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Abstract

Lucerna Extincta: Spiritual Promiscuitiesin Performance and Installation Art, 1970s80s

Julian Dario Sanchez Gonzéalez

This dissertation examines how artists in Bogota, Port of Spain, London, and Los
Angeles during the 1970s and 1980s engaged in what kg@ritual promiscuitied the
purposeful synthesis of Indigenous, Afbeasporic, Asian, and European belief systénas
creative platforms to challenge modernist, colonial hierarchies and forge subaltern social
coalitions. By analyzing key yet understudied performance and instal@orks, | argue that
these artists navigated sacred and profane expressions of the dtfigrwomplicating and
resistingaesthetic distinctionstate repression, racialized exclusion,,dod/arying degreeshe
commodification of spiritual traditions.

Drawing on archival research, oral histories, comparative religious studies, and art
historical analysid as well as feminist, queer, and performance théeahys study situates these
artistic interventions within the broader sociopolitical transformatidiseocountercultural,
postCivil Rights, and postcolonial era. The selected case studies revetidsmartists
transformed ritualistic practices, community engagement, andsigfic installations into
strategies oartistic and social resistance that blurred the boundaries between public and private
devotion, as well as trained and s®ifight artistic traditions.

By foregrounding the intersections of spirituality, corporeality, and performative agency,
this dissertation contributes discourses on decolonial aesthetics while critically engaging
spirituality within modern and contemporary art historiography. In doing so, it illuminates how
alternative and hegemonic epistemologies coalesce in spiritual, artistic, and sociopolitical

convesations across the Americas and the Caribbe#ire second half of the twentieth century.
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Int roduction

AA | a s odiferent coth amoty asombio
Gonzalo Arangdo Simon Gonzalez Restrep® 7

The sociopolitical juncture at which | am completing this doctoral dissertation from New
York City can only be described as a state of emergency. A general turn towards a form of an
extreme, reactionary righting politics has taken hold in the United 8&as well as certain
parts Latin America and Europe in the last decade. Signaling the demise of the liberal cultural
and institutional hegemony in place since the 1990s, a peaking conservative populism of
autocratic tendencies has publicly rejected dexafisocial mclusionefforts by debasing
essential tenets of critical race and gender theories, even embracing unapologetic expressions of
neoNazism in political rallies. Just over the course of February and March of 2025, Donald J.
Trumpds i naugur al seeoncterr asiPresdentd af theeUnited Siattes h i s
eradicated all Diversity, Equity, and Inclusion (DEI) initiatives from public offices, established
English as the official language of the country, and critically slashed all funding Ohites
States Agency for International Development (USAID). His administration has been quick to
attack higher education institutions, threatening penalties and funding cuts for those advocating
racially based affirmative action, teaching, and researching. This battle against initiatives and
institutions aiming to address the structural, historical, and hierarchical status quo inherited from
colonial and plantatiotased extractivism, and its selgsient neocolonial and imperialist
treatment of otherness as historically revisionist as it is polarizing. Aiming to empower £uro
American and heteronormative supremacy, the-lWrBerican conservative turn seethes with

contempt for alternative and imaginative worldviews. It seeks to standardize, via political,



economic, and educative coercion, subaltern epistemologies and ontologies, whether expressed
through grassroots communities or intellectual milieus, or the combination of both. The modus
operandi at play is straightforward: Tearing the social fabric dpthgeon the exclusionary

gravitas of modern history to sediment a new, macabre expression of a return to order. The next
four years, if not more, of this radical political scenario present a challenge to a civil society
interested in coalitiomasexpressns of solidarity, growth, and generous will.

Simultaneously, however, cultural and artistic trends invested in trauma healing,
community building, and expressions of spirituality across demographics, geographies, and
periods have emerged in the last ten years. Coinciding with the beginning of mgtgrstilidies
in New York City, first as an MA student at New York University and then as a PhD student at
Columbia University, | witnessed, studied, and experienced the movements of this spiritual turn,
which was exacerbated by the two years of socialimioigf resulting from the outbreak of the
COVID-19 pandemic from 2020 to 2021. In Colombia, for instance, a general trend of urbanites
reconnecting with rural areas has led to the creation efgsthining creative and spiritual
communities, whose reclaing of Indigenous heritages and rituals basouraged, not without
controversy, digher consumption and demand of psychotropic substances, such as psylocibin,
Ayahuasca or Yagé, and PeybfEhe same can be said of the United States where, in addition to
similar social movements, a resurgence of psychedelic research in universities like John Hopkins
in Baltimore or Harvard University in Cambridge evidences a sustained and serious engagement

with the possibilities of mindltering experiences and subaltern knowledges as mechanisms of

Jean Paul Sarraz2n, fAEspiritualidad y chamanismo: Ritu
no. 3 (2022)646-661.See: Luis Eduardo Luna and Steven F. White, édshuasca Reader: Encounters with the
Amazonds SNewedgiah (Sdritad-e, NM: Synergetic Press, 2016).



community empowerment and strengthening of the social faBiiough not unproblematic as

dynamics of appropriation and extraction of historically marginalized communities still exist,

this social and cultural direction is notable for its general desire to supersede the immediate

constraints of everyday life. It @<alls attention to an increasing social predisposition to engage

with nonthegemonic epistemologies and worldviews which are imbued with a greater sense of

human and nohuman interconnectedness, raising awareness of the need for sustainable futures

and a ethics of care for ourselves and others. At a moment where social antagonisms in the

public sphere seemtobe atantai me hi gh, civil societyods root.

explorations point in the opposite direction. Their permeable, atomizedeaadtdilized nature

is hard to categorize and control, effectively becoming a platform for unstructured social and

political resistance that resembles the expansiveness and unruliness of erotic desire and pleasure.
Decidedly responding to the needs of its time, my dissertation presents a historical study

aiming to trace a roadmap for spiritually based coalition building through the arts in the face of

political repression, social inequality, and widespread disease, kbirituality is understood in

a broad sense that encompasses a belief in the otherworldly that can manifest in sacralizing as

well as sacrilegious forms. By looking into the 1970s and 1980s, a time when a distinct but

resonant historical juncture erged out of the liberated countercultural movement of the 1960s,

the following pages discuss the ways in which performance and installation artists engaged with

northegemonic spiritualities and spiritual transgression as a form of sociopolitical resistance.

This study takes comparative religious schol a

orgiastic rites of communion with the devil during the Sabbath knovwncasnaextincta a

2 See for instance, the initiatives advanced at John Hopkins Center for Psychedelic and Consciousness Research as
well as the Havard Divinity School 6s Centers for the Si
spirituality: https://www.hopkinsmedicine.org/psychiatry/research/psychedegsarchand
https://cswr.hds.harvard.edu/reseaptbgramming/transcendent@nsformation/psychedelicpirituality.



https://www.hopkinsmedicine.org/psychiatry/research/psychedelics-research
https://cswr.hds.harvard.edu/research-programming/transcendence-transformation/psychedelics-spirituality

Latin expresg&tit 0nc ine ananme@phdt forgpiritual alliances privileging
queering desires and aesthetics beyond visually overdetermined sigrifmsks.so, the

argument proposes thetefirs pi r i t u a |as gtheoreticasandumethodalogical

framework contending that the permeability of spiritual explorations from this era constituted a
platform for mutual understanding across social groups through ongoing redefinitions of what is
deemed to be sacred. Int&s in an overlapping exploration of subaltern spiritual systems
emerging from the Civil Rights Movement, secamave feminism, gay liberation movement,

and witchcraft and paganism, artists engaged with themes of race and gemadethiodox

fashions. Their creative processes evidenced an acknowledgment of the value of life,
community, and nature beyond the social constraints of a politics of respectability and minority
representation characterizing much of the period of study perseding, albeit to varying

degrees, the pigeonholing dynamics of a caypitalen multicultural era, these creatives

presented innovative forms of expression that ranged from spectacularizing collective ritual
performances to sadomasochigtaded expednces of ecstatic rapture and transcendence. These
actions presuppose a necessary sense of levity and irreverence towards identity boundaries as
bridges for interconnection rather than inval

cosmogonis.

3 Mircea Eliade Occultism, Witchcraft, and Cultural Fashions; Essays in Comparative Reliffitiisago:

University of Chicago Press, 19785-92. From a comparative religious and mythological standpoint, Mircea
Eliadedescribeghe termlucerna extinctan contextas A Ri t @ &nlsome cages @rexeded by the extinction of

lightsd are attested among populations as different as the Kurds, the Tibetans, the Eskimos, the Malgaches, the
NgadjuDyaks, and the Australians. The incentives are manifold, but generally such ritual orgies are carried out in

order to avert a cosmic or social créidrought, epidemic, strange meteorological phenomena (e.g. the aurora

australisp or in order to lead magiegeligious support o0 some propitious event (a marriage, the birth of a child,

etc.) by releasing and heightening the dormant powers of sexuality. Over against a dangerous crisis as well as an
auspicious event, indiscriminate and excessive sexual interqaursges the collectivity into the fabulous epoch of

the beginnings. o0 He ends his assessment by stating: @Al
beyond oneds parentsd and grandpar ent scéandlmeatitude ofdife meani |
Obeginningsd and thereby cedivwmhoeeofofexi stciovgriimgt lme nweavr

4



T i t Lueaina BxtinctaSpiritual Promiscuities in Performance and Installation Art,
1970s8 0 s, 0 my idhoth aneacatleanic éndeavor as it is a political manifesto. It
investigates a model for intersectional social interactions and solidarities that seek to strengthen,
through the lens of spirituality, humanistic and artistic discourses based on identity politics.
While my intention squarely aligns with the fight for dgustice based on class, racial, sexual,
and gendebased categories, thesearch offers a critique to the way in which the discussion
around identity politics today reproduces much of the multicultural golden cages ainsklf
community identification of the 1980s. The unflinching sanctity in which we have upheld our
diverseidentities in the past five decades, despite concepts like intersectionality gaining
widespread attention, became evident to me while pursuing my graduate studies. We have
learned to establish boundaries as necessary mechanisms-footeition and trana
processing at the expense, however, of the sedimentation of rigid discourses and positions of
what is acceptable, permissible, and socially sanctioned when experiencing the world of others.
While | cannot speak on behalf of everyone, | have repeatedigbmrated my view of the
presence of an increasing sense of hypervigilance and fear amongst us over the course of the
years. Instead of playfulness, wonderment, and curiosity for the marvelous world of human
diversity and interactions, these attitudegehied to social avoidance, resentment, mockery, and
fragmentation. | see this as one of kb&dingreasons as to why conservative reactionaries have
pickedonthesa al | ed fAwoke agendad and figender ideol
of what they perceive as an obligated liberal doctrine that does not allow conceptual space for
flexibility. On the contrary, queer and transgender experiences and ideas offer us essential
insights today into the value of indeterminacy, fluidity, and contradicsspangboards for

human communion with abundance of care for our bodies and communitiese dance



floors and sex partiésspaces for exploration, vulnerability, and induced ecstasy for many
gueers of colay have become illuminating and affirming spaces to understand and extrapolate
ideas on corporeal promiscuity not as banality but rather as a forppafiganto a source of a
continuum between eros, creativity, spirituality, and transcendeit@¥al and conservative
perspectives sublimated in an ethos of human connection through the lens of a higher
consciousness, call it art, pleasure or spirit.

The dissertation is divided into three chapters, each addressing a different case study in
whichiit s pi r i t u a lseryes as the ppecdaminaniyethos for aeti@ation in performance
and installation practices. This concept foregrounds the interaction between hegemonic and non
hegemonic spiritualities in shaping bodily and spatial repertoires for artistic expression,
employing sacralizing and desacralizing strategieshallenge social and aesthetic modernist
hierarchies. Geographically, the disseoaiaddresses cases fr@uogotg Port of Spairand
London, and Los Angeles. The first chapter examihe®rimer Congreso Mundial de Brujeria
(First World Congress of Sorcery, as per the original translaidaygescale event held in
Bogota inAugust,1975. Featuring over twenty academic panels, along with thematically related
art exhibitions and ritualistic performances, the congress functioned as a collective performance
reclaiming witchcraft as an umbrella term for an amalgam of demonized spEyisiains. It
publicly addressed key issues of spectacularity and authenticity within Indigenous and Afro
diasporic spiritual traditions in Latin America and the Caribbean. The second chapter focuses on
the early career of Tr irtistiAd@azduéd sdunng thenaaeel®7Dsn g per
and 1980s in Port of Spain and London. Initially a fashion designer, A k u z u r u transitioned to
performance and installation art, incorporating elements from the ecstatic carnivalesque, Zen

Buddhism, and Obeals guiding principles for her ritualistaktions Her practice, which began



in the Notting Hill Carnival and picked on the atomized cultural explosion of London at the time,
reflects a synthesis of these influences. The third and final chapter explores the work of four
artists associated with Chican&/aesthetics in Los Angeles during fenk and pospunk
movementsn the late 1970s and early 1980s. By examining the contributions of Jemj Ally
Jerry Dreva, Alice Bag, and Gerardo Veladzquez within artistic collectives and music bands, this
section highlights their fusion of Catholicism, occultism, and paganism as a platformfor self
sacralization and the healing of racial, geruised, and sexual marginalization. Together, these
chapters offer three original perspectives supporting the usesgb i r i t ualasanr omi scui
innovative theoretical framework for writing modern and contemporary art histories.

Gaining a perspective on the nature of the sacred in the arts and ourselves through the
lens of promiscuity, usually understood as an undesirable expression of profanity or carnal
excess, seems to offer a contradiction in terms. As someone from Bareanduglprofusely
enjoyed Carnival every year until my riieens, however, | have always seen transgression,
profanity, and irreverence as mechanisms to tell truths and pursue higher states of being in rituals
of dance andisualexcess. Recently, Professlulia BryanWilson brought to my attention art
hi storian and critic Douglas Crimpbs text M@AHoO
| am grateful. This text offers an insightful reflection on the importance of resisting and
resignifying portrayal®f queer affect and desire in times of hardship. Written in 1987, a
moment where the HIV/AIDS pandemic had claimed the life of many gay men in the Western
worl d, Crimpbés article argued that i1t was pre
allowed gaymen to rethink the possibility of safe sex as a pleasurable new standard. Crimp
underscores the promiscuity was, in fact, a conduit for developing an ethics of community

protection and car e: AOur promi scuiutegyofsexa ught



but about the great mnmMuht hpri ownhyeaofhagkemsetpwe
reclaiming of promiscuity, BryalVilson discusses the work of LTTR (originally meaning
ALesbians to the Rescueo0o), the journal then t
ficritical promiscuity. Si nce the 2001, the art historian &
explored screenings, exhibitions, performances,-res}cand workshops, exploring queer
sensibility of exuber anc e-impdmantmoments of enexpegite nr e s
c 0 n n e c’inierestirgly, both Crimp and Bryanilson examine promiscuity as a vehicle for
human interconnectedness besides prescriptive identity formations. It is in that space of
communion where the sacred and sacrilegious potential of spirituality lies wittpartriew of
the present analysis.

Promiscuity, much like spirituality, is a porous concept that resists categorization by
virtue of its ubiquity and accessibility, particularly in Western, liberal societies, which is perhaps
one of the reasons why it has remained virtually at bay fronaaced over in art historical
inquiry. A year | ater after Crimpds text, wri
series of concatenated thoughts titled ANoOtes
the term was perceived inpoputau | t ur e at the time, Holl eranés
BryanWi | son describes as the fnitsh&mesemtad r ewar ds
promiscuity through a kaleidoscopic lens from a-delfjrading act to a revolutionary idea,
stating in contradictory terms: fAPromiscuity

AYet promiscuity must ADSIfenewants taéevaldhte it, becamset he i

‘Dougl as Cri mp, AHow t o Ha®@cwobeRB (A987):23v1Lj253y i n an Epi demic
SJuliaBryanWi | son, @A Repet i tAitfaum IntemationB(Los Angeales, 2006,090
81bid., 110.



no one in the past was promi scu‘dndeed, then owi ng it
association between the term promiscuity and the AIDS epidemic remains heavy today in our
collective consciousness, which has prompted certain reactions of interest mixed with discomfort
from, for instance, curators and scholark en s haring about my researc
be disrespectful for survivorso or ATry to ma
thinking of Holleranés assertion and the fact
lowered though viral suppression and preventive medication, though mostly in privileged, urban
spaces, can we assess differently our understanding of the term as we move forward, or
backwards, into the future? There is no way to predict another epidemic, whatreraenot,
from happening and affect us in the way that AIDS or COY#Xid in a world that keeps
growing more and more interconnected. However, our purview of how to deal with our
relationship with physical touch and intimécwas well as spirituality ahidentity as this
research aints can be greatly benefited, and indeed healed, if we attempt to release our
judgments of sexual promiscuity as an act of carelessness.

