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LA NUEVA FÁBRICA

Memory in Line, by Lake Verea
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Role
Co-designer and project coordinator. Worked closely with 
the two lead architects to design the space, set the construc-
tion schedule, approve materials, and solve spatial and com-
munication problems that arose along the way.

Project
Design and build a new art center in Antigua, Guatemala. The 
large gallery and photography archive were newly construct-
ed from an empty lot, while the four small galleries, store, 
bathroom, studios, office, and reception area were all reno-
vated from a former textile factory. The goal was to create a 
space that felt contemporary, that honored the details of the 
textile factory’s aesthetic, but also was light enough to allow 
the art to shine. However, an industrial-style space within a 
Spanish colonial town was an architectural anatopism, and 
our space surprised many people upon their first visit. 

Methods
Because this was my first architectural project, I learned as 
much as I could from the lead architects and the construc-
tion crews. But I also helped the architects turn their ambi-
tious visions for the space into solid instructions, coordinated 
schedules, grounded their decisions in practical details, and 
oversaw the site’s progress. 

Building La Nueva Fábrica
Antigua, Guatemala  •  2017-2019

Spatial Design & Architecture
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How can we keep the 
aesthetic and details  

from the original textile  
factory without  
detracting from  

the art?

Can the gift shop act as 
a gallery that showcases 
Guatemalan brands and 

designs that support  
artists, communities, and  

environments?

Can you influence the 
community and social 
aspect of a space with 

simple architectural and 
curatorial gestures?  

If so, how?

How do you design a  
gallery space and its 

opening installation at 
the same time? Can they 

inform one another?



Role
Co-Curator and Designer

Project
La Nueva Fábrica’s exhibits were meant to feel more active 
and involve the artists in the curatorial process more than a 
typical museum, yet feel equally distinguished to our visitors. 
This gave our small team, as well as the artists, more free-
dom and flexibility to design the shows, but it also required 
more communication across diverse teams. Each show was 
curated as a collaborative effort, with concepts and texts pre-
sented by the artists, which I would edit and finalize with my 
team. I would then connect these creative proposals to the 
construction team, who had to tweak gallery lighting, build 
plinths, install wall lettering, and mount pieces. 

Methods
Curation within La Nueva Fábrica was a balancing act be-
tween adjusting our space to highlight the artwork and ar-
ranging the artwork to fit the space. Therefore, it sometimes 
meant tempering the artist’s vision, or building elaborate 
structures within the gallery in order to support their work, 
or even designing certain galleries specifically for a certain 
show, such as Crystal Altars by Lissie Habie, for which the  
gallery was two stories tall and painted entirely black. 

Gallery Design & Curation
Antigua, Guatemala  •  2018-2020

Curation 

Rincones de la niñez, by Lissie Habie Crystal Altars, by Lissie Habie Constructions, by Lissie Habie

Proyecto Apollo-Soyuz Chapultepec, by Simon Vega Aleph, by Lake Verea

Memory in Line, by Lake Verea
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Role
Lead Designer

Project
The reception desk is the first thing visitors see upon enter-
ing La Nueva Fábrica’s main building, but it is also the main 
work station for the staff, a point of sale, and a site for team 
meetings. It therefore needed to act as a private office, yet 
have easy access to the galleries and store, as well as offer 
ample storage.
 
Methods
I designed the desk and the staff’s interactions with visitors at 
the same time, giving us the opportunity to shape the desk to 
the desired visitor experience. We decided to split the desk 
into three surface areas: the partly-covered receptionist work 
space, the gift shop’s vitrine (which also acts as an opening to 
interact with store customers), and the broad table segment 
(which can be used for exchanges with visitors, to display 
documents, or to hold meetings). 

Guiding Questions
How can this spot act as the beating heart of the art center, 
as well as a hub for New Roots Foundation - both through its 
form and aesthetic? How do you design a piece of furniture 
that feels like a private work space, but also lets you see mul-
tiple angles and access multiple arenas?

Reception Desk
Antigua, Guatemala  •  2018-2019

Furniture Design

Loom patterns from 
the textile factory 
that occupied the 
space informed  

our choice of  
perforated metal. 

Guanacaste wood 
from reforestation 
project partners. 
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Role
Co-Designer and Project Manager

Project
Build the “museum café” out of two traditional Guatemalan 
chicken buses to create an unexpected, unique experience. 
The buses came from our reforestation partner communities 
and had been in use for many years, giving them a genuine 
look. We kept the interior as intact as possible, but raised 
the roof for ease of movement. We also reupholstered and 
repainted the original seats to create booths. The idea was 
to keep the fun Guatemalan aesthetic but balance it with ele-
gant features that reflected the art center, like white wooden 
tables and perforated white metal. The goal was also to so-
lidify La Nueva Fábrica as a destination, as it is in a neighbor-
hood with few restaurants or cafés.  

Methods
We took inspiration from 50’s American diners and Parisian 
street-side cafés to design seating arrangements that that felt 
cozy yet open. I also consulted with expert baristas on how to 
design the layout of an optimized coffee counter, including 
the best placement for the machine, sink, grinder, and fridge. 
Finally, we learned how to engineer one of the best cups of 
coffee in town. 

Felisa Café
Antigua, Guatemala  •  2018-2019

Interior Architecture & Furniture Design 
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What physical features 
make a public space flex-
ible and dynamic? How 
can it be a useful arena 
for La Nueva Fábrica’s  

future events?

