrative section of the peniten-
tiary system, the judicial administrative apparatus, the security apparatus 
or guards, and the penitentiary technicians. The administration is com-
posed of  people like the director, secretaries,  etc. The guards are the repre-
sentatives of the police, of state power within the prison, and they usually 
have the majority of the power inside. The technicians include  people such 
as social workers, psychologists,  lawyers, educators,  etc. They barely estab-
lished themselves nine years ago as a type of support to mediate between 
inmates and guards. They exert a type of indirect control, and thus they 
make up a new force but not a destabilizing one, since they continue to 
work within the institutional framework.

When we first entered ceresova, we had no idea which groups had 
the most power, nor what the relationships  were like between them. But 
we found out quickly enough, and part of what we do is to always cross, 
surpassing the institutional framework that defines  those groups and 



that monitors their powers and duties. We entered the prison from the 
outside with a noninstitutional point of view, and we tried to make the 
institution work in another way. In this traversing of the institutional, 
we tried to aggregate  those groups into new formations, creating new 
clusters and opening new spaces for dialogue and exchange. One trans-
versal space we have tried to create is for discussing the construction of 
gender and the construction of relationships (personal,  family related, 
institutional) in our society. Opening up  these discussions has caused 
actors in the prison to reflect on how preconceived ideas about  these is-
sues affect us,  because prison is, above all, a space of rules, a space whose 
function “should be” conserved, with its hierarchies and modes of control. 
Any force that runs  counter to all of that always obtains quite in ter est ing 
effects. The proj ect always,  because of its nature of exceeding what insti-
tutionalism establishes, on the one hand,  causes confusion, discussions, 
uncertainties, disagreements; and on the other hand, it provokes demands 
for more control, while having the effect of joining  people in new forma-
tions and opening them up to the other and to the unexpected.

The other side of the proj ect’s intervention at an institutional level 
concerns the division that sustains the prison as an institution: the divi-
sion between the outside and the inside. This division, the cruelest divi-
sion, shreds the social fabric and makes pos si ble  every sad and difficult 
 thing we have seen inside the prison system. Hence, we work in formal 
and informal ways to recover relationships and reconnect  people on both 
sides. We do the informal work almost accidentally;  because we move ev-
erywhere inside the prison, this always results in communicating some-
thing between an inmate and the director, or we see someone who has an 
injury, but  doesn’t have money for treatment, and then we take charge of 
the  matter and call his  family,  etc. But we also work in a more methodical 
manner, as we place a specific emphasis on reconstructing social bonds 
through a series of groups made up of the families of the inmates that 
we have gathered together and with whom we have worked. With  these 
groups, we discuss topics and prob lems that arise when a  family member is 
imprisoned, through sharing and constructing awareness from and about 
imprisonment. In this way, we try to extend the proj ect into a more public 
sphere and to continue to find ways to reach beyond the institution— 
doing something  else with it, opening it up to other groups and discussions 
that the prison has to dominate and silence in order to maintain its cultur-
ally specific form and role.
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The second overall intervention has to do with how we work with the 
inmates, how we accompany them (realizar un acompañamiento), and how 
we try to create spaces in which they can share and construct knowledge. 
This is how we look for solutions, the most basic,  whether they are  simple 
or complicated, in order to better their lives inside. La Lleca is a proj ect of 
duration, in contrast to the works of artists who prefer to enter a space 
or community only for the time they need to take a photo graph or rec ord 
a few minutes of video. What interests us is to occupy a place, not in a 
warlike sense, but to see what effects we can achieve by staying  there and 
working for a long period of time, and even more importantly, to learn to 
think about the objectives of the proj ect through the needs of the  people 
we work with. The purpose of the La Lleca intervention is not achieved at the 
level of repre sen ta tion, but rather in the situations and the dynamics that 
we encounter in a specific place and in specific persons’ lives. We establish 
ourselves in the artistic plane only at the level of transformation.

When we first arrived in the prison, we  were stunned by the conditions 
that we found  there, above all, by the dehumanization of life, of the lives the 
inmates who live  under a system that is oppressive and violently against any 
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form of ethical  human coexistence. A system that piles up to twenty inmates 
in one cell, leaving many to sleep moored against the bars. The worst part, if 
it can be said that way, is not the conditions, but how they affect the  people 
who live in this state of enforced emotional impoverishment. It affects all of 
their relationships and their way of being, to the point that even the word 
“rehabilitation” becomes a cruel joke. In tackling this situation, we deci ded 
that since we could not change the material situation, we would try to work 
on the affective level; so the second intervention stays on that plane, at-
tempting to ease, change, and better the lives of our peers and companions.

We did the least that we could do; we looked for ways in which  those 
who wanted to could ease a bit of the stress and escape everyday life on the 
inside. In our quest to see what we could do, since our bodies  were already 
inside, we quickly realized two  things: first, between the inmates  there was 
a strong lack of  human connection, that what they  were missing most was 
to be with  people who  were still “humanized.” We believe the proj ect can 
serve as a space for them to construct knowledge, as a point of reflection 
about life inside and how to manage relationships with their families out-
side. We also saw that the young men inside each faced the same prob lems, 
but since the dehumanizing conditions of prison impede the construction 
of emotional relationships or communication,  there was no way in which 
they could meet to share knowledge or construct strategies to survive.