Authors and activists Andrew Spieldenner and Jeffrey Escoffier have recently argued that
gay men and queer people with preference for promiscuous behavior were more likely to
devel op, following sociologist Etienda Meuni e
familiarity that comes from multiple sexual encounters with people in public and in groups, this
term highlights a type of untraditional form of personal relating that is specific of sexually open
communities. As an unorthodox form of commurbtilding, they argue, promiscuity is even
i mportant for those who do not practice it on

of openness and engagement o and that Athe pro

"Andrew Holl eran, @Not &®ilforRProscutynGay Sax in anyAge ol Ph&@rBacediticadlsn
eds., Andrew R. Spieldenner and Jeffrey Escoffier (Rutgers University Press, 2623), 1



o t h e8Msrgoven author Michelle Tea asked in her edited volSindTS: Anthologg series

of poignant questions inquiring on the range of attitudes that can be associated with promiscuity
as a theoretical lens rather than justdext er mi ned: @A Can one be cul
slut within the bounds of monogamy? Is Slut amtdg, like Queer, that can go through various
iterations t hrAsuhgdeauthsroa pr o denmiasirateptakisg

promiscuity out of the lens of a moralistic interpretation, one that certainly predates the AIDS

pandemic in the 1980s, opens new avenues to consider the term as applicable to a broader range

of life experiences. Promiscuity, therefonas the potential to be further explored, as Crimp and
BryanWilson contended, as both ethos and well as method for cultural as well as art historical
inquiry. Methodologically, there is much to gain if we consider promiscuity as a space of
unusual yet esiting connections, an enabler of collective intimacy, a philosophy of readiness to
engage with others, and as a safeguard of our wonderment towards cultural corthediiays

in a state of permanent flux.

In his influential writings, queer theorist and performance art scholar José Esteban

Mufoz similarly argued for the term Acrui si
encounters in public spaces, as more than just libidinal excess. Instead, Modwages us to

see queer cruising as an attitude and metaphor for openness to navigate across academic
disciplines, material and spiritual realms, and regimes of percéffidre linkage between
gueerness and spirituality, therefore, c¢ome

ontological assumptions of how we relate to the world around us: What constitutes the threshold

8 Andrew R. Spieldenner and Jeffrey Escoffier, edRjll for Promiscuity: Gay Sex in an Age of Pharmaceuticals
(New Brunswick, Camden ; Newar k, Newl32Jer sey: Rutgers
9 Michelle Tea, ed. SLUTS: AnthologyPasadena, CA: Dopamine, 2023), 10.

10 José Esteban MufioZyuising Utopia: The Then and There of Queer Futuiigw York: New York University

Press, 2019)18.
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of the real? What is our degree of acceptance and incorporation of alternative truths? And how
do we reconfigure our relationship with visuality as the dominant regime of perception, in favor
of other senses or experiences? The 1970s allowed a momaritfof éxploration in this
regard, before the crackdown of conservative politics from the Ronald Reagan and Margaret
Thatcher eras that ensued, particularly in the work of feminist women writers. As | have
elsewhere argued, Pulitzer Prize winner Anniedbilis, to my knowledge, the first person to
have coinedtheterfns pi ri t ua,l 0 pirmmi sfcairidryce to her per me
spirituality when writing her booR Pilgrim on Tinker Creekn 1974.1! Shaped by her
simultaneous engagement with Christianity, Judaism, Buddhism, and Sufism in crafting her
per sonal myt hol ogi es, Bandjdumey thiwsgh Wrgimakwhere count s
nature consistently reveals itself as an immanent expreskiba sacred. In this view, a
capacious understanding of divinity as manifested in the natural world constitutes, as Mufioz
astutely highlights, a form of cruising across spiritual systems. While upholding a reverence for
t hese sacr ed stwritiaglis an examplke of spDiiudl feiaterpdefation as an act of
reclaiming personal autonomy as well as irreverent disobedience.
Asaconcepti s pi r i t ua lremainsaniticalottheidynamics of capitalistic
appropriation and exploitation of cultural differenotherworldly belief systems includéda
prevalent dynamic during the countercultural Brahe pop culture treatment of Asian, Middle

Eastern, and Western occult spiritualities, for instance, led to the ultimate ridicule of the New

1Juli 8n S8nchez Gonz§&lez, #fASpiritual Promiscuity, Psyctl
S o r ¢ @sychedélic Intersection€enter for the Study of World Religions, Harvard Divinity School, 2024,
https://cswr.hds.harvard.edu/publications/psychedetersections/spiritugbromiscuitygonzalez#referenceSee:

Annie Dillard, Pilgrim at Tinker CreeK New Yor k: Har per 6 sAnhkaDglard;fi Rheel iPgriecsns,,0 1 9°
accessed February 13, 2024ps://anniedillareblog.tumblr.com/biography

12 SeeAntoinette Molinié A The I nvention of Andean NewNew@gein The Gl ob
Latin America: Popular Variations and Ethnic Appropriatioresls.Renée de la Torre, Cristina Gutiérrez Zafiga,

and Nahayeill:i Ju8rez Huet3l5.(Leiden ; Bost on: Brill, 2
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https://cswr.hds.harvard.edu/publications/psychedelic-intersections/spiritual-promiscuity-gonzalez#references
https://anniedillard-blog.tumblr.com/biography

Age movement as a passing trepdsitioningit as a cultural taboo offering no significant
contributions other than essentializing and tokenizing what was perceived as an exotic other.
Together with the then persecuted breakthroughs of the psychedelic era and the rise of the
HIV/AIDS epidemic, the lilkk between spirituality, eroticism, and promiscuity, unsurprisingly,
receded to a subsidiary place in intellectual and artistic engagements when neoliberal capitalism
ushered in the 1990s. Alternativelys pi r i t u a |departs ramithe couatiibtitigrof
Black lesbian intellectuals, such as Audre Lorde and M. Jacqui Alexander, insisting on the value
of the erotic as a form of strengthening queer communities. Following cultural anthropologist
Jafari Al l ends inquiry ockgayhueer asarwidehtitymanemnt o f
the 1980s, this study seless pi r i t u a |as gso lbighly isfluemded by Black lesbian
radical thought and community activism since the 19764tingly, theidea of promiscuity
appears numerous times in Allenbs writing as
of sociality such as the heteronormative family. It also contends with the term as a queering
attitude to poststriucnhalrialysd astpemnsftoddudrael Gl
Arhizomatic, 06 as per Gilles Deleuze and Fel i x
generative encounters it may britfgdeyond reifying and transactional interactions, promiscuity
seeks to serve as a model for sustained and careful rapprochement to otherness.

Lordeds influenti al prose | ocates the not.
registers which are fAirooted in the pldower of o

Appealing to the embrace of noational knowledges, the feminist author is careful to not equate

BlafariAllen,Ther eds a Disco Ball b et wéarhamUxike UiverSith Rress,y of Bl a
2022) 8.

1bid., 1-23.

B“Audre Lorde, i UsleesSelected Wotkeof Aidre Lioridet Rodane Gay (New York, NY: W.

W. Norton & Company, 202029.
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the erotic with the idea of Agodo or an Aafte
organized religion, defer the enj d°Wocaliké of se
Dillard, this notion brings agency to the self and its immediate surroundings as an expression of
spirituality, or the sacred, always with a sense of responsibility and accountability towards the
experiences and feelings of othéfs. or dedés view of the erotic as t
spirituality and politics, one could argue, is central to her call for greater interdependency and
solidarities between women of color. She al so
mutual fondominant) differences lies that security which enables us to descend into the chaos of
knowledge and return with true visions of our future, along with the concomitant power to effect
those changeswhida n br i ng t h a t®Thioking af tbe liberatorg qualites of g . 0

the union of subaltern differences from a spiritual purview as a platform for political action
structures the theoretical framework of this
path, notes that a polismf opposition, necessary to gain minority spaces for visibility and

action, are not sustainable to fulfill a human need for interconnectedrressthe Trinidadian

feminist theorist, separation, whether racial, economic, or enforced contradict our sacred

connection with one another as it is mediated by eroticism and the #Bgeroposing a joint

study of Vodou and Santeria, for instance, Alexander attempts to delve into the cosmologies
through which a great number of W®&othelardei n t he

and Alexander, therefore, offer a generative platform for seeing the intersections of spiritualities

18 1bid., 34-36.

171bid., 35.

BAudre Lordefi The Master's Tools Will NMNaveSeletedWaksof Audre t he Mas
Lorde ed. Roxane Gay (New York, NY: W. W. Norton & Company, 202Q),

¥9M. Jacqui AlexandeRedagogies of Crossing: Meditations on Feminism, Sexual Politics, Memory, and the
Sacred(Durham,NC: Duke University Press, 2005)82.

20 Ibidem.

21 1bid., 299.
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as legitimate sites of embodied, political action. They insist on the need to infuse
intersectionality with interspirituality to account for nRbagemonic life experiences and
epistemologies.

I n its political i mplications and intersec
attuned to the work of Gloria Anzaldua and Cherrie Moraga, leading voices in Chicana lesbian
feminism and spiritual activism in the 198@sd whose writingghough varying in scope and
aims,have profoundly guided my resear@&@oth authors were instrumental in developing a
vocabulary that articulated the marginalization of sexual and gender difference within the
complexities of border cultures between Mexico and theéedritates. In 1981, describing their
approach to spirituality as a political pl atf
our spirituality provides us with no trap doo
our struggle. Wemustat i n t he €AaTheir godcepyualinaton tEldMurio Zurdo
a space for communion among Acol ored, queer,
was an explicit call for coaliteb ui | di ng wi th spiritual underton
heat. It requires both the alchemist and the welder, the raagiod the laborer, the witch and
the warrior, the mytismasher and the mytha k &3interéacial and interspiritual in nature,

Anzal d¥%a and Moragads editorial work was ambi
exclusion, marginalization, and financi al pr e
the 1970s, posthumously lpished ad.ight in the Dark/Luz en lo Oscurdevelops her theories
aroundNepantla a Nahuatl term for Hbetweenness, describing the experience of Chicanas and

sexually diverse individuals at odds with white, heteronormative culture. Expansive in scope,

2GI or i a AH Muado @urdag, ThisiBridge Called My Back: Writings by Radical Women of C@ds.,
Cherrie Moraga and Gloria Anzaldda (Albany, NY: SUNY Press, 20D5),
2 bid., 196.
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Anzal d¥%ads wr it i ngentsedodds Bs genes ccosasa(tiea nkoi nngsshti pa Il

of peopl es and nepantiergsraspirtualactigsts wimogesist éxealusions

based on race and cl&é<ommitted to a project of social healing grounded in communion

rather than opposition, Anzaldda and Mo&gdongside Lorde and Alexand@eradvocated for

minority solidarities as a means of resistance and intellectual visibility. Religion and spirituality

played a crucial role in structuring their thoughts, as these authors, in a spiritually promiscuous

ethos, inverted the traditional notion of the sacred as distant from the self and apolitical in nature.
Arguing forfispiritualp r o mi sas aithebrgtical model for studying performance and

installation art in the 1970s and 1980s also requires considering how comparative religious

studies have engaged with interspiritual and interdenominational cultural expressions as sites of

inquiry. Schdars Mircea Eliade and Joseph Campbell produced groundbreaking studies in the

1940s and 1950s on the similarities between mythical structures and rituals across religions.

Though controversial, their work continues to shape the study efiegemonic beliesystems

in relation to dominant religiosities, seeking commonalities in their expressions of the sacred.

Born in Romania in the early twentieth century, Eliade exemplifies an intellectual who

espoused and never disavowédfascist, ultranationalist, andrti-Semitic ideological stances

throughout his careéP.Nonetheless, his methodological contributions remain of interest,

particularly his attempts to link pi€hristianor pagan, Christian, and Hindu religious traditions,

myths, and rituals. IThe Myth of the Eternal Retu(f954), Eliade argues that through the

repetition of ritualistic archetypéssuch as sacrifices or dandesommunities enact an abolition

24 Gloria Anzaldiia and AnaLouise Keatirigght in the Dark = Luz En Lo Oscuro: Rewriting Identity, Spirituality,
Reality(Durham,NC: Duke University Press, 20183. SedGloria Anzaldia, Norma E. Cantl, and Aida Hurtado,
Borderlands: The New Mestiza = La Fronte@an Francisco: Aunt Lute Books, 2012).

BKrzysztof CzyUewski and Ti mot hyowSdhXenbpots; Visiors famrthe m, Fas c i
Borderland ed. Mayhill C. Fowler, 11732. Boydell & Brewer, 2022ttp://www.jstor.org/stable/|.ctv24tr89r.17

15



http://www.jstor.org/stable/j.ctv24tr89r.17

of linear time, returning t o *tHadescrbesthisagtheof a
Aanhistorical character of popular memoryo in
counterpoint to the modern perception of time as constant novelty and inescapable

irreversibility 2’ A few years earlier, Campbell, studying the mythical traditions of ancient Greek,
Roman, Native American, and South and East Asian societies, identified the figure of the hero as

a metaphor for the sources of human life and thought from which the pogsibienewal

emergesfAccording to Campbell, it is the herods r
and teach the | essons ?hHesebsanythologicalfiguesias of | i f e
statements of spiritual principles that, much

cyclicalretumd a concept he descr i bé&®uranserstahdngai c os mogo
myth and ritual has evolved to recognize them as direct responses to their historical contexts,
expressed through various |inguistic and perf
comparative propositions remain importansaiolarly attempts to challenge the growing
Enlightenment rationality of modernity, which emphasized progress and lin@4oitg recent
approaches to the cyclical worlds of Adfestern societies have been addressed in the work of
Leda Maria Martins, for instance, who argues for a conceptiih@& mp o e svpenr al ar o
discussing the performative religious rituals and dances ofBvaailian cultures?

Conceptually, the work of Catholinonks andheologians has also been instrumental in

thedef i ni ti on of terms for this research and th

26 Mircea Eliade, Willard R. Trask, and Jonathan Z. Sniittke Myth of the Eternal Return: Cosmos and History
(Princeton, NJ: Princeton University Press, 2035)

271bid., 46-48.

28 Joseph Campbell,he Hero with a Thousand Fagedectronic resource, (Novato, CA: New World Library,
2008),24-25.

29 |bidem.

30|bid., 186-187.

31 See Leda Maria Martin®erformances do tempo espiralar, poéticas do cagta(Rio de Janeiro, RJ, Brasil:
Cobogo, 2021).
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promi slobhe yMypstic Heart: Di scovering a Univer :
Religions Wayne Teasdale distinguishes between spirituality and religion, framing them as
individual and collective pursuit seligmds gr owt h,
connotes belonging to and practicing a religious tradition. Bepirgfual suggests a personal

commit ment to a process of inner3Hedutteed op ment
argues that spirituality encompasses contemplative practices, a disposition toward depth and
meaning, and a search for ultimate direction and belori§ifigasdale is known for coining the

term Ainterspiritualityo to describe the inte
Aopenness of people who have a viable spiritu
and commitment to theinne s ear ¢ h a c ¥ Resosatirg with the dpiriteaoligical o
perspectives of Black and Chicana lesbian feminists, Te@stlabeigh rooted in a different

intellectual tradition and subject positionaditpresents interspirituality as a socially grounded

tool that transcends tl@nfines of nationalism and tribalism in contemporary sociatis

proposition is deeply informed by the work of Trappist monk and theologian Thomas Merton,

who was instrumental in fostering dialogue between Catholicism, Hinduism, Taoism, and

Buddhism. Comparative theologian Francis X. Clooney, &té&n citesdVierton as a central

figure in moderrday linking ofEastern spiritualities and Catholicism. Clooney suggests that one

of Mertonbs greatest contributions to interre
as a mystical act, offering a bridge between traditions hailing from diverse cultural anstimg

background$®He under scores that Mertonds writings f

2Wayne Teasdald, he Mystic Heart: Di scovering a UNovalogGAs al Spi r
New World Library, 1999)17.

33 1bidem.

341bid., 26.

5 1bid., 4-5.

%Francis X. Clooney, fAThomas Mertono6s BadehsiClribtien st i an L e
Studies37 (2017):56-58.
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spiritualities allowed Christian doctrines to reconceptualize the relationship between self and
God in less rigidly divided terms, embracing a more expansive vision that includes the natural
world.3” Merton, Teasdale, and Clooney, therefore, share a vision of interspirituality as a catalyst
for human communion and door into a deeper understanding of the shared experience of the
sacred.

After the Second Vatican Council of the early 1960s, the Catholic Church underwent a
significant transformation, seeking a more direct and less hierarchical relationship with its
congregationin Latin America, two key strategies emerged: a greater acceptance of Indigenous
and Afro-diasporic belief systems, reflecting an interspiritual approach, and a stronger
engagement with disenfranchised urban and rural commutiifiéss redefinition of the
Churchés role among its popular base |l ed to t
Eddy Jos® Muskus notes, called for the Church
injustice® Peruvian priest and theologian Gustavo Gutiérrez, a leading thinker of Liberation
Theology, emphasized the present and temporal dimensions of individualadigfation. Rather
than prioritizing an eternal afterlife, Gutiérrez, through a Marxist leralertged reductionist
interpretations of the gospel that upheld the status quo and dominant tdisisasoteworthy,
therefore, that Alexander credits Liberation Theology as a historical reference for Third World
solidarity in her writings$! Similarly, literature scholar Alima Rosa Alvarez has linked
Anzal d¥%ads contributions to an ethos aligned

her concept omestizaconsciousness, this clasased proposition is both permeable and

%7 1bid., 53.

38 Eddy José Muskughe Origins and Early Development of Liberation Theology in Latin America: With
Particular Reference to Gustavo Gutiéri@yaynesboro, GA: Paternoster Press, 20023;136.

%1bid., 11.

401bid., 14.