Role
Lead Landscape Architect 

Project
Design and oversee the construction of the new interior gar-
den. I proposed a space that could serve as a natural balance 
for the industrial galleries, full of geometrically compelling 
and sculptural plants, but also as a natural overflow during 
events. I imagined the garden as a setting for concerts, re-
ceptions, film screenings, performance art, and artist talks. 
The space also required landscape adjustments, such as cre-
ating two levels from the incline, French draining to protect 
the building from moisture, and spaces for future develop-
ments such as a loggia. 

Methods
I consulted with local landscape architects and garden de-
signers about conditions such as soil, sun, drainage, and 
maximum plant size. I also visited a wide variety of gardens 
and nurseries to curate the selection of plants based on their 
aesthetic, while considering growing conditions in the space 
and our budget for the project. 

Guiding Questions
What makes a garden feel “contemporary?” What kind of 
garden will flow with the industrial feel of the gallery space, 
but also provide a verdant contrast? 

La Nueva Fábrica’s Garden
Antigua, Guatemala  •  2018-2019

Spatial Design & Architecture
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Role
Lead Curator

Project
Joaquín Orellana is one of Guatemala’s most revered artis-
tic figures, but never had a full exhibition of his work in his 
home country. Orellana is a composer known for inventing 
his own instruments to create sounds that interpret Guate-
mala’s landscape, such as the sound of cicadas, the sound 
of hunger, or the sound of a surprise attack. Most of these 
instruments are based on Guatemala’s ubiquitous marimba, 
but result in stunning, sculptural pieces. 

Methods
Conversations with Orellana ranged from literature, to visual 
art, to history, to philosophy, to humor, to music in a delight-
ful exploration of his process creating music, paintings, po-
etry, and prose. I designed a journey through his works as if 
it were a conversation with Orellana, with much of the muse-
ography consisting of his own words and videos we record-
ed of him playing the instruments. The exhibit also included 
binaural sound art, a screening room with his full symphony, 
and an “Interactive Zone” for visitors to experiment.

Guiding Questions
How can we design the show so Orellana speaks through the 
curation, so visitors feel like they are getting to know him? 
How can the galleries reflect the “soundscape” of his context, 
but also the inner journey through his creative process?  

Paisajes Sonoros (Soundscapes)
Antigua, Guatemala  •  2019

Curation 

The “sound utensils” were first  
assigned to galleries that focused 

on different themes, then arranged 
as sculptural objects. 

Each gallery had recordings of 
Orellana telling the story behind 

each instrument and playing them 
so visitors could hear the sounds.

Selections of Orellana’s original art, poetry, and 
musical scores were displayed to show the full 
range of his expression as well as the creative 

process behind his symphonies.

We created an open “landscape” within the  
gallery that allowed visitors to  

explore his world, as if they were in Orellana’s 
workshop listening to his stories first-hand.17



WORLD RESOURCES 
INSTITUTE
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Various GFW satellite layers and imagery, created as a website banner



Role
Investigator, writer, visual storyteller, and designer.

Project
Worked as part of a small team within WRI to research illegal 
deforestation activities, land grabs, and a global cover-up by 
a UK-based corporation claiming to grow sustainable cacao 
and palm oil in Peru. I became very invested in this case and 
worked with WRI, partner NGOs, Peruvian government offi-
cials, and even reporters who had been threatened by these 
companies. Together, we revealed scientifically-backed sat-
ellite imagery and Lidar as proof of illegal deforestation, 
documented first-hand accounts of money laundering and 
death threats, and I personally uncovered buried documents 
of illegal land grabs. More publicly, I coordinated the publi-
cation of several WRI articles that addressed United Cacao’s 
operations and chocolate’s effect on tropical deforestation. 

Methods
Though my work was mostly behind the scenes, I led WRI’s ef-
forts in this project and, as a network, we ultimately achieved 
victory when United Cacao shut down thanks to court cases 
that used our satellite imagery and the public’s opinion af-
fecting their stock prices. 
However, a year later, I was still dealing with emotional ties to 
this case and these spots on the map, leading to my art piece 
Gold, Goods, and Glory, which was exhibited in 2017. 

United Cacao Investigations
Washington, DC  •  2015-2017

Information Design & Journalism

Gold, Goods, and Glory
Sarah Alix Mann

Mixed media triptych, 2017
Satellite imagery from Global Forest Watch

Personal artwork, shown at Meson Panza Verde Gallery  
21



Follow the Carbon
Paris, France  •  2015

Information Design What kind of  
installation could be emo-
tionally resonant yet scien-

tifically accurate? 

What kind of materials 
could speak to the issue of 

emissions from  
deforestation, and to that 

extent, how do we find 
environmentally-friendly 

balloons?

Role
As the producer and designer, I initiated the idea to create 
an artistic installation from Global Forest Watch Climate data, 
then oversaw coordination between WRI scientists, an artist we 
contracted for the project, and the Global Landscapes Forum, 
to design and implement the installations. 

Project
Global Forest Watch Climate was a new platform that calculat-
ed carbon storage and carbon emissions in tropical forests by 
country and region, which launched at COP21 in Paris. Global 
Forest Watch was also partnering with the Global Landscapes 
Forum to help plan and coordinate the official side event, so I 
proposed an art installation that would use data from the new 
GFW Climate platform to create an unexpected and emotion-
ally impactful experience.  

Methods
We enjoyed the idea that carbon emissions from tropical for-
ests could be experienced as a balloon - a form of trapped gas 
– which was also easier to install in a short window of time at a 
venue with strict rules. The process involved extensive calcula-
tions (each balloon was a precisely measured representation 
of the data in GFW Climate), convincing the conference to em-
brace the alternative activity, and fine-tuned coordination with 
a team spread across the globe that had never seen the space. 
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