Since the start, we have developed the proj ect as a series of workshops 
in which we create spaces for the construction and sharing of knowledge. 
In the workshops, we strive to continue seeking new ways to form and 
reinforce group relations between the young men. Since the proj ect is 
constructed as a collective (that is, the power is shared among every one 
horizontally), shared knowledge about the life they live inside is gener-
ated. From all of the workshops that we have done with the young men, 
which touch on  these thematics, we would highlight the following: “The 
Secrets of Marta,” a video program where the guys write questions and 
every one answers as if they  were on a talk show like Cristina or Oprah; and 
“Collective Marriage,” a program in which we spent four months working 
on the topics of gender and the social construction of  family relationships, 
finishing with a collective wedding between the participants of the proj ect 
(which was truly something very special and moving).

As we noted at the beginning of this piece,  there is a lack of information 
about the new Mexican politics, the conditions and institutional practices 
that are found in the prisons, and the lives of  those who live  there or of 
 those who have a  family member inside. The third intervention of La Lleca 
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is an intervention on the informational plane; that is,  here we think about 
the proj ect and the work and knowledge that we generate as a way of work-
ing against the repre sen ta tion not only of “delinquents,,” but also of the 
idea of poverty and its  causes and effects. This is an intervention into the 
public sphere that is dominated by a spectacularized or nouveau riche per-
spective dedicated to the city’s program of neoliberalization. When we are 
invited to do a pre sen ta tion, or give a talk, we are also working on this in-
formational level. For us that is the most difficult intervention to navigate, 
 because we do not want to be the representatives of that information, of 
that base of facts and counter- representations, nor of the young men or 
their families. Therefore, we think though any pre sen ta tion or publication 
with the guys who make up La Lleca, to make sure that each part of the 
pro cess is shared and collaborative (as we do with every thing we write).

Notes
 1 http://www.lalleca.net/english/projects/childrensgames.html (November 16, 

2011).
 2 Subcomandante Marcos, “Ni el Centro ni la Periferia. I.— arriba, pensar el 

blanco. la geografía y el calendario de la teoría.” This text was read at 
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the first International Colloquium in Memory of Andrés Aubry at San Cris-
tóbal de las Casas, Chiapas, México (December 2007). The text can be found at 
http://enlacezapatista.ezln.org.mx.

 3 Judith Butler, “What Is Critique?” Revista Brumaria 7 (Madrid, 2006), trans-
lated into Spanish by Marcelo Expósito and revised by Joaquín Barriendos. It 
can also be found in the third issue of the multilingual web journal transver-
sal, a proj ect of the Eu ro pean Institute for Progressive Cultural Policies (eipcp 
. net): http://transform.eipccp./transversal/0806/butler/es.

 4 “La lleca” (an inversion of “la calle” or “street”) is a Mexico City working- class 
slang term to indicate “the outside”; it is used widely in prison contexts to refer 
to the outside beyond the walls.

 5 For further information, see http://es.wikipedia.org/wiki/Situacionismo, 
http://www.martharosler.net/, and http://suzannelacy.com/.

 6 For further information, see http://www.youtube.com/user/grupoetcetera, 
http://gacgrupo.ar.tripod.com/, http://www.bijari.com.br/, and http:// www 
. frente3defevereiro . com . br / .

 7   “As a system (created during the sixteenth and seventeenth centuries along 
with the development of the bourgeoisie) governed by its own laws, regardless 
of politics, economics, and daily life.” Nestor García Canclini, “Introducción: 
La Sociología de la Cultura de Pierre Bourdieu,” translated by Martha Pou, 
Sociología y Cultura (Mexico City: Grijalbo- Consejo Nacional para la Cultura y 
las Artes, 1990), 18.

 8 Alain Badiou, “Fifteen  Theses on Con temporary Art,” unpublished but available 
online at several sources, including http://www.16beavergroup.org/journal-
isms/archives/000633.php.

 9 José Manuel Springer, “Review of Carlos Amorales exhibition,” Art Nexus 6, 
no. 66 (2007): 132–34.

 10 Nina Möntmann, “The Enterprise of the Art Institution in Late Capitalism,” 
translated by Aileen Derieg, http:// eipcp . net / transversal / 0106 / moentmann 
/ en.

 11   A demonstration was held in June 2004, convened by Mexico United against 
Delinquency, among other ngos and civil associations. In addition to the dem-
onstration in the capital, more arose in other cities such as Tijuana, Monterrey, 
Puebla, and Aguascalientes, among  others. Around 250,000  people participated 
(as reported in the newspapers). They came from the Angel of In de pen dence to 
the Zócalo dressed in white, where they all sang the national anthem.

 12 Gilles Deleuze and Félix Guattari, Mil Mesetas (Capitalismo y Esquizofrenia) (Va-
lencia: Pre- textos, 1998). This was published in México as Gilles Deleuze and 
Félix Guattari, Rizoma: Introduction (Mexico City: Ediciones Coyoacán, 1994).
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