41 Alexander Pedagogies of Crossing22-329.
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postmodern in its spiritual outlodk The intersection of spirituality and politics was also central
to the work of Nicaraguan priest and poet Ernesto Cardenal. Having studied under Thomas
Merton at the Trappist monastery in Gethsemani, Kentucky, Cardenal later founded a school for

selftaugh artists in the Solentiname Islands in the 11860s. Scholar Marcelaaggio argues

t hat Cardenal 6s work represents a form of mys

through praxis and political actiddF ol | owi ng Mert onds mentorshi
growing interest in Indigenous cosmogonies of Central and South America, including those of
Colombia, where he lived for a time, and Peru. The development of a grassrostsdeft
political project withn Catholicism thus contributes to the sense of locatedness, presentness, and
activismin favor of marginalized communitiggoposed in the conceptidfs pi r i t u al
promiscuityo

In discussing interspirituality, Teasdale acknowledgesthigatoncept is not of his
making as religious intersections naturally occur when societies come taijethether
voluntarily or, | would add, under forced circumstances. Rather, his work seeks to conceptualize
these intersections through their mystical and transcendental potewlgsdd, n Latin America
and the Caribbean, cultural and religious intersections have been widely examined in
anthropological, sociological, and art historical resedeadtding to the popularization of terms
such asnestizajecreolization, and hybridizatipmmong otherfRegarding the first term,
performance art scholar Diana Taylor argues tiegtizajé denoting biological and cultural
fusiond was initially deployed in the early twentieth century to legitimize nagtae building

by promoting an illusion of social unity that disregarded racial, gender, and sexual

42 Alma Rosa Alvarezl.iberation Theology in Chicana/o Literature: Manifestations of Feminist and Gay Identities
(New York, NY: Routledge, 200762-63.
“Marcel a Raggi o, AErnest o Car de nReligibpnsl4, nd 8 ®@023)3. Amer i can
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differentiation** However, she notes that Chicana feminist theorists have since reclaimed the

term to emphasize the unresolved aspects of MexAcaerican identities, shaped both by

cultural intersections and by the experience of living in a liminal border ép@oaversely, lie
philosopheilEdouardGlissant extensively exploreméolisation describingti  &son: & ai t [ é]
est dbéentretenir relations entre deux ou plus
renco(littrseor ol e [ é] is to maintain relationship
brought together in a meeting plageAs an ongoing relational process, he baséslisationin

theformation of creole languages, which retain distinct linguistic variations despite their

fusion#® Meanwhile, Néstor Garcia Canclini popularized hybridization to describe sociocultural
processes that merge to form new structures, objects, and practices. His appecadtural

intermixing within a broad, globalized framework that extends beyond race, religion, and

language to include the influence of advanced technologies and modern and postmodern social

processe$’ Garcia Canclini describes an additional terymcsetism as belonging to a larger

process ohybridization,signalingair el i gi ous fusions or fraditiol
With this conceptual framework in mind, the t
Canclinidés framing of syncretic processes wit

t his text 6s foregrounhdragueen ethosoonrefusddesving as aociopolitical

platform for coalition buildinghat reminisces Black and Brown feminist thought as well as

44 Diana Taylor,The Archive and the Repertoire: Performing Cultural Memory in the Ame(ashamm NC:

Duke University Press, 20034-98

45 1bid., 99100

46 Edouard GlissanfTraité du towtmonde(Paris: Gallimard, 1997p5. Glissant notes in this publication when

referring tocréolisationas a socially determined occurreic&on f ait [ é] est dbdéentretenir
plusieurs 6zonesd culturelles, convoqu®es en un |ieu d
6zonesd6 linguistiques diff®renci ®es, pour en tirer sa |
47 Néstor Garcia CanclinHybrid Cultures: Strategies for Entering and Leaving Moder@itinneapolis, MN:

University of Minnesota Press, 2005)XXI1 -XXXIV.

48 bid., 11.
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progressive Catholic theology. As suchsaeks to carve out an alternative discursive space that
redefines the relationship between spiritual and political actibiesyond an academic
sociological undertaking.

More recently, an interdisciplinary group of researchers, including Gustavo Morello S.J.,
Catalina Romero, Hugo Rabbia, and Néstor da Costa, dastrdeatin American religious
landscape as one shaped by ongoing interactions between institutionalized religions and
individual spiritual beliefs. By foregrounding the coneeptienc hant ediiimioded ni t vy
r el i §thepersonal and communal spaces of spiritual practice and negétigdimauthors
emphasize believers as active creators and agents odwreiraditions rather than passive
recipients of religious impositions and dogrfiéslore importantly, their argument highlights
the role of marginal religious and spiritual
and modern histories, where simultaneous expressions of Catholicisrdids$pmric, and
Indigenous beliefs coalesced Thi s hi st ori cal background conti
religious composition today, including, for instance, the rise of Pentecostalism as an emerging
denomination. The group contends that Latin American believers have thus been shaped as
imoderanut onomous subjects who craft thelr reli
The lens of enchanted modernity, therefore, emphasizes an atjarery approach to the
development of religiosities and spiritualities in Latin America, moving beyond dichotomies
between public and private, as well as sacred and prof&imilarly, the conceptai s pi r i t ual
pr omi sasuodutlihed id my argument, stems from the volition of individuals and

communities to craft their own notions of the sacred from a betipmperspective. However, by

®Gustavo Morello SJ et al., HAAn Enchanted Modernity: M:
Critical Research on ReligioB, no. 3 (December 2017):19

50 bid., 318.

51 1bid., 317.
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focusing on case studies from the aftermath of the countercultural era, the term also underscores
gueering tactics that resist predetermined assumptions of respectability, particularly in relation to
racial, gendebased, and sexual identifications.

Cultural historians Ricardo Martindgzsquivel and Pablo A. Baisotti further assert that
the interactions between the religious and the secular, as well as belief systems considered to be
outdated and modern are a staple in the Latin American social atudtnd political context?
In the transition from the nineteenth to the twentieth century, the authors underscore, beliefs
systems in the region were subject to a fAmark
engage with religious and spiritual traditions. Including &tranity as well as Judaism,
esotericism, Freemasonry, Theosophy, and Orientalism, individuals crafted new and original
religious systems that exceeded theological d
t he s> Muchdikk Morello and associates, MartirEgquivel and Baisotti locate in the
Latin American context a distinctive expression religious experiences foregrounding pluralism
and a proliferation of religiosities and beliefs directly influencing a revivAfaf-diasporic and
Indigenous spiritual interest in the beginning of the twdinsg century®>* Within this
framework, a spiritually promiscuous approach based on case studies from the 1970s and 1980s
seeks to highlight a pivotal moment in artistic creation where the confluence of these religious
and spiritual systems coalesced before the adveheafew millennium. Expanding on the
Aenchanted modernitieso appr oaMesternmamidVedteme per m
spiritual systems, this study aligns with the idea that this intersection of belief systems allowed a

redefinition of the sacregositioning the body and the self at the center of this shifting dynamic.

52 pablo Alberto Baisotti and Ricardo Martinez Esquivel, édsdernity of Religiosities and Beliefs: A New Path in
Latin America from the Nineteenth to the Twehritgt Century(Lanham: Lexington Books, 20213,

531bid., 5.

541bid., 6.
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Asaresulti s pi r i t u a lis apromositiorstiatlis rdotedin the particularities of the
religious experiences of Latin America and the Caribbean. It signals these cultural intersections
as forerunners of a contemporary cultural process of widespread spiritual miscegenation taking
root in spaces outside of the region as an ethos of sociopolitical resistance.

Indeed,lh e e mer gence o inthalatditgehtietb and eardy ¢cng-lirstt o
centuriessaw the rise of, as historian Nile Green remiriidg,| t er nati ve i ntell ect
cultural hybridity, and transcol®Fo Gradn theet wor k
term Aocculto refers to the different outputs
time as they claimed access to hidden knowledge and power while performing specialized
techniques®Thr ee years before the publication of Mo
enchanted modernity paradigm, art historians Christopher M. Scheer, Sara Victoria Turner, and
James G. Mansedingaged with the principle behind global occultism by launcthiag
exhibition Enchanted Modernities: Mysticism, Landscape, and the American &¢estmpanied
by a publication in 2019. This curatorial project offered an innovative perspective on modern art
practices in the United States, highlighting the influence oftreemonic spiritualities
particularly Theosophy on the arts of California, Azbna, Utah, and New Mexicd Following
Hel ena Bl avatskyds vision of thleenchAnmendi aan Wes
termlater discussedhe authors provided a groundbreaking avenue of inquiry that positioned
spirituality as central to the development of artistic languages. This perspgeo@dened our

understanding ahe work of painter Agnes Pelton and the New Mexiesed Transcendental

®Nile Green, fThe GI o blHidtoryOfRReligidn®4, noAr(2015884.r oduct i on, 0
56 |bidem.

57 Christopher Scheer et al., edsnchanted Modernities: Theosophy, the Arts and the American(Mépsn,

Somerset, United Kingdom: Fulgur Press, 2019)3.
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Painting Group of the 1930s and 1940s, including members Emil Bisttram and Florencé®Miller.
Similarly, Tracey BHmnsatakkont: PainsngsZod theSFuteretthe b i t i on
Guggenheim Museum contributed to a mainstream reassessment of the Western modern art
canon, centeringnehegemoni ¢ spiritualiti esgrasdbreakingr i t i c ¢
painterly practice emerged from her participatioiflive Five a spiritist group active in early
twentiethcentury Sweden, preceding the work of male abstract painters such as Piet Mondrian or
Wassily Kandinsky. The coll ectiveds ocreateual i st
a series of monumental abstract paintings in collaboration with her fellow metfigys.
chall enging the rationalist narrative of abst
recent historiographical shifts in Western art history that resonate with emerging theorizations in
Latin American religious studies. Altogether they gsbape to an emerging intellectual
constellation of shared scholarly concerns around the study of the global occult across disciplines
and geographiedas a term, therefore, Aspiritual pr omi
American and Caribbean intellectual histories, but also contends that the intersections between
spirituality, politics, and artistic practices are not exclusive toatled nonWestern world.

It is therefore essential to addres® tkey art historiographic referencist recurrently
emerge in the literature relating occult spiritualities and Westeant While gaining increasing
attention in recent Conperainggthe Spitua isa Arbriginalandi ns ky o
published in 1911, was foundational to pioneering curatorial and publication projects throughout
the twentieth century. In this work, Kandinsky asserts that anmaderialistic approach to

artmaking is the only means of expiliegshigher states of consciousness, achieved through the

58 |bidem.
59 See Tracey Bashkoff, eddjima Af Klint: Paintings for the Futuré@ew York, NY: Guggenheim, 2018).
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channeling of feeling and emotiéhAlthough he reinforces a typical modernist dichotomy

bet ween primitive" and civilized" cultures,
which incorporated elements of Indian religiosity to access a suppressed inner knowledge. He
viewed this opemg as essential to countering the materialistic excesses of his time, a condition

he and many artists attributed to the Industrial Revolution of the previous c&rfimyilarly,

cur at or Ma u rThecSeiritugluncAh: Alasmadt $ainting 1891B85 organized at the

Los AngeleCountyMuseumof Art (LACMA) in 1986, directly referenced Kandinsky while

offering a comprehensive examination of the relationship between occult spiritualities and

modern and early postmodern Eukmerican art. Drawing on twentiettentury art historical

scholarship particularly from the 191080s and the 196080 Tuchman identified

unmediated access to a spiritual source as central to the mygsticét explorations of these

periods, in contrast to the hierarchical structures of institutionalized religion. He further argued,

as Green would later affirm, that these alternative spiritual systems amalgamated diverse
influences, from canonical texts such as the Bible to mysticahgs, heretical sects, Native

American beliefs, and Eastern philosophies and religiofibrough this richly illustrated study,
Tuchman outlined five primary Ai mpul seso or m
abstraction: cosmic imagery, vibration, synesthesia, duality, and sacred geofhetiids.

neither Kandinsky nor Tuchman directly addressed the issue of cultural appromidtien

presence of Afraliasporic thought and spiritualities as essential to the rise of modebutim

50 Wassily KandinskyConcerning the Spiritual in Artrans. Michael Sadleir (Auckland, New Zealand: The
Floating Press, 191140.

511bid., 23; 4243.

52 Maurice Tuchman, edThe Spiritual in Art: Abstract Painting 1891885(New York, NY: Abbeville Press,
1986),19. Also refer to: Linda Dalrymple Hendersofhe Fourth Dimension and Ndfuclidean Geometry in
Modern Art(Princeton, NJ.: Princeton University Press, 1983); Charlene SpratmalSpiritual Dynamic in
Modern Art: Art History Reconsidered, 1800 to the Preg¢iietv York, NY: Palgrave Macmillan, 2014).
531bid., 32.
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acknowledged albeit from distinct perspectiv@sthat spiritual approaches to artmaking
facilitate connections across belief systems through acts of referencing, borrowing, and
visualizati on. Met hodol ogically, Tuchmands in
of this dissertationbs conceptualization and
specific set of artistic expressions witlirbroader discourse of exploratory interspiritual
understanding through the arts

A year after Tuchmanés exhibition at LACMA
Sturges organizedrt of the Fantastic: Latin America, 192®87at the Indianapolis Museum of
Art. This comprehensive exhibition featured artists of diverse nationalities, defining fantastic art
as the Ajuxtaposition, distortion, or amal gam
experience by contradicting ourmenal expect ati ons f o%Tmemshowy or i
positioned the fantastic as a central artistic theme in Latin America throughout the twentieth
century, identifying key visual strategies such as metamorphoses, incongruous hybrids,
dislocations in time and space, and shifts in scale and madeaklof which disrupt the
perceived natural ordé?Un | i ke Tuc hmanos Aeofthe Hanitastididnof howeve
explore the presence of the fantastic in abstract or concrete art, instead focusing on figurative,
surrealist, and expressionist styles across three generations of artists, inétrdimggance,
Tarsila do Amaral, Beatriz Gonzéalez, and José Bedia Valthéscurators argued that religions
and spiritualities of Western European, Indigenous, and-@ifisporic origind and their
intermixingd were significant in shaping fantastic expression in the region. They also contended

that, unlike their North American pes, the selected Latin American artists explored the fantastic

64 Holliday T. Day and Hollister Sturgeart of the Fantastic: Latin America, 19287 (Indianapolis, IN: Indiana
University Press; Indianapolis Museum of Art, 1988,
85 |bidem.
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as a means of reflecting on the sociopolitical systems in which theyPfidey, and Sturges
traced an evolution in fantastic expression across generations: from the utopianism characteristic
of early avangarde artists to the existentialism, and finally to coping mechanisms such as
humor, irony, and theatrical exaggeratiorthe 19808’ While the exhibition served as a
val uable thematic roadmap for transnational
significant contribution linking spirituality and politics, the curators persisted in framing North
and South American engagengewith the fantastic and spirituality as inherently distinct. Even
as they sought to avoid the stereotype of Latin America as a realm of atemporal or backward
mythologies, their omission of contemporary research and curatorial projects exploring similar
theme® particularly relating taifferent cultural and geographic contextsltimately
reinforced this view. The issue was not only the superficial association of Latin America with the
fantastic and the spiritual, which remains a necessary and importamtakiog, but also the
implication that these themes were, in general, particularly more political and pronounced than in
the EureAmerican world.

Art of the Fantastipreceded the groundbreaking yet controversial exhibNiagiciens
de laterre, held at the Centre Georges Pompidou and the Grande Halle de la Villette in Paris in
1989. Curated by Jedtubert Martin, this monumental exhibition brought together artists from
diverse artistic traditior@s both formally trained and selhugh® across Afica, Europe, the
United States, Oceania, Latin America, and the Carib®s@redited with ushering in an era of

neoliberal and globalized exhibitienaking,Magiciens de lderre challenged the anachronistic

56 |bidem.

57 1bid., 41; 122122; 175.

58 Household names and less@own artists from the latter two groups included anvalle selection: José Bedia,
Bien Aimé, Julio Galan, Enrique Gomez de Molina, Alfredo Jaar, Felipe Linares, Mestre Didi, Georges Liautaud,
Cildo Meireles, and Ronaldo PeriRego.
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tendency of Western societiestorelegatesol | ed fAarchaico artists to
denying thema conterporaneity?® Seeking to dismantle aesthetic hierarchies between academic
and popular arts, Martin deliberately employed the teamagieandmagiciengdmagic and
magicians) as alternative descriptors for art and artists, circumventing the historical and
ideological weight these concepts carry in Western discourse. However, given that such terms do
not always exist in the cultural frameworks of fearo-Americanartists, Martin instead
proposed, in a manner reminiscent of R@manticsublime or the ineffable, that magic and art
share an inexplicable, yet powerful, influence on the viéluas literary scholar Maureen
Mur phy observes, a notable aspect of the exhi
finonWesterm contexts to creat@ situworks imbued with a magical and spiritual dimension,
countering their decontextualized perception as atemplorait, as literary scholar El Hadiji
Malick Ndiaye underscorebagiciens de lderre ultimately placed greater emphasis on popular
artists in an effort to position magical and spiritual forces as integral to Western art, thereby
reinforcing a politics of obliged representation and, as a consequence, exthsim like Art
of the FantasticMagiciens de lderre sought to draw connections between various spiritual
systems but lacked methodological and conceptual rigor in doing so. Addressing this
historiographidensionand acuna i s a centr al ai msofi rtitiuaal di
pr omi sas athebrgtical framework.

The mixedinternational eception ofArt of the FantastiandMagiciens de lderre

contributed to Latin American historians and curators distancing themseitiesounted

59 JeanHubert Martin et al., edsMagiciens de La TerréParis: Editions du Centre Pompidou, 1989),

1bid., 9.

" Maureen Murphy, "DeMagiciensde laterre © | a gl obal i sation du monde de | 6
historique,"Critique d'art no. 41 (June 24, 2013:4.

El Ndi aye, Had] iMakvMgArtiGohal (Pait B:eMagdiceng deold terre 1989; Magiciens de la
terre.: Ret our s ur bylrSeeds A.fCohe8 otliaoln, |& gleanHliad Maer di6E t dide s
Africaines56, no. 223 (2016): 75857.
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exceptionsfrom themes related to spirituality throughout the 1980sstead, they prioritized
engagements with socioeconomic and political issues, as well as racial and gender identities.

Mari Carmen Ram2rezods critigqgue of 1980s art h
exemplifies this shift. She argues thatsuchendea s fil ed [ é] to the compi
reservoir of &éprimitive,d 6exoticd sources th
resulted in an alternative projection of modernity based on the irrational, the primitive and the

u n c o n s’¢Foausing ot of the FantasticRamirez contends that the exhibition relied on

a primal, ahistorical, and instinctual portrayal of the region, positioning the fantastic as

Asomet hing outside the real, predicated in op
Latin/European, irai onal / r at i GIn leel shailpiciitique, she omylerssores how this
pervasive dynamic of othering confines Latin American and Latina/o artisfgesenting a vast

array of cultured within one or two conceptual frameworks, forcing them to continually
demonstrate or stagethei Aiaut henti cityo as a means of resi

narratives’® In the anthologyBeyond the Fantastic: Contemporary Art Criticism from Latin

America( 1995), Gerardo Mosquera echoes Rad2rezbs

73| am grateful to art historian and curator@hdineChavoya forpointing at a number afxhibitions of Latino/a/x

in the United Statethatkept a thematic throughline grounded in spirituality throughout the 1980s and 1990s. These
include, among other§hicano Expressions: A New View in AmericanafNTAR Latin American Gallery

(1986; Carmen Lomas Garza, Lo Real Maravilloso /The Marvelous: The®¢haé San Francisco Mexican

Museum(1987); Ceremony of Memory: Contemporary Hispanic Spiritual and CeremoniatAlenter for

Contemporary Art§ Santa Fe (388); El Corazon Sangrante/the Bleeding Heatrthe Institute of Contemporary

Art Boston (B91); Ceremony of SpiritNature and Memory in Contemporary Latino AttSan Francisco Mexican

Museum (993; andiméagenes e Historias/Images and Histories: Chicana Aliapired Artat Santa Clara
Universityds De Saisset Mus e umthissegard, drahifedct Warrenlamegalss i t y Ga |
pointed at EI| Ruaifisnng Spititedlityexibition from ©999, curated by then director of the

institution Susana Torruella Leval.

“Mari Car men Ram2r ez, 0 D e ResigitgiCatégariesnlatin Braericamgand/or Latno?i ons , 0
Critical Documents of 20t€entury Latin American and Latino Art, v. |, eds. Héctor Olea, Mari Carmen Ramirez,

Tomas YbarreéFrausto (Houston, TX: Museum Fine Arts Houston, International Center for the Arts of the

Americas, 2012)921.

S 1bid., 923.

¢ 1bid., 928.
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particularly among European and North American audiéndesat Latin American art should

embody the marvelous. Seeking to counteract t

to fairly represent the ver na cluresabal@dnsingphe of us e

portrayal of erudite and popular art as well as Afrasporic and Indigenous cultural

expression$’ The work of Ramirez and Mosquera provided essential critiques against the Euro

American construction of the fantastic as a representational burden for Latin Americad artists

one that effectively excluded them from broader art historical and curatodaudsg for years.

However, their analyses did not engage deeply thi¢gines related to the role spirituality,

which, as Day and Sturges suggested, constitutes a key element of the fast@astitoleAs a

result, spirituality became sublimatedthe rejection of the fantastic. Its potential as a site for

creativity, liberation, and sociopolitical action remaitedely overlookedtransformingt,

paradoxically, inta discursive taboo derivirfgpm a EureAmerican essentializing impulse.
Building on Mosquerads contrirbonetracenttys, art

critiqgued Art of the Fantastidor establishing a restrictive framework for analyzing Latin

American art. While the exhibition sparked cu

characteristics, Bernal argues that it also reinforced colonial and cultural fxhgitionally,

Ber nal examines the conceptual ori gi tosealof Cub

maravilloso americandfirst coined in 1949. Carpentier described this phenomenon as the

spontaneous manifestation of miracles, alterations, revelations, illuminations, and expansions of

reality, leading to the s éArgungthaithiscencgpter i ence

" Gerardo Mosquera, edeyond the Fantastic: Contemporary Art Criticism from Latin Ameflicandon: The
Institute of International Visual Arts, 1999)5.

8 Maria Clara Bernalyas alla de lo real maravilloso: el surrealismo y el Car{iB®gota, Colombia: Universidad
de los Andes; Ediciones Uniandes, 2Q08).

" 1bid., 34-35.
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represents a distinctly Latin American expres8iavhere reality becomasnore realthrough its
marvelous qualities Carpentier, Bernal contends, ultimately contributes to the myth of the
region as fantastic, primitive, magical, and anachroniatangside its Indigenous and Afro
diasporic religious and spiritual landscapt#/hile thisposition openly challenged surrealist
interest in the otherworldly as an expression of the unconsciaisultaneously reinfoedan
essentialized view of Latin American cul tures
expression of the fantastic, Bernal subsumes the intellectual and sociopolitical potentials of
spirituality withinlo real maravilloso Notably, both scholamdeliberately @erlook in their
oppositional arguments that Day and Sturges did, in fact, acknowledge sociopolitical
considerations and a sense of locatedmef¥e work of artists operating within their problematic
rubric of the fantasti especially those emerging in the 1980s and beyond. While Ramirez and
Bernal offer critical insights into how definitions of Latin American culture have been shaped by
esseritlizing lenses, their methodological approaches bypass a more nuanced engagement with
spirituality as an analytical framework. By contrast, this dissertation is invested in the spiritual
imaginations, redefinitions, and transgressions that coexisteaxiithitions likeArt of the
FantasticandMagiciens de la terrén the 1970s1980s. It embraces a spiritually promiscuous
propositio® one that reclaims the supernatural and the otherworldly not as mere categorial
pigeonholing but as a site where Latin American, Caribbean, and Latina/o/x creatives asserted
their autonorg through deeply embedded sociopolitical commentaries at a transitional moment
between modern and postmodern cultural expressions.

Unl i ke Day and Sturgesdéd show, numer ous Chi

engaged with spirituality to explain the development of the contemporary artistic processes of

80bid., 54; 78.
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MexicantAmerican communities in more grounded, locally rooted terms. In 1986, the exhibition
Chicano Expressions: A New View in American éutated by artist Inverna Lockpez, Tomas
YbarraFrausto, Judith Baca, and Kay Turner, addressed, among other topics;oduyonbian

revival of Chicano muralism, alongside its spiritual imagery and connotations, which was
characteri st i crtistidexprebsmns inohe E&UsAIsd rélevant to this

conversation at the time was the work of TelRasn artist Carmen Lomas Garza as well as
Californiaborn artist and curator Amalia Me8ains. The exhibition€armen Lomas Garza: Lo

real maravillosocurated by Tomas Ybarfarausto in 1987, an@eremony oMemory New
Expressions in Spirituality Among Contemporary Hispanic Arttstsated by Mes®ains in

1988 are key examples of an endogenous, legitimizing engagement of spirituality as an analytical
category?? This trend would continue for Chicanx and Latinx art and artists well into the 1990s,
with exhibitions, such as Olivier DebEtoi se, E
corazén sangrantifom 1991, andCeremony of Spirit: Nature and Memory in Contemporary

Latino Artandlmages and Histories: Chicana Altémspired Art,both curated by MesBains in

1993 and 1999, respectivéf/Altogether, these shows provide us with an example and
counterpoint to the nuanced ways in which spirituality informed the curatorial purviews of

exhibitions in the United States, particularly those related to Chicana/o cfftures.

81 Inverna Lockpez et aChicano Expressions: A Newiew in American ArfNew York City, NY: The Gallery,
1986).

82 Tomas Ybarra-raustoCarmen Lomas Garza: Lo real maravillog8an Francisco, CAfhe Mexican Museum,
1987); Carmen Lomas GarZaeremony of Memory: New Expressions in Spirituality Among Contemporary
Hispanic ArtistSanta Fe, NM: Center for Contemporary Arts of Santa Fe, 1988).

83 Olivier Debroise, Elisabeth Sussman, and Matthew Teitelb&liograzén sangrantéBoston, MA: Institute of
Contemporary Art, 1991Amalia MesaBains,Ceremony of Spirit: Nature and Memory in Contemporary Latino
Art (San Francisco, CAfthe Mexican Museum, 198); Amalia Mes&Bains,Images and Histories: Chicana Altar
Inspired Art(Somerville, MA: Tufts University Art Gallery 1999).

84| extend my gratitude to Professor C. Ondine Chavoya for bringing these exhibitions to my attention.
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The turn of the centurymoreovergave way to @&ollaboration between religious scholar
David Morgan and art historian James Elkisesttinga useful academic precedent for
legitimizing the theorization of religion and spiritualityBiuro-Americanart history. Preceding
Morell obs and Turner 6s r e sltheaanaytical caMgoriegafn and E
Aenchant ment , 0 fdrFresnecrhcaa mtemetndt ,too ahndg hilrieght t h
sacralization and secularizatiahplay n modern soeities®® In a separate text, Morgan defines
enchantment as deeply imbued in human desire, manifesting in experiences of losing control to
the forces of sex, ambition, power, and domination, among others. Indeed, to be enchanted, he
notes, can also be understoodabe charmed or bewitched, positioning the subject in the
agentic position of accommodating their desires or in the subjugated position of being subsumed
in the power of an object or imaffeAs a relational experience, enchantment, and its opposite
disenchantment, Morgan establishes, is a quintessentially irrational characteristic of modern life
that does not only apply to the rorodern, be it, | would add, humans in alternative epistemic
regimes or geographiéé The religious scholar further argues that myth is an inherent expression
of enchantment and of human consciousness, offering purpose, power, hope, and social
cohesion. He contends that within the tension between enchantment and disenchantment, social
contol by authorities coexists with strategies of resistance and emancéipatymamics that
permeate institutions such as the church, the military, corporations, governments, andthe arts.
In extending a material culture approach to the study of enchantment in artistic practices hailing

from the EureAmerican world, Morgan is a leading voice against the fallacious premises of an

8 David Morganfi Enchant ment , DE rs @ n & rh tarReEmthamémented®.eJames Elkins and
David Morgan (New York, NY: Routledge, 2009)3.

86 David Morganmages at Work: The Material Culture of Enchantm@tew York, NY: Oxford University Press,
2018),2.

8 1bid., 10.

88 |bidem.
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early to late modern rationality in both the making and reception of art. His work represents a
momentous methodological contribution to the study of spirituality in art historical writing, as
this project aims to db not by questioning the existence oftear beliefs, but by focusing on
the effects that images or performances related to spiritual and religious beliefs have on us and
our worldviews®®

El kins, meanwhil e, observes that despite m
rationalized, Enlightenmest r i ven view of artds autonomy, tra
beliefs persist in modern art throughout the twentieth century, maniféstagious forms from
Theosophy to Christiani$$Though deci dedly Western in scope,
provided an initial, multivocal, and ndnierarchical space for discussing the intersections of
religiosity, spirituality, modernity, and art. In the seminar responses collected in their book,
religious scholar Sally M. Promey and art historian Jens Baumgarten critique the universalizing
Western framework that assumes these concepts apply across cultures. Promey, for example,
challengdt he Apresumptive definitions of O6religior
secul ari zat i on °Baumgaites, indufn, emphesizemeet! tp recognize
multiple modernities, arguing that in the Iberoamerican wdoitttluding his native Brazll the
supposed archaiersusmodern dichotomy reflects both the legacy of European thought and the
enduring proximity of religion to everydaydi®? Unlike the way art historians and curators have
dealt with the question of spirituality in the past, these interdisciplinary spaces between art

historians and religious scholars established key insights for developing a greater sense of

89 David Morgan,The Thing about Religion: An Introduction to the Material Study of Relididhapel Hill, NC:

The University of North Carolina Press, 2024

OFEl kins, fAEfchant ment, o

91 Sally PromeyfiExpanding Conversations: Theories, Histories and the Study of Contemporary PractiRes,
Enchantmenteds. James Elkins and David Morgan (New York, NY: Routledge, 2229),

%2Jens Baumgartefi, Ar t and Rel i gReBnechaBreeyteds dames &lkins and David Morgan (New
York, NY: Routledge, 2009), 24955.
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sociocultural sensibiftwhen discussing the link between artistic expressions and spirituality or
religion.

As this study examines performative and installation art, it also seeks to engage with
Promeyds scholarship on religious practices t
Advocating for a sensorial turn that shifti@ focus away from a materialistic insistence on
religious practice, Promey aims to Adismantl e
historically cast the religions of those deemed-nomd er n as f eti shistic or
This framing, she arguestems from the racialization oéssory perception, emotion, and
materiality®® Promey further contends that modern secularization shaped thé\B@rican
paradigm of modern art history bgocadlesnoncti ng t
Western traditions from whichmanyavanar de arti sts drew inspiratdi
preoccupation with the Aprimitiveo other | ed
creation, reinforcing a binary between the civilized and thenwéen, the desirable and the
undesirablé@*T h i s , I contend, contr i butAmaricdanartisicpi r i t u:
practices primarily through abstraction, as the figurative elements of both the fetish and the idol
were suppressed. Abstract forms, perceived as evoking higher statescbusness, aligned
with what was perceived as corresponding higher aesthetic refinement. From an art historical
perspective, Thomas Crow has also recently examined the overlooked influence of Christianity
on modern art, highlighting religious paradigin the work of major twentietbentury artists
such as Mark Rothko and Robert Smithson. Hi s

with firevealing clarity of form [over] doctri

% sally M. Promey, edSensational Religion: Sensory Cultures in Material Practitew Haven, CT: Yale
University Press, 2014), 5
% bid., 8.
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intell ectual magneti smo resonates with Promey
to the materiality of religiogandnRr esmaeyds ual
scholarship signal a growing multidisciplinary interest in understanding belief systems within
artistic practicd one that unapologetically positions private and public expressions of
spirituality and religiosityacross cultureas legitimate sites of research.

Given the importance of understanding the relationship between art, spirituality, and
politics from a crossultural perspectveBaumgar t en response to EI kin:
is of particular relevance. His aito proposédridging the gap between fine art and popular art is
essential to accounting for hybridized expressions of religiosity and spirituality across Western
andso-callednonWestern traditionsT hi s vi ew aligns with Morell oo
Aenchant ed moder nwherelivedi unmetiaed befief skstems plag a |,
fundament al role in shaping the regionbs reld.
philosopher and theologian Xavier Gravehd r ol e6s di scussion of Aspi |
suitable term for decribing various Indigenous ways of life. Rejectthg colonial weight of the
term fArel i ¢gliroeh] ghGrghésdNati ve pspoipditgdés cl ai m
permeable and able to designate multiple believes surrounding the idea of dlitetitsr
encapsulatetheir relationships with the land, territories, sky, and natural resotit&es.
Baumgarten, therefore, accounting for different systems of art and religion is necessary to
establishear@metcal approacho that can discern

frictions, superimpositions, and contrasts between contempotagdareligion from a broader

% XavierGravendT r i ol e, fAQuid |l e spirituedm®r iGREN®@mEsEohegiine et tour
Spirituel, Approches Transdisciplinaires de La Spiritualité Dans Les Arts et Les Scenie@aude Le Fustec,

Frangoise et Jeff Storey (Paris, France: Editions Modulaires Europeennes320GsaventT i r ol e 6 S as s e s s me
follows after he final declarations of the 2013 symposium of Indigenous peoples at the United Nations in Geneva.
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perspectivé® This methodological challengesituated at the crossroads of postcolonial and
interdisciplinary thinking helps explain why interspirituality has not been extensively

addressed in art historical research, despite clear instances of such intersgdgtigndace

across regions and cultures in the modern and contemporary eras. As a theoretical proposition
rooted in decolonial thought and practiies pi r i t ualr epcrad nhiss cWiail ttyedr Mi gn
rejection of universalizing frameworks as a strategy to dismantle the fictions of modamity

this case, the aesthetic and religious/spiritual hierarchies that sustaiff fieenatomized, city

based, and intellectually and spiritually permeable platforsnp i r i t u a lproposes mi s c ui t
further reinforces what Mignolo describes asphgiversality of the decolonid@ a project that

coexists in both conflict and collaboration with hegemonic epistemic and theological régimes.

As a resultthe termseeks to open an unorthodox space for deliberation, bridging the

methodological and disciplinary gaps Baumgarten identifies through the study of performance,

ritual, ecstasy, and communion between human andhaoran entitiesThrough this

perspective, the recognition of the natural world as imbued with spiritual and otherworldly

gualities that are accessed through the power of communal actions becomes paramount.

I n addition to Al efeminist ineagestBlackiRadical thdught, i on s t
Afro-Caribbean literary scholar and intellectual Sylvia Wynter also informs my argument on the
validityofis pi ri t ualasp rao-nihnsectuae t y 6al 06 approach | i nki
religion from a subaltern positionality. Li ke
being human seeks to dismantle Enlightenreeat rationalist epistemological hierarchies that

hawe shaped Western conceptions of huilyaiRather than grounding the human condition

®Baumgarten, AArt amd25Rel i gi on Beyondé, o

“Wal ter Mignol o, @AWhat ? DwoGnDecodldnialifeCancepts, dAnabties; RPrdxais i z e
Walter Mignolo and Catherine E. Walsh (Durham, NC: Duke University Press,, 20088)09; 111112.

%8 |bid., 147.
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solely in biological determinism, Wynter argues tlogios(words)or mythoi(myths) serve as

fundamental storytelling mechanisms through which we define ourselves and, by extension, exist

in relationtoone anothdBui | di ng on Frantz Fandwhérs noti on
biological (skin) and sociological (masks) identifiers coéxiétynter highlights the ecumenical,
interconnected, relative, and relational nature of being human. She urges us to think
transcosmogonicalljo acknowledge distinct yet interlinked narratives of human origins and
ontologies, ultimately advocating for mutual comprehension across social groups, regardless of
racial identificationt® While rejecting a biologically determined ontology of humanity, Wynter

also calls attention to the entanglement of modern racial and aesthetic hierarchies, which have

been constructed in opposition to one another. This is what Wynter terms an esdesttial ac
Adysbeing, 06 a neologism derived -diasppio C®s ai r eb
individuals were forced to exist in a state of ontological wronghésgh embodied and enacted

through assimilationist tactid8' At the core of her argument, therefore, lies an invitation to

coalition building if the premise of this organizing structure is unveiled. This awareness would

require either rejecting the designation of #i@ing imposed on marginalized social groups,

sud as Black people, or recognizing the privileged position that defines what is considered

human within white, heteronormative, and Christian hegemonies. By foregrounding queer theory
and affect, a spiritually pr omking,@articuadyingter spec
interspiritual or intermythical analysis and its refusal to conform teeptablished racial and

aesthetic hierarchies of being.

9 Sylvia Wynter and Katherine McKittricii Un par al | el ed Catastrophe for Our Spe
Di fferent Fut ur $ylia\@mtervOn Bang Himamas Praeés.iKatherine McKittrick (Durham,

NC: Duke University Press, 2019)6-18.

1001hid., 54.

101 1hid., 60.
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Wynterds schol arship guides my argument in
further interweaving the study of the three proposed case studies. Her interest in the world
making potential of storytelling recalls the essential contributionsof JLiAusis t heory of
performative. Austinds theorization of an utt
Aappropriate circumstances, 0 which typically
should also perform certain other actions, Wwhetr 6 p hysi cal 6 or Omental 6
uttering fw%Fordradlyrtransnoittedinsyth and its associated performative actions to
be effective, Wynter and Austin suggest that a relational, communal aspect of legitimization
through shared actions must also take place, granting them symbolic meaning and social
gravtasd whether for inclusionary or exclusionary aims. In thinking about the Americas,
performance art scholar Diana Taylor further develops this notion through her concept of the
Arepertoire, 0 which encompasses pgpemmdanythenat i ve,
appropriate circumstances of uttered wofdShe highlights tha as channels of embodied,
rather than written or oral, memory. Taylor identifies such transient agtioctiding
performance, gesture, orality, movement, dance, andsihging vi t al t o t he repe
function14 Through embodied memory, the repertoire stores traditions, structures, and codes,
enabling them to replicate, generate, record, and transmit know&dggethe case studies in
this dissertation illustrate, performances and installations throughout the Americas and the
Caribbean engage with a shared thematic repertoire dwelling on spiritual and religious

considerations, combining sacred and profane eleanBmgtincorporating ritualistic forms and

1023 L. Austin,'Lecture I'in How to Do Thingswith Words: The William James LecturBslivered at Harvard
University in 19550xford, 1975;0nline ed, Oxford Academic, 3 Oct. 2011), 8.

103 Taylor, The Archive and the Repertoif20.

104 1bidem.

1051bid., 21-24.
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interacting with popular gatheringgssuch as festivals, carnivals, and con@ettsese works seek
to create the fHAappropriate circumstanceso for
transcend corporeal or identibased constraints. Each refetie inner structure of a
Gesamtkunstwerfk or fAt ot al work of art,o in that they
art forms through unorthodox performative and installation strategies.

The study of performance and installation art practices from Bogota, Port of Spain,
London, and Los Angeles, which combine various cultural influences, also stem from a well
established discussion around theater and performance. Given its similar regigealthe
sustained work of Diana Taylor on these issues remains a central reference in this study. In her
anthologyNegotiating Performance: Gender, Sexuality, and Theatricality in Latin/o America,
Tayl or argues for t he trmemacaultufallybybrideocietiestodched as a
exclusionary and constrictive forms in traditional, tbased, and staged theat&Stressing the
lack of institutional support and a pervasive misogynist and racist colonialist mindset, she
contends that theatrical expressions in and around Latina/o and Latin American cultures have
systematically excluded the work of women as well dggenous and Afraliasporic makers?’
Al ternatively, the case studies that follow a
perf ormanceso or an fAorganized and repeated a
may or may not hafwhetherfeatwsingiritoalisticsdpnionstation,@an s . 0
masquerade band, or a punk gig, the case studies selected are understood as performance given

that their spiritually promiscuous outlook imbued with agency their participating communities,

pji ana Tayl or, fiNegotatng Pegornfrce &enkles, Sexuality, and Theatricality in Latin/o
America,eds. Diana Taylor and Juan Villegas Morales (Durham, NC: Duke University Press, (®94),

107 Ibidem.

108pid., 13.
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allowing for, as Taylor woul d as%Taaconceptiohf esi st
Apublic performance, 06 moreover, resembles wha
Schechner addressed as activist political théaderart form inheriting the guerrilla and street
theater movements arising in Western sadallednonWestern locales since the 19665%.
Both Taylor and Schechner point, therefore, to an essential political dimension in which the
performances discussed here engage with: as they blur the lines between artistic genres and
reclaim spirituality as a creative platform, they also respond tpréssing needs of the social
contexts of their timeThis political situatedness emerges in alignment with the rigeagbroots
organizing among distinct yet intersecting groups: former colonies, Black and Indigenous
peoples, women, and gay and lesbian communities.

Much like the theateperformance dyad, the tension between authenticity and
spectacularity germane to performance art studiesso permeates the overarching analysis
presented in my dissertation. As a purposefully obscuring platform for artistic anpgdicial
engagement that simultaneously functiasondor creative and identity reinvention, the
spiritually promiscuous purview challergyare-conceived notions of autochthonous, eternal
pasts, giving way to the politics of public spectacle as patrepertoire of cultural opposition.
In doing so, my choice of case studies resonates with recent theorizations on performance artistic
practices by Afrediasporic creatives. In her bo8outh of Pico: African American Artists in Los
Angeles in the 1960E970s art historian and curatdtellie Jones establishes that African
American artists engaging with African spirit

the present with the past, and prdwiththee a &ésoc

109 pid., 14.
10 Richard SchechneThe Future of Ritual: Writings on Culture and Performaficendon, UK; New York, NY:
Routledge, 19939.
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communi ty 6 $tJehesamued tidal these artists, including Senga Nengudi and Maren
Hassinger, based their practices in African masquerade practices, such as Nigerian Geledé, as a
medium to devise newselfe pr esent ati on strategi es ptomsontrib
of Af ri c a¥?Beyond @dlaimingamgpeciticlink to authenticity, their performative
works highlighted the tensions between visibility and invisibility between African and Afro
diasporic cultures, whether by choice, as in the case of secret societies and public festivities in
Western and Central Afra, or by force, as a byproduct of the enslavement and vigilance of
African societies!® Such state of liminality as a creative vehicle for Adiiasporic artists in the
aftermath of the Civil Rights movement is essential to the development of the argument on
spiritually promiscuity as it showcases an agentic hindering of expected behmodeds and
representation mechanisms. Highly mediatized, these performances and installations mobilized a
sense of spectacularity to gain visibility to redefine modernist hierarchies but also readapt
traditional cultural markers, including various beligétems, to the needs of their time oligh
different in scope, thesmdeavors were not unlike similar initiatives in the EA&merican
circuits of happenings and emerging perfor man
Avant-Garde Festival running fre 1963 until 19784

Questioning what it means to be Black American within a global world of modern
Blackness, performance art theorist Fred Moten, moreover, raised exemplary questions of the
impossibility, or at least paradoxical nature, of authenticity within a diaspoiial @nework.

Il n a discussion of artist Theaster Gatesod col

11 Kellie JonesSouth of Pico: African American Artists in Los Angeles in the 1960s and (Bflsam, NC: Duke
University Press, 2017204-265.

112 |hidem.

113 |pbidem.

4 seeLisa G. Corrin and Corinne Granof, eds.Feast of Astonishments: Charlotte Moorman and the Avant
Garde, 1960s1980s(Evanston, IL: Northwestern University Press, 2016).
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"What would it mean, will it ever have been possible, to be central to, or to authentically body

forth the diaspora, its disciplines and its discourses? Can centrality and authenticity be, as any
diasporic centrality and authenticity will have had to edated on irreducible

mar gi n'tDeé s yrriobi ng Gatesd work, Moten identifi
repetitiono of the fetish character of Bl ackn
of Blackness is, indeed, its position of marginality and minority, or what he aistedeas the
igenerative pr i nc¢¥As6hmilingfrom the ihtéllectua positioraof d Btack. o
Radical tradition, cultural theorist Stuart Hall foregrounded a similar stance in tHE980d,

particularly when challenging identities as fixed and static, seeing them, instead, as an

identification process in flux. Hall recognizes, for instance, in a Derridean fashion that identities
are construed d#féranee whiah enmphaBize b eelgtionalanteraction between

social groups and, more importantly, the fact that they are both strategic and po'itional.

Notably, Hall also asserts that for the case of-pokinial societies, identities are built from

within and not outside representation, meanin
tradition itselfod and -taled teturhto ogts batacomiign i c at e
termswi t h o u r'*®Highlghtingeiffedentiation andifféranceas constitutive of an

attitude of refusal that carries promiscuous or alternative interpretations of identitivjdttetin

and Hallestablished an intellectual space where we can see tetyfal and wondeifull

exploration of spiritual traditions a great liberatory potential. So far as authenticity is concerned,

therefore, the reimaginations that the artists in the case studies engage with constitute generative

115 Fred MotenBlack and BlufDurham, NC: Duke University Press, 2017), 61.

118 1bid., 62.

117 Stuart Hall,fiwho Needs Identity®, Questions of Cultural Identifyeds. Stuart Hall and Paul Du Gay (London,
UK: Thousand Oaks, 19963,

1181bid., 4
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practices where autonomy and creativity in-seffresentation are reclaimed as a practice of
individual and collective healing.

The theoretical framework outlined thus far is both interdisciplinary and, in some ways,
unorthodox in relation to conventional art historical narratives. It foregrounds resonances across
intellectual networks that are not commonly considered togethes alsib centering personal
affect. Above all, it serves as a conceptual provocation in direct response to the protracted and
divisive identity discourse prevalent today, emerging from both liberal and conservative fronts.
While | recognize that further coaptual refinements are necessary, my dissertation seeks to
build a scholarly fitool kito to deepen our und
and installation art through an interspiritual lens.

This perspectivand the result of my archival research and analysisledvae to
identify and explordour key thematic throughlines my dissertationFirst, the three chapters
underscore that writing about spirituality is judta detached, otherworldly endeavor but rather
an essential approach to understanding the social and political movements of the second half of
the twentieth century. Racial, sexual, geAd@sed, and economic identities in Latin America,
the Caribbean, anddtina/o/x communig® as well as in the Eurdmerican world have
evolved in tandem with religious and spiritual identities. The artists and community organizers
examined here actively participated in these interactions, using their platforms to reimagine
reality and their bodies through spiritual and social fraor&s: Second, the presence of
collective actions that subvert the traditional European theatrical structure is central to my
analysis. Rather than adhering to rigid, stagand performances, these artists embraced
interactive spacésfestivals, carnivals, conce&svhere spirituality played a defining role. This

shift highlights the importance of communal ritual as a relational expression of intersecting
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belief systems, with bodies serving as vessels offuwnan forcesThird, my dissertation
engages with the tension between the sacred and the profane in all three case studies, examining
how artists resignified their relationship with institutionalized religisuch a€atholicism
while simultaneously exploring new spiritual framewoaksl configurationsin desacralizing
hierarchical belief systems, they resacralized everydathlifeigh corporeal means
encouragin@ deeper awareness of themselvasiy tcommunities, and their environments.
Finally, the chapters outlinte influence of prot@unk punk and pospunkirreverence and
aestheticss the basis for the discussed spiritual transgresgiostsared commitment to
enacting public performances in defiance of the politics of respectadfilityeir local contexts
enabled artists and community organizers to adopt unexpdetaity markers and artistic
expressionsThese themes are essential to arguingifsrp i r i t u a las gnrartisticiethasu i t y 0
during these two decades, establishing intersectionality, interspirituality, and intermediality as its
defining characteristics.

Methodologically, my dissertation undertakes a comparative analysis of three case
studies, examining how artists engaged with both hegemonic artegemonic belief systems
to develop innovative repertoires and resistant, fragmentary identities. Thiistayical
accounts operformances frorthe Primer Congreso Mundial de BrujeffaBogota, Akuzur
ub s ciaPod @& Spain and London, atite work byJerri Allyn, Jerry Dreva, Alice Bag, and
Gerardo Veladzquez in Los Angeles, my study present$yaglent portrayal of public
performances and installations that, to varying degrees, engaged with Indigenous, Afro
diasporic, and occult or pagan spiritual traditions. These performances and instélladiogisg
from staged presentations and street ugetions to gallery exhibitiodsvaried in scale and

format while maintaining a sociopolitical and spiritual activist stance that addressed the needs of
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marginalized and minority communities. Offering an unorthodox artistic outlet within the art
histories of their original contexts, each chapter examines how these transgressions and
deviations unfolded, engaging with previous contributions of local schatat exhibitions. The
academic and disciplinary scope of this project is broad, encompassing art history, history,
performance studies, religious studies, queer studies, theater, anthropology, philosophy, literary
studies, and the published work of spiait practitioners. These varied intersections align with
the atomized explorations of artists and community organizers who played a pivotal role in
bringing these practices into the world, privileging generality over specificity. For instance,
postcolonialand decolonial analysis is frequently paired with descriptions of religious and myth
structures, while ethnographic accounts of various communities are examined alongside the
study of the theatrical and carnivalesque. As the core argument centers omatgréoand
installation practices, it also references other art forms as visual and conceptual support. As such,
this texd like the case studies it analydes both interdisciplinary and intermedial, calling
attention to the emergence of an irresolutdmosdern condition through which all three case
studies sougtto build social coalitions and resistdbeit with controversial and contradictory
viewpoints modernist hierarchies supportiag exclusionargtatus quo.

The primary and secondary sources supporting this dissertation were gathered from
collections and archives San Andrés and Providencia, Bogota, Medellin, Port of Spain,
London, Los Angeles, and Santa Barbara. Research took place in public libraries, cultural
centers, university research centers, museum libraries and archives, and private residences. This
procesg/ielded a rich array of printed materials, newspapers, photographs, artworks, videos,
publications, manuscripts, and ephemera, all systematazyoged in a centralized database.

Given that the themes and scope of this dissertation remain largely unexplored in art historical
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scholarship, the written and visual archives | consulted provided only a fragmented narrative,
requiring further investigation and analysis. In evaluating these materials, | proceeded cautiously,
assuming their veracity only when they came from reputahiess or, in cases where
provenance was uncertain, when corroborated by multiple sources. To supplement archival gaps,
| conducted numerous interviews with artists and participants involved in the public
performances and installations, with particular bagis on the first and second chapters. The
third chapter requires further attention in this regard, presenting an area of opportunity for future
research. Some interviews were recorded, while others were documented in my research travel
logs; whenever pasble, direct quotes from these conversations were incorporated into the
dissertation. These oral histories proved essential for my research on Colombia and Trinidad and
Tobago, where institutional access to archival materials is less robust than intdueSiates
and England. Consequently, collaboration and intellectual exchange with artists, curators, and
scholars were integral to developing my insights.

One final, yet equally significant, methodological note concerns the role that
psychotropic substances and spiritual rituals have piayed will continue to play in guiding
my academic research. Typically considered taboo in scholarly discourse, exbapspeithin
anthropological circles, these experiences should be openly acknowledged in humanistic work
that engages witko-callednonWestern epistemologies. It is encouraging that this shift is
increasingly gaining recognition in academic institutiaososs the United States and Latin
America, offering reassurance in disclosing these nontraditional sources to a broader public. My
experiences in Puerto Narifio, Amazonas Department, and San Francisco, Cundinamarca
Department in Colombia, with the gracicarsd generous communities who introduced me to

yagé asnedicina were integral to my personal healing jourdeyarticularly in relation to my
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body, sexuality, and desire as a qué&amropean and Indigenous hybr&mong the many
profound experiences | encountered, three proved especially transformative: first, visualizing the
intersections o$piritualitiesacross cultures, froimdigenous cosmogonies amcient Greece
mythology, second, experiencing ecstatic rapture through interstellar travel,sebemg a
jaguad symbol of strength, power, and spiritual connedideapng into my heart; and third,
embodying the form of a seed within a sacrahgle of healing masculinities, where | came to
recognize the sacred value of my own body and my own seed as a living being. These visions
were powerful premonitions of how this research project could mutate and evolve into what it is
today. Plants speak us through symbadsthe language of art, eroticism, love, creativity, and
expression. Their wisdom, along with that of thgasand facilitators who guided me, revealed
the ineffability of immanence, something that can only be conveyed through itve oot
interconnectedness. Additionally, my participation in a ceremonial ritual @tiseacommunity
of Claxton Bay in Trinidad was one of the most profound experiences of my life. There, |
witnessed and felt the power of drums as spiritual technologies that manifest the spiral shape of
time and space. The endurance of memory in and throudfottyecould not have been clearer
to me that day, attesting to the resilience and infinite greatness of Black communities
particularly of womento whom | owe sanuchd the richness of my cultural matrikirthplace,
andcarnival. Through my academic work in recent years, | have attempted to t@reslateif
imperfectydt he cumul ati ve f or ce o fspitittalgmiscaéty peai enc e
resacralizing, liberatory practice of being together without fear.

Finally, I conclude these introductory remarks with a more detailed overview of each
dissertation chaptefhe first chapteii Bogot 8 Br ew: The First Worl d

proposes previously unexplored art historical narrative of the massive event held in Bogota.
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The c¢hapt edegags framCgomban businessman and politician Simon Gonzalez
Restrepand histhenwife Claudia Restregbs ¢ 0 n ¢ e p tthe €dngressas a largeale f
event takingwvitchcraft as a vindicatory umbrella terds collective public performance, the
chapter argues, the Congress made visible and established connections betvhegemamic
spiritual systems emerging at the time, including Indigenous;diftsporic, pagan, and occult
traditions. With Josefina del Valle acting as logistics coordinator, Gonzalez Restrepo developed
a fourday gathering featuring over twenty acadeprigsentations by scholars and practitioners
from Latin America, the Caribbean, the United States, and Eubmsgly connected to the
Nadaismo avargarde movement through his father, the writer Fernando Gonzalez, Gonzélez
Restrepo used the Congress to challenge societal codes of behavioral propriety in a largely
Catholic and conservative Colombia. The chapter also examines a monurxkifitibe of

Arte Brujo(Sorceroudrt), organized by Maria Teresa Guerrero, then Deputy Director of the
Museo de Arte Moderno de Bogota, featuring an estimated six hundred artworks. Through close
analysis of works by Alejandro Obregoén, Hernando Tejad, Durier, and Feliza Bursztyn,

this study identifies an undercurrent in Colombian art history that embraces occult and pagan
spiritualities as vehicles for creative expresstbmur t her , t he chapter inves
Haitian delegation of scholars, gallerists, and artists, who introduced audiences to the religious,
philosophical, and aesthetenets andanguages of Vodou. The participation of Galerie Nader
from PortauPrinc®d o n e o f H a artinstifusonsltoghasdiagy magrks the first fily

fledged exhibition of Haitian art in Colombi@he chapter concludes by examining the

spectacular nature of the ritualistic performances coordinated by Colombian choreographer and
folklorist Delia Zapata Olivella as part of the Congress. Featmatignal and international

troupes performing Vodou, Candomblé, Maria Lionza, and Lumbalu rituals, as well as traditional
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dances from the Barranquilla Carnival, these performances highlighted tensions between
authenticity, ritual, and spirituality in public spaces.

The second chaptgi,A k u z u r uAs iFars hli mtne msgp iArfirtou a |
monographic in scope, focusing on the early career of the Trinidadian fashion designer and
performanceand installatiorartist as shéved between London and Port of Spain. This chapter
highlights A k u z u r ub6s intermedial, inter
participation in both the Trinidadian and Notting Hill Carnivals. These engagements not only
shaped heresthetic language but also carrgrdfound sociopolitical, racial, and gendssed
liberatory potentialAs a young fashion design studé@mt.ondon,A k u z u r u was an active
participant in the Yaa Asantewaa Cultural Cerdarnival celebratigrworking alongside a
generation of dancers and performance aftigtsluding Greta Mendez and Keith Ki&anvho
were transforming the landscape of Caribbean cultural expression in England in the aftermath of
postcolonial and Civil Rights movemenBrawing from a Trinidadiacontextwhere Afre
diasporic and Asiardiasporiccultureshave intersected since the nineteenth century, Akuzur
udbs early designs and installations staged a
and avangarde Japanese aesthetics. This convergence gave rise to an interspiritual praxis, where
Afro-diasporic Yoruba spiritualitieand Zen Buddhist principles informed the deconstructed,
sculptural nature of her sartorial expressions. Her work thus resonated with contemporary
definitions of A Bl lwhichkabdtheitimeefanctionedas annnclisineg | a n
solidarity marker bridging Afraliasporic, Asian, and other marginalized communitesther,

A k u z u r ubs role as designer and | eader o
' ineage of masdé makingThe bbaptdri hodadr anddég&

uni que contributions to car niWagneB enrakkd Inegy éass an ¢
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PeteMi nshall 6s exploration of spirituality, whi

conventional Trinidadian theater and dance traditibmally, the chapter examines the

influence of LeRoy Clarke, A k u z wumost ubs me
prominent painter aniaterspiritual chiefo f Obeah, Cl arkeds mystical
di asporic thought and aesthetics insprncged A K

art Through this transition, she further developed Afro-Asiancreative matrix of
intersectional solidaritiegproposing a transcendental view of interconnectedness across cultures
and geograpkisin much of her later artistic career.

The final chaptefi Pagan Unort hodoxies: Sacroprofane
A n g e lexamines the performative and installatlmased practices of artists working within
Chicana/o/x aesthetics in the wake of the Chicano movement. This section focuses on the work
of Jerri Allyn (as a member of The Waitresses and Sisters of Survival na@tgctlerry Dreva
(affiliated with Les Petites Bonbons and Asco), as well as Alice Bag (of the punk band The
Bags) and Gerardo Velazquez (of the symtink bands Nervous Gender and Beelzebub Youth).
By situating these artists in relation to the contiegithnd ruptures between their generation and
the earlier Chicano movement, the chapter explores their engagement with religious and spiritual
system8 including Catholicism, Mesoamerican cosmogonies, witchcraft, and occult or pagan
tradition® to highlight he tensions they foregrounded between sacred and profane spiritualities
through public performances, installations, and mustithe core of this argument is the
inheritance of Mexican and Mexicakmerican popular theater traditions, which employ levity,
irreverence, and humor to transgress the boundaries between the holy and the pagan, serving as
vehicles for sharp sociopolitical critique. This theatrical sensibility converged with the punk

movement 6s del i berate r ej e bdfirespectability, alowihg ur al a
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Chicana/o/x artists and audiences to actively shape Los Angeles' emergirapdupdsipunk

scene. By subverting and embodying sacred archetypes, such as priests and nuns, Allyn and
Dreva though not culturally Chicana/o but operatmgarpostChicana/o movement artists,

enacted Baroque transubstantiation tactics, reclaiming spiritual iconography to resacralize their
lived experiences as gender and sexual minorities. Each artist employed distinct strategies to
exceed and destabilize normative genderkaithvioral expectations: Allyn, for instance, turned

to feminist reinterpretations of the Great Goddess and the witch, while Dreva utilized mass
reproduced images to fabricate new popular i¢orgs own imageConversely, Bag and

Velazquez explored spirituality within their musical and performative practices through ritual,
ecstasy, and eroticism, themes that later informed their studies in philosophy and comparative
religion. Rooted in a Catholimdigenousamatrix, Bagbs arti st theDiaidalasnt i t vy
muertoscarnivalesquéconography, incorporating references to death and the afterlife in her
selffashioning, performances, and visual aesthetic. Velazquez, on the other hand, approached
religious experience through biochemical and ritual processes,visirgj art, nusic and
performancesssitesfor transgressive explorations of sadomasochism, Satanism, and witchcraft
Much like Bag, these strategies workedaismations of norhegemonic sacredness that

vindicated Chicaa/o/xidentities andcorporealities.
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Chapter 1
Bogota Brew: The First World Congress of Sorcery

Set against a yellow and white background depicting a full moon night, four purple and
black figure® two female and two animalform a dynamic, orgiastic composition in the poster
design for thé>rimer Congreso Mundial de Bruje(igirst World Congress of Sorcery, as per the
event 6s or i gi nd)llntherloaver segiser, a woman sdafs diggonally outward
with arms extended and legs contracted, her voluptuous body and exposed sex prominently
displayed. She iacelessnearly nudegxceptfor a ragged black fabric draped from her knees,
and givedirth to five yellow and purple diamorghaped figures. Her left foatelicately tilted,
mirrors the hoof of an aroused male goat flying in the opposite direction. Beside them, a veiled
pregnant woman sits gracefully, holding a pair of horns in her lap in place of a flower bouquet.
Behind her, a massive fighting biltwice her sizé bears arestoqug bul | f i ght er 6 s s w
piercing its back. Despite its wound, the bul
seated bride, evoking a scene of unsettling contrast between violence andingihise.
composition, witchesral demons intertwine in a dynamic, promiscuous dance that captivates the
viewer through its unapologetic theme and masterfully executed im&yeryingon common
Western historical tropes associated with witch¢tafs composition, which was created by
artist Alejandro Obregon Rosés in 19BEngs forth common lore about witches espousing the
devil as well as the way in which the witch archetype has been portrayed as a form of
oversexualized femininity.

Thepostepubl i ci zed an influential yet nearly f
history.Organized by Colombian businessman, engineer, and later politician Simén Gonzalez

Restrepo, the Congd esteed onavichcraft practedrsisew significanth e me
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attention, making it a widely debated topic in major news outlets acatissAmerica, the
United States and Eurogde r a|l di n g A taboenbra de to giferentefton amor y
asombro (Al n the Shadow of t he ,tbefokrrdayproceedings h L ov e
sought to convey a message of radical spiritual drity positing witchcraft obrujeriaas an
umbrella term that included a wide array of Amgemonic spiritualities, including those of
Indigenous and Afraliasporic origins, the Congress aimed to vindicate the way in which these
belief systems had beeilified during and in theftermathof the colonial era. In doing so, the
gatheringoecame a collectivepace for critique to the ceervative, hierarchical attitudes toward
human difference that prevailed in Colombia at the titsgourview was decidedly spiritual in
the sense that it contended with finstitutionalized otherworldly beliefs, which communities
and individuals were actively redefining in the intermixing of various traditions at the time.
Paradoxically, Gonzélez Restrepo also carriedtmietzent as eapitalistic venture tied to his
newly founded travel agency La Ranaaking of theeventa polysemic and controversial
occasionDespite its scale and public resonance, historians and art historians have largely
overlooked h e C o siggificansesfdiling to position it within the broader transnational
context of the 1970s counterculture.

Gonz8l ez Restrepods motivations for organi
only by a desire for social change but also by financial profitability. Humanist and communicator
Claudia Restrepo, Gonz ®lawanarRetlsaniheritecdbsénsibiltyi f e a't

toward esoteric and occult knowledgelaims to have first conceived the idea for the

1 A preliminarySpaniskhlanguage version of thishaptercan be foundinJ ul i 8n S8nchez Gonz§l ez,
espiritual y contracultura souvenir:Rtimer Congreso Mundial de Brujeria 1 9B6l&tin Gultural y

Bibliogréfico, Biblioteca Luis Angel Arango, ed. Julian Sanchez Gonzélez, vol. 57, no. 104 (2028)Aé editor,

| alsodedicated this volume to the relationship between contemporary art and spirituality in Latin America and the
Cari bbean, inviting contributors from Col ombi a, Chil e,
no hegemonicas y arte contemp@an en A m®r i ¢ a |Baldtim Cuiuraly Biblibgra€icaBiblioteea, 0

Luis Angel Arango, vol. 57, no. 104 (2023).
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monumental gathering around 1973. During a conversation with a group of German investors

visiting Colombia in search of opportunities, led by industrialist Klaus Vollert, Restrepo

suggested creating an event where people from diverse cultures and Isédiefssyould share

their engagement with psychic phenomena such as clairvoyance and divihlatiogh

Gonzalez Restrepo ultimately developed the Congresson h&wwnt hout Restrepobs

participation, as the couple divorced shortly thereafiers significant to acknowledge her

initial ideation and sensibility, as well as her connection to the mystic Beatriz Cérne, as

source®f theidea for theevent. In an interview conducted by renowned journalist Gloria

Valencia de Castafio for Colombian public radio in the days leading up to the Congress,

Gonzalez Restre@owho had by then fully refined and expanded theddstated:
A EI Congreso empez- a tomar fuerza y for ma
educativos nuestros, y aun en el turismo nuestro, faltaba un elemento extrafio, un
elemento que tiene que mucho que ver con la naturaleza y con el hombre sudamericano;
gue esprecisamente, esa vivencia que tenemos entre la naturaleza y el hombre para
poder crear una reaccion que, quizas, los paises mas desarrollados han olvidado mucho.
Entonces, yo veia ahi un abismo, y yo decia: aqui falta algo en todo lo educativo, en
todoslos mensajes que estamos lanzando en nuestro pais, y pensé entonces en los brujos.
Porque, realmente, el brujo es un enamorado; el brujo es la imagen de la fuerza de todo
aguello que no es materialista, sino del espiritu. Y de ahi nacieron las primearassfor

del Congres®d de Brujerza.o

2 Simoén Gonzélez Restrepo, interview by Gloria Valencia de CadtaltK and Sefial Memoria Archive&pril

13, 1975.URLttps://catalogo.senalmemoria.coAim/koha/opae
detail.pl?biblionumber=23036&query_desc=kw%2CwrdI%3A%20%22simon%20gonzalez%20restrepo%22%20glo
ria%20valenciaEnglish translationi The Congress began to gain momentum ano:¢
our traditional educational systenand even our touristhwere missing a strange element, something deeply

connected to nature and to the South American |t 6 s preci sely that experience v
humanity that can spark a reaction perhaps long forgotten by more developed countries. | saw a gap there, and |
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While Restrepo has remained unacknowledged in this and virtually all public statements
about the event, Gonzalez Restri@@ohighly educated man from a family of intellectuals and
politician® was a loquacious public speaker who articulated many of thedspia@ccupations
of his time.In this interview, Gonzalez Restregdor instancepurposefully pitched spiritual
traditions in South America with an industrialized other, calling attention to the importance of
humanityds connect i oandimerdegendanaet Tuansendence, formhimm i o n ,
remained, above all, an experience of love, disavowing any attachment to material goods. While
his wordsessentialized.atin Americaby playing with theropes of the fantastical as well as
Magical Realismthe actual proceedings and their content, both scholarly and symbolic, warrant
further study given that they provide us with
vision for the evet. These presentations and panels encapsulated a wide arrajleaftudk
historical, andgolitical processes that exceeded the confines of the Colombian context, living on
their own s contributions that, while enabled by the Congress, were not necessarily underpinned
by Gonzg8l ez Restrepods vision and entrepreneu

The dual, irresolute charactef the Congresmadeit a widely discussedociocultural
phenomenonThroughout the fivaday eventa reportedhreethousandgyeople from across the
globe gathered in academic pareatslpublic performancet discuss and withess non
hegemonic spiritual practices, including thaiaterial culturesituals, cosmogonies, and
underlying philosophical principl€sThemore than twentgonferences featured wetsearched

discussiongn the studies and practice of anthropology, ethnobotany, literature, comparative

thought, Osom&kitrhiowr iesntmirsesieadgwcati onal approach, in al
country. And thatés when | thought of the witches. Bec:
of everything that is nanaterialistic but spiritual. And from there, the first forms of the Congress of Witchcraft

were born. o

SAl egre Levy, 0La H TiempoBbgata, €dombid), Aigst26,Ma75.0, 0
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history of religion, and illusionism from the Americas, the Caribbean, and Eurbpge
presentations foregroundedr instance, historical accounts of the image of the devil, the beliefs
and rituals of Haitian Vodou, the intersection of Indigenous and-difisporic cultures in the
Americas, and the uses and rituals associated with medicinal parttser, discussions on
paranormal experimentatioiusionism,hypnosis, telepathystrology,and extraterrestrial
contacts were also an integral partted conversationaddingscientific and scientifi@adjacent
undertonsto the usage of witchcraft as a transversal tieralenotealternative epistemologies

and worldviewsyaining popularity during this tim&he eveh &ahedud strived for bridging
geographic gap across various countries from southern and northern laattesg to a
hemispheric exploratory impetus around #i@yemonic spiritualities and newly discovered
scientific interestsin doing sothe Congressignaled the growing international interest in
exploringother forms of knowledge beyondaghly positivist, rationalizegerspectivewhich

had gained renewed momentum in Western and westernized societies following the emergence
of countercultural and postcolonial movements in the late 1950s and 1960s.

In additionto structured, scholarly panethe event featured three simultaneous visual art
exhibitions, showcasing a diverse array of works from Colombia, Haiti, and Ecuador. Organized
as a majoSalén de Arte Brujor SorceroudArt Salon, the exhibition was curatad an
individual endeavoby Maria Teresa Guerrero, then Deputy Director of the Museo de Arte
Moderno de Bogot@MAMBO). Guerrero adopted a ndmerarchical, opemended curatorial
approachfeaturing an open call for applications and direct invitations to selected artists,
ultimately displayingan estimated six hundred piecEamplementing this expansive show were
Na d e r 0, an ekhibitian of Vodounspired art, anélundos extrafigsa monographic display

of works byEcuadorian painter Dimitri Borjeyond these exhibitions, Gonzélez Restraiso
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brought togethean extensive cultural program in collaboration with leading figures across
artistic disciplinesas coordinatorsActor Carlos Mufioz organizegine fantasticpa film festival
at the Cinemateca Distrital de Bapheusartl, featur
Fri edr i c NosferatuFRigal2)d Meanwhile, actress Monica Silva oversaw a series of
t heatri cal pr oduct i MaratsSadediracted by ManneyEspgeltaedrJohiVe i s s
Os b o rLotrepdirected by Rall SantalheSalon de ArteBruyjand t he Congr ess o6
theater programming offer an alternative reading of Colombian cultural ldstorg that
foregrounds themes historicaltpncealear deemed taboo in public, highly mediatized spaces
but always nurturing as a creative undercurrent.

Moreover, folklorist and choreographer Delia Zapata Olivella presented a series of
dances and performances, including Lumbalu funerary rituals from the maroon community of
San Basilio de Palenque and traditional dances from the Barranquilla Carniva¢émitbupe
Grupo de Danzas Folcloricas Colombiafadongside Gonzalez Restrepo and other
collaborators, she also helped organize ritual performances by international troupes and
i ndividual artists. These i nclarBriect,alLes Ball et
Candomblé ensemble from Salvador de Batual BeatrizVeilT an ® s Mar 2 a Li onza
from CaracasThe prominent presence of Vodou, Candomblé, and Lumbalu rituals reflected the
Congr es s 0 bexptorng atransnational AfveDiasporic dialogue through spirituality,
corporeality, and public engagement. Together with its academic and visual art offerings, the
event 6s performative programming underscored

interconnections aa platform for social communion and transformatibsthese performances

4 Carlos MuriozCine FantasticpBogota, Colombia: Cinemateca Distrital de Bogota, 18vage courtesy of

Roberto de Zubiria, LaPost Estudio.

SiCine, teatro y danzaElgempeAugust2 ng’b.eso de | os brujos, o
5 Ibidem.
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took place as closing rituals after each one of the days of the Congress, their presence raised
meaningful inquiries around the authenticity and effectiveness of performing sacred spiritual
traditions within a highly mediatized context. The public visipitf these actions, whether
enacted by groups close or affiliat@tth each these traditions, allsws to consider the
possibilities of ritual reinvention and resignification as a form of cultural autonomy and agency
amidst reifying dynamics ahassive pblic consumption.

By analyzing the conferences, exhibitions, and performances Bfither Congreso
Mundial de Brujeriathis chapter argues that, despite its capitalistic and controversial nature, the
event 6s academic and artistic platform sought
effects of Colombiabs moderni st canftheur al pr oj
Congress represents an unprecedented case study of the spirituakpkeatorypracticeof
social and cultural resistance to powaingingnon-hegemonic European, Afiasporic, and
Indigenous belief systems into dialogue through various cultural expredsiaioéng so, the
event exemplifies an ethos fidpiritual promiscuitydo demonstrating how the permeability of
spiritual explorationgattempted to fostenutual understanding and coalitibailding across
social groups while contesting rigid definitions of the sacred. Through installations and public
performances, the Congress activated diverse artistic repertoires, employing sacralizing and
desacralizingtsategies to disrupt social and aesthetic hierarchiigs.chapter further contends
that the Congress, as a whole, functioned as a performative festival of oppositoayiley
mediatized shock aesthetics to establish a counterhegemonic space of spiritual and political
communion. As a creative platform, it iluminated overlooked stat$outh artistic networks
and connections, underscoring their thematic relevance witaiprofound cultural shifts of the

1970s. By proposing both scholarly and artistic alternatives to restrictive sociocultural
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framework® particularly regarding gender, class, and datiee eventonstituteda
counterhegemonic spaoécollective reimagination.

Gonzalez Restref@owork spearheading the Congrgssfiguredwhat theoristValter
Mignolo would later insistn as theneed to define what thegecolonial is and entails from a local
perspectivé. Though steeped in capitalist dynamics, the event dared to build an unorthodox
platform of spiritual and political interactions in defiance of conceptual, religious, and aesthetic
propriety, gaining him adepts as well as detractdrshe heart of this conversation laid
Gonz8l ez Restr epo dwriterald digloenat ®ed GameaMaldeoraamavi t h
notedintellectualof witchcraftin Colombia Gomez Valderrama acted as one of the board of
directorsand investoref La Ranaravelagency upon its foundation in the early 194is most
influential book on witchcraft, howevetatesto 1958. n t hese | i neslathe his
hechicerza es una c 0 nAsldsauitos supedviwientesde la temtiliaadised a d |
agrega la idea de lo magico, y se agrega, también, la parodia de la religion domiidye
refusing the possibility of ascribing one singleaningto witchcraft as a concepbdémez
Valderrama acknowledges, however, a series of essential characteristics that emerged through
the passing between the predern to the modern erdehese features includei t chcr aft 6 s
public and social natureentered on women, their femininity and sexuality, both adored and
terrified; thew i t crblai@e$hip with nature as a form early science in the Middle Ages; a
t he pr a connedtionavithg@agandertility rites which rest upon sexual ritoflideration,

which have been duly perseéed?® These three broad defining traits, though not the only ones the

"WalterMi gnol o, fAClosing Remarks, 0 i n WalOnBPBecolobiality Mi gnol o an
(Durham: Duke University Press, 2018), 235.

8 Pedro Gomez Valderramiluestras del diablo: justificadas por consideratide brujas y otras gentes etfjgaas,

En el reino de Buzirago y El enfmdo (Medellin, Colombia: Silaba Editores, 20,1Z}..In English:fiWitchcraft is a

constant in humanity [...JTo the suviving fertility cults, the notion of magic is added, along with a parody of the

dominant religiorn

% Ibid, 23-33.
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author describes, are illustrative of the conceptual backbone of the Congress inasmuch as it
prominently featured women scholars and practitioners, explored the relationship between
spirituality, magic, and science, and sought to create communal spaossasfy through public
performances and rituals.

Further, Gonz8l ez Rest 19Pdedcatedvpyof@dmez ng | i b
Val d e r lra@rocasis de los ardientes short storyriginally written in 1967, where the
author explores religious syncretism in the Caribbean coast of the Viceroyalty of New Granade,
preserdday Colombia, during the XVIII centuryhe text,as literary scholar Josefina Pizano
arguesgexplores sacred and profane scenes centeririge figure of the witch and the devil. It
describes, moreovealliances between womeri African and European descent, where the
former transmits occult knowledges to the latter, such as divination and herlalresist
patriarchal colonial oppressidfin alignment with his previous publications, Gomez
Valderrama foregrounds the role of the woman as witch, sorceress, and priestess, Pizano
contendsmediating between the erotic, the material, and the satfeanporally located in a
moment wherghe Spanish Inquisition conducted witch trials in Cartagena de Ihdias,
procession de los ardienteshapes i n | iterary, imaginative fo
longstanding preoccupation with the role of witchcraft as a decisively modern phenomenon in
the America, foregroundhg racial, class, and epistemological divisioAdditionally, Gonzalez
Restrepods knowledge on historical processes
introductory texts to its history in a global perspective, namely through.W. C rAdistorg

of Magic, Witchcraft & OccultisnPublished in 1968 and reprinted 192 publication

10 pizano Josefind,a misma oscuridad en todas las hogueras: brujas, demonios y hechiceras en cinco cuentos de
Pedro Gémez Valderram{@ogota, Colombia: Ediciones Uniandes, 208%),
2bid., 57.
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addressed the origsof variousnaturebound or norhegemonicpiritual systems &m
prehistoric tines to ancient civilizations across the world #mladvent of Theosophy in the
nineteenth and twentieth centuri@éltogether these sources evidenGeo n z § 1 ez Restr ep
awareness dhe multifarious origins of witchcraft as a cultuaad sociapracticeof resistance
to power structures. It is no coincidence, therefore, that he invited Obregdn to design the poster
given that his practice, ever since his definitive move to Cartagena de Indias, has been invested
in the entangled histories of the Colomb@aribbeart? Similarly, his sustained engagement
with Gémez Valderrama also denotes a consciousness around the possibilities of witchcraft as a
platform for coalition building amongst marginalized communities, which was a defining aspect
of the Congress as a publicesn.

The Congressods aim to overturn aesthetic h
of its defining features, which &vident for instancein the conflation of trained and seHught
artists from various cultural backgrounds and spiritual traditions utsdexhibition space This
subversion s al so cl ear i n t he dFaigtrujabriwWaachFarhe Congr €
essentially a spiritual traditions and public goods mavkas, a signpost of its programming.
Much of this resistance to coede to hierarchical views on artistic and cultural expressions is
i ndebted to Gonz 8§l ez NaRassd avaagardedmovemdnteemergingia s t o
Colombia in the late 1950kKlis father, the writer Fernando Gonzalez, was the mentor of poet
Gonzalo Arango and others who found thovement based on a nihilisbthingism engaging
in inflammatory writings and public actiomghich initially caused a revolt in Colombian society.

Their transgressivereative ethgswhich | contend could be interpreted as a link between avant

12 SeeH.B. Crow,A History of Magic, Witchcraft, and Occultisphbacus,1972.
13 SeeCarmen Maria Jaramilléylejandro Obregdn: el mago del CarilfBogota, Colombia: Asociacion de Amigos
del Museo Nacional de Colombia, 2001).

62



garde Dada and the aesthetic provocations of pofikenced the conceptualization of the event
as a disruptive cultural arerfaur t her , t Hefandd af Catiolgismoas toaltural

matrix of aconservative and reactionary Colombia was mosableinthe mo v e searcht 6 s
for spiritual alternatives to build better, different worl@ibeir evolving radical stances
encapsulated various trends of spiritual resistance coming together and burgeoning in Latin
America and the Caribbean by th@70s These incorporated spiritual strands related to
mysticism, Surrealism, Magical Realism, Liberation Theology, and the pracfiédio-

diasporic herbalism. In additon®o n z 8 | e z oRmesutiesahese dasious
epistemological strains alserved as a cultural backdrop and source of inspiration for the
interspiritual platformhe devised though not unproblematicallthrough the Congress.

By addressing the spiritual as a legitimate source of scholarly inggrésteativity, this
chapter seeks to consider artistic practices related to variotisegemonic belief systems as
worthy of an art historiographical discussitmdoing so, it seeks to contribute to the art
historiography of Latin Americayhich has traditionallypeenfocused on the politics of theold
War, armed violence, andictatorial regimess influences in themergence of national and
regional visual languageshis is paticularly true for a country like Colombia given that its
protracted armed conflictvhich started after the 1959 onset of the Cuban Revolutiade
politics, war, land distribution, and healing or reparation mechanisms central to discusfsiohs
practices for most of the second half of the twentieth centMijle thesehistorical contexts
remain an important sourcestidyf or t he r egi onds c¢ ufodusingoa | and
spiritual practices as a source of creativity and political engagement brings to the &oralysis
on exhibitions, artworks, and artistghich have been historiographically neglect&dcordingly,

this chapter looks to fill ifior suchabsencgreverting the way in whichpirituality hasbecome a
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largely subsidiary theme for art historiangColombig despite its relevance farmultitude of
artistso6 csaadahebuwiding @f natonat cltures at large

Following an interdisciplinarperspective integrating art history as well as comparative
religious studiesthis chapter explores spiritual thenaesl issues ddelf-representation and
sociopolitical inclusionlt will first address th€€ 0 n g rmemsumentaSalon deArte Brujo,
officially called theSalon de Artes Visual€¥isual Arts Saloih The analysis will depart from a
discussion of exhibition making practices in Colombia at the time, transitioning into the
consideration of specifiartworksexhibited as part of the show Bplombianartists Hernando
Tejada, Luis Durier, and Feliza Bursztylthese artists' thematengagemenwith pagan and
occult traditionsare notable as they differ from the themes that their peers were exploring at the
time, namely governmental politics, land distribution inequality, andhpessibility of a fixed
national identityin a country as culturally diverse as Colomi8acondly, the chapter will
address selfaught Haitian artworks brought to BogditaGeorges S. Nader from tii&alerie
Nader. Facilitated by delegation of scholafsom PortauPrince namely JeaiBaptiste Romain
and JoseptMompoint Mondésirthe exhibition showcased workyg Lyonel Laurenceau, the
Obin family, Georges Liautaud (attributed), and Paul Neremour§ h e s e awiltbest s 6 wo
discussedn comparison t@revious exhibitions of individual pieces of Haitian art in Colombia
particularlya fewscarce examples from tiBtenal de Coltejer exhibitiongramed through the
lens of Vodou, thénstallation ofartworks shownat theCongres®ffered a broadange that
reminisced temple aesthetics as well as trained antbsglht stylesBoth exhibitions, therefore,
attest to a desire to reclagncialautonomy via the engagement with Aoggemonic

spiritualities insisting on their potential to exceadistic, raciakedor genderedonstraints.
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Finally, this chapter examines the work of three women dancers and choreographers who
participated in the Congress as coordinators of their respective national dance groups: Odette
Wiener from Haiti, Gessy Gesse from Brazil, and Delia Zapata Olivella@olombia. While
each presented distinct ritualistic performances of Vodou, Candomblé, and Lumbajaijrtheir
work allows us to analyze the ways in which fieectacularization ohixedBlack and
Indigenous culturewas essenti al t onamdreclareation ofpravipesly 6 asser
suppressed spiritual systenidis analysis recognizes the culturally specific implications of
these performances in their places of origin, shaped in part by nationalist and-nivesm
agendas. At the same time, it highlights their role in fostering open discussions on altandhtive
original visions of the sacred in public spad®gframingritual as performance, these troupes
reenacted via corporeal means, as Diana Taylor would contend for the performative repertoire,
memories of the legacies efislavement and marginalizatidtowever, theet r oupes d cor po
expression oAfro-Indigenousspiritud matrixesalsocreated a space where collective agency
and visibility questioneaxoticizing or reductiveacialrepresentations. In doing so, they
navigaedthe complex dynamics of staged spectagisecuringa meanso assera public
presence as well as exploring transnational c
dance forms.

Seen as a whole, the artistic expressions of the Congress reflect a transnational collective
drive to enact performative roles that uphold and defenehegemonic spiritualities and
marginalized social groups. Far from being resolved at thétioneeven vdayd the tensions
between market dynamics and visibility, as well as between authenticity and spectacle,
underscore the transitional moment in which rigid modernist frameworks were increasingly

challenged by new identity formations and spiritual explonaso. I n this sense, t
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diverse and often uncategorizable events serve as a generative case study for a spiritually
promiscuous framework, illustrating that the path to identity recognition and coalition bdilding
a process of resacralizing both communities and s@lwasst be conbually negotiated among
different actors and circumstances within Latin American and Caribbean contexts, even when

emerging from the most radical decolone&dnings.

1.1An Unparalleled Exhibition of fiArte Brujo 0

Organized by Maria Teresa Guerrero, $#a¢on de Arte Brujavas an art show of
unprecedented scale in Colombia. While recently appointed Deputy DirectorNAMB0O
underthe direction ofGloria Zea, Guerrero worked independently as a curator for the Congress.
Her task was to fill the walls of a vast hantjke space at the Feria Internacional de Bogota with
artworks that aligned with what the organizers loosely terandbrujoor sorcerous aft: A
major event venue in Bogota, the Fériaow known as Corferidsalso hosted the Congress
itself, including nightly performances of Vodou, Candomblé, Maria Lionza, and Lumbalu rituals.
With ample space and sufficient resources, the exhibition reportediicaked six hundred
works'®, featuring nowrenowned artists such as Feliza Bursztyn, Olga de Amaral, Sara
Modiano, Omar Rayo, and Hernando Tejada, alongside {kseam figures like Luis Durier,
Deoscorides Pérez, and Fanny Sala@aerrero secured participation through direct invitations,
asking artists to submit works with any relation to the world of witchcraft, whether direct or

indirect!® Participants were required to send a minimum of two pieces, a curriculum vitae, and a

14 Maria Teresa Guerrermterview by Julian Sanchez Gonzaldzgust 26, 2018At the time, Guerrero was also
the spouse of the prominent art critic Juan Gustavo Cobo Bordaaedarding tadhe curator, had most likely
recommended her name to Simén Gonzalez Restrepo to organize the exhibition.

Al egre Levy, i LE GegnpoAagust2l,d%’5.br uj os, 0

16 Maria Teresa Guerrero to invited artists, 19M& r 2 a T e r e pasor@laehiveBegota. 0 s
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price range in both Colombian pesos and U.S. dollars, as the exhibition also had a commercial
dimension. While the opeended theme and curatorial permeability compromised conceptual
rigor, this fluidity echoed Goherafak @&capadbeastyt r e p o
pagan, syncretic practicA.s an unorthodox gathering, the Con
resistance to propriety and expectatiobat wasartistically and spirituallypromiscuousThis

context offers a fertile avenue for historical research, particularly when contrasted with

concurrent, more traditional curatorial ventures in Bogota.

Even thoughhe majority of the original archive of the exhibition is no longer retrievable,
clues from alternative archival sources and o
scope and importance. Images freirEspectadonewspaper and its unpublished archives, as
well as video stills from discarded strips of a documentary film shot by Francisco Norden during
the days of the Congress, contain a number of relevant installation images of the exhibition
(Figs.1.3-1.4).1" Thesepictures speak, firstly, of the variety of artistic media included in the
show, namely painting, photography, drawing, and sculpture. In addition, the pieces also feature
a wide range of formats and styles, going from the abstract to the figurativegnitakfficult to
determine a linking thread between these besides the general theme of the show. The seemingly
free-for-all nature of this exhibition and obscure concept, however, also indicates a non
hierarchical curatorial mod&thich wasunusual at the time argue that th&alon de ArtdBrujo
openeda door for arunlikely conversationn the museological and art historical fields in
Colombia. Thus, thexhibitionchallengedexpected professional standards, largely emulated
from international institutions, and a sense of intellectual propniggtyits theme This is notable

as the field of art history, museum collecting, and curatorial practice, a relatively young set of

¥ Primer Congreso Mundial de Brujeridirected byFrancisco Norden (1975, Bogota, Colombichival film
stripsin Patrimonio Filmico Colombiano ArchiveBogota.Courtesy of Roberto de Zubiria and LaPost Estudio.
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disciplines in a country like Colombia, were beconmimgyeasindy professionalizdas they
aimed to establish strongercultural fieldnationally.This process resonatedth the work of
museums and other cultural institutions in major metropolitan centers across the Achatitgs
the second half of the twentieth centify.

During the 1960s and 1970s, the MAMBO held a wide variety of exhibitions, privileging
the monographic format over group or thematic shows. The museum showcased artists who are
now central f i gur e-sentunnart €aodn,oncildinggFarsgrdin,wiermandio e t h
Tejada, and Juan A. Roda in 1965, as well as Alvaro Barrios, Carlos Rojas, and Bernardo
Salcedo in 1967. In the 1970s, it presented exhibitions on Enrique Grau (1973), Feliza Bursztyn
and Hernan Diaz (1974), and Leonel Géngora (1977), awthegs.In 1972, in collaboration
with The Museum of Modern Artds Elateda nati onal
surrealismo(The Art of Surrealisin curated by Bernice Rose. The exhibition featured leading
figures of the European avagarde, including Wifredo Lam and Roberto Matta Echaurren.

Other Latin American artists who gained greater recognition through solo exhibitions at the
MAMBO included Reruvian Fernando de Szyszlo and Mexican José Luis Cuevas in 1973, as
well as Barbara Hepworth in 1978y consciously fostering a regional artistic dialogue, the
MAMBO consolidated a cultural space where local audiences could engage with international
styles and metropolitan art circuitalbeit through a limited yet privileged lens. One month

before the Congss, the museum launchiedisaje 19001975 a major exhibition curated by
Eduardo Serrano with support from Beatriz Gonzélez, exploring Colombian artists' diverse
interpretations ofhe naturalandscape. Indrintroduction, Zea described the exhibitars At h e

representation of the natur al scenery of our

¥The professionalization of museums in Colombia during
of a new building in downtown Bogotéa in 1975, designed by architect Rogelio Salmona.
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nationality as a concept, and underscores essential aspects of our social organization and
i di os ySeraacsopserved that in the second half of the twentieth century, landscape

painting in Colombié once a central artistic concérinad become increasingly indirect in its

reference€®Thi s exhibition, alongside the museumbs
the MAMBOG6s role in constructing a national a
crucial for Col ombian art hi st orlytlerodamdHoe museum

experimentation or dissent.
While distancing from these thematically accepted curatorial pradteeSalon de Arte
Brujo was not unique in its efforts to reformulalbe exhibitionmaking hat had been established
in previousdecadesA case in point of preceding shows shifting the canon of exhibition making
in Colombia was th&XXV Salén Nacional de Artes Visuglesganized year earlier ii974
Responding to a major fallout with artists the previous year over claims of favoritism, this
exhibitiond much like theSalon de Arte Brujthat followed embraced an opeended concept
with no admissions committee, allowing for broader participation and curatorial fl¢fidity.
Althoughkeeping a panel ahostly artist judges, whose work was to de@dean honorary
mention and scholarships to suppattierartiss 6 ar eer s, t he ulinmelwdés scope
eclectic and multimedial, including photography, installation, textiles, found objects and
videos?? Fittingly, Zea,grande damef Colombian culture and at the timaso the Director of
the I nstituto Col ombiano para | a Cultura (Col

in nature and one Awhere any artist wil/ have

19 Gloria ZeaPaisaje, 19061975 (Bogota, Colombia: Museo de Arte Moderno de Bogota, 1975).

20 Eduardo SerrandRaisaje, 190a1975(Bogota, Colombia: Museo de Arte Moderno de Bogota, 1975).

21 Camilo Calderdén Schrader, e8Q afios del sal6n nacional de artisi@ogota, Colombia: Instituto Colombiano
de Cultura, 1990), 191.

22 lbidem.
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work, without elitist classificati &de: withou

event represented a major shift from the notorious close relatio@stombianart institutions
had with dargelymalecentered gneration opainters and sculptovgho redefinedin the
1950s the visual languages of tlagtsof the country, transitioning intime intersections of
modern expressions suchra figuration, expressionism, surrealism or geomatrgtraction
These included figures such as Fernando Bodoonan MejiaOmar Rayo, Alejandro
Obregon, and Cecilia Porras, among others. With a staggering nunstehahdred
participating artists, th&XV Sal6rNacional de Artes Visualethereforeprefigured in style and
scale thesalén de Arte Brujas both shared andiscriminate curatorial criteriofor accepting
works to be exhibited as part of Heshows

Considering the horizontal exhibition strategies ofX&/ Salon Nacional de Artistais
is notable that, despite engaging in similar experimental propositiorSakie de Arte Brujo
has been virtually absent from historical accounts of 19708ladh of the modern and
contemporary discourse in the country has prioritized themes dealingaodittbal corruption,
social inequality, rapid urbanization, and the escalating armed conflict between guerrilla groups,
the military, and, later, drug traffickingetworks gravitatingtoward materialist and politically
explicit concernsArt historians and curators Carmen Maria Jaramillo, Juliana Suarez, and Maria
Wills recently positea@ distinctive analysien these linethrough the exhibitioftl arte de la
desobediencia: Coleccion MAMBO 19688424 Additionally, the curatorial collective Equipo
TRansHisTor(ia), composed of Camilo Ordo6fiez and Maria Sol Bsddhorth the

groundbreakingxhibition and research projedtiltiples y originales: Arte y cultura visual en

23 |bidem.
24 Maria Wills, Carmen Maria Jaramillo, and Sylvia Suarez, &dsite de la desobediencia. Coleccion MAMBO
19651984 (Bogota, Colombia: Museo de Arte Moderno de Bogot4, 2018), 105.
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Colombia, afios 78 Rooted in archival research of popular culture s@jrephemera, and new

medig their workalsodemonstrates how institutions and artists actively engaged with the

complex political landscape of Colombia during this tifNetably, bothprojects largely

overlook discussions on emergent spiritual formations in Colomt®aluding a deeper

consideration of alternative belief systems as vehicles for social transformation. By virtue of its
unconventional theme and spectacular nature, the Congress has remained at odds with dominant
artistic narratives in the countrgyadingprevailing fameworks of political and material critique

that continue to shape Colombian art history today.

Both exhibitions howevergexpress interest iaccounting for hovartists deal with the
presence oinstitutionalized religion, that is théatholic Churchin Colombia These visual
propositions are mostly concerned with trensgression of the iconographic canon of
Christianty through variousehicles of expressiospuch as pop art aesthetics andrtass
reproducibility of the image. |&l arte de la desobedienciastists Nirma Zarate and Diego
Ar an g o SiRtiuio(Fig.$5 and Be at lLaigesi®Gesta endelig(Eid k6)
operate as visual testaments on the uses of crude irreverence and blasphemy as essential
instruments of cultural resistanas a form of pop arfAs the curators expressed in the critical
texts for the e x[h]irdnyis$ directedasthopewddues tlatwere esed:to A
build the notion of national identity on the foundation of cliché and on models of perception
which numbed a critical sense and took advantage of traditionalgcaphy, kitsch, and the
medi a t o hi nd®Ineffecthtye farnmenpieee pattays & bourgeois couple in

formal attire leading a Ku Klux Klan procession. Created in collaboration with theileit

25 Maria Sol Baron Pinand Camilo Ord6iiez Robayo, eddliltiples y originales: arte y cultura visual en
Colombia, afios 7(Bogotg Colombia Editorial Pontificia Universidad Javeriana, 2019).
26 Wills, Jaramillo, and SuareE| arte de la desobediengif05.
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artist collective Taller 4 Rojo, Z8ratebs i ma
Colombian state and Church in the face of organized violence. The latter work, in turn,
humorously depicts Pope Paul VI, the highest authority of the Catholic Cimuttod 1970s,
wearing an Indigenous feathered headdress, drawing attention to the histories of colonialism and
forced religious conversions in Colombia and bey@d.t h Z8r at eds and Gonzs§
part of a broader wave of artistic explorations ind@tia that, at the time, confronted violence
against marginalized communitéesvhether physical, political, spiritual, or symbolic.
Employing the fluid visual language of a transnational pop art movement, these artists sought to
engage a wider audience \ehcritiquing power structures. Through prints and printmaking
practices, they mobilized sharp critiques against the historically fraught relationship between
Catholicism, colonialism, and political authority in the country.

Criticism of the Catholic Church and its complicity with the status quo had gained
traction in Colombia with the rise of Nadaismo, an axgmmtle movement founded in Antioquia
in 1958 by lawyer, poet, and later mystic Gonzalo Arango. Literary critic &isg#nEkscobar
L-pez describes Nada2zsmobs oppositional strat
appropriation of publicity mechanisms to disseminate provocative slogans that foregrounded
eroticism, wordplay, and mockery of governmental and officititintions?’ Active throughout
the 1960s and 1978salbeit in shifting configurations, with and without Arardgdladaismo
became emblematic of the growing disenfranchisement among Colombian youth, who felt
increasingly alienated f r oprevdilihgeonseovativetsaciglé s bi p
order. Historian Alvaro Tirado Mejia argues that the 1960s in Colombia saw unprecedented

sociopolitical transformations, including the establishment of the Frente Nacional, a power

2’Juan Jos® Escobad Manifipsto NadaistdCalombkian Eallidns Hdireg018, 10.
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sharing agreement between the Liberal and Conservative parties designed to prevent General
Gustavo Rojas Pinilla from assuming dictatorship. While the Frente Nagondmniah lasted until
1974 curtailed thirdparty political participatio@ partially fueling the rise of guerrilla
movements in rural aredst also spurred increased youth involvement imngfig urban
organizationg® Rather than engaging in direct political action through social movements,
Nadaismo sought to destabilize the rationalfstities of the existing social order through art
and literaturel n t he movementds firédtampoetéeat dladA? an:q
libertad que desordena lo que ha organizado la razon, o sea, la creacion inversa del orden
uni versal y daeilepgroglailmrpfi BEf aNadadsmo estar 8 abier:
inconformismos y todas |l as irrevereficias de t
Nada?2 smods o pdwhih extended # freligous aml spéitual structures as
entangled with modernist powkeiaid the groundwork for the Congress as a whole, informing
Gonz 8l ez Re s tbuildinyspbitsal codlitonso n o f
One of the most noted public actions of the early Nadaismo movement took place in 1960
at a congress organized by the Catholic Church and Catholic intellesttUsliersidad de
Antioquiain Medellin During this event, Arango disrupted the proceedings by staging a
provocative interventigrhalting theconvening and scattered copies of Manifiesto al
Congreso de Escribanos Catdlicoso the air. In this manifesto, he issued a direct challenge to

the Church, declaring:

28 Alvaro Tirado MejiaLos Afios Sesenta: Una Revolucion En La Cul{B@gota, Colombia: Debate, 2014,

208.

29 Gonzalo ArangoiiPrimer Manifiesto Nadaista 1 9 5 8Maniftestd NadaistédColombia: Fallidos Editores,

2018),17; 24.In English:fiNadaisa poetry is the freedom that disrupts what reason has orgéntbed is, the

inverse creation of wuniversal oismdowil beapento al formbleft ur e, 06 wh
nonconformity and all irreverence of a cultural, aesth
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"Ustedes llevan dos mil afios prometiendo el paraiso y la redencion, la justicia y la paz.
¢ No es suficiente su fracaso milenario? Permitan el acceso al conocimiento, del
pensamiento cientifico y la l6gica historica. Permitan que una politica de la inmanenc
restituya sus posibilidades de salvacion y de solidaridad humana que ustedes le
n e g a rionoépesten masi®
Byinvokingafi pol 2t i ca d eandalgningmNatdaisn® withitha fayure of the
Devil, Arango deliberately blurred the boundaries between the sacred and the profane, resisting
the notion that divinity exists beyomeself A similar impulse emerges in the second Nadaista
manifesto, written by Amilcar Osofoalso known as Amilcar & who, like Arango, embraced
the role of a prophetising his word, or utterance, as a vehicle to sacralize himself and those
belonging to the movemeftHe describedNadaismas existing within théoscuridad de lo
poéticgba space defined by an embrace of absurdit)
Nadaismo as a confluence of spiritual traditions, drawing from the teachings of Krishna,
Confucius, Jesus, and others to construct an interspiritual vision of unity, haalihiguman
salvation.>? Similarly, Arango describetladaismoin a 1964 textas a "Reconstructive
Revolutiond against t he oppPoresosanosgprofdtasymas o f
religiosos, depositarios de un nuevo fervor cosmico, portadores de fulgurantes verdades para

dar el salto a la salvacion. La pasion de nuestro pensamiento gira en una Orbita de satitidad."

30 Gonzalo ArangoiiManifiesto al Congreso de Escribanos CatélizosMamifiesto NadaistéColombia: Fallidos
Editores, 2018)44.1n English:fiYou have spent two thousand years promising paradise and redemption, justice and
peace. Isn't your millennial failure enough? Allow access to knowledge, to scientific thought and historical logic.
Allow a politics of immanence to restore the possibilibésalvation and human solidarity that you have denied...
And stop spreading your stench! o

31 Amilcar Osorio, "Manifiesto poético 1962: explosiones radioactivas de la poesia nadlitstargvista bimestral

de cultura(Bogota, Colombia) 8, nos. #42 (March April, Mayi June 1962): 25%0.

32 lbidem.

331n English:"That is why we are prophets and religious visionaries, bearers of a new cosmic fervor, carriers of
dazzling truths to make the leap toward salvation. The passion of our thought revolves in an orbit of holiness."
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Such proclamations foreshadowed the movementd
other Nadaistas relocated to the Caribbean archipelago of San Andrés, Providencia, and Santa

Catalina. There, they sought seclusion to establisN#uasteri@d a wordplay onrmonasterid

as acommunal retredtMor e si gni ficantly, Arangodés and Os
Gonz8l ez Restrepods vision of intedspiritual:]
rationalism, | aying the groundwork for the Co

The politics of oppositionality espoused by Nadaidmaoted in notions of nothingness,
obscurity, the irrational, the mystical, and the immadesrherged, in part, from Arango and his
associatesd close relati ons hi mpandwhilosbpheBonz 81 e z
Fernando Gonzalez Ochoa. Literary scholar Carolina Sanin describes Gonzalez Ochoa as a
writer whose style defies convention and form, exemplifying what this study identifies as a
promiscuous approach to structures of expression throeghrttien word® She further argues
that Gonz8l ez Ochoads practice of cdaohgessi on
with his oscillation between offering public social, political, and cultural critiques and seeking a
life of seclusio® recalls the works of Cathiolmonks and mystics such as Teresa de Jesus and
Fray Luis de Le6r®Fittingly,one of Gonz 8l ez Ochoafoml19%®P st not e
Viaje a pie offers aseries ofphilosophical ruminations derived from a walking journey across
the Andean mountain range. This pilgrimage, undertaken as an attempt to free himself from the
religious and social strictures of his native Envigado, becomes a meditation on the nature of

belief. In it, he redefines his relationship with Catholicism, writing:

34 SeeGonzalo ArangoProvidencia(Barcelona, Espafia: Plaza & Jare®72; Julian Sanchez Gonzaldéz,T h e

Issue of the 'Doubl®©utlier’;: Contemporary Art from the Caribbean and Archipelago of San Andrés, Providencia,

and Santa Cat al jThednstitule bf&isetAds; New YofkHaiweisity, 20118

Carolina San2n, ,Adai siFdrinande ®dnmaPResaesderana@ar ol i na S
GonzélezBogot4, Colombia: Lumen, 2015)5.

%6 1bid., 16.
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"El camino es casi toda la vida de hombre; cuando esta en él sabe de donde viene y para
donde va. Caminos son los codigos, y las costumbres, y las modas. El método es el
camino. Por eso Jesucristo, cuando quiso manifestar su infinita importancia, difel que
era El Camino.®’
This mystical journey, r emi ratespobdicatiorOn n s o me
the Roadcenters on the contemplation of nature as a means of perceiving thé daatted
within the natural world and within oneséffMore significantly Viaje a piepresents a radical
critiqgue of Catholic hegemony in Colombia. Gonzéalez Ochoa provocatively describes the
country as it lehallergingdhe présencehokthisDiguke inlthe national
imagination as a construct of the Church, used to enforce social controbartdin
conservativgpower structure®® This assertion draws a direct throughline from Gonzalez
Ochoadés writings to Gonz8lez Restrepobds own i
life, as well as his effort to vindicate witchcraft as a marginalized practice of subaltern agency.
As part of a continuum of artistic and intellectual redefinitions of the sacred and the role
of Catholic Church in society as outlined 8pnzalezZOchoa and Nadaisma,8 r at eds and
G o n z §dngagetnent with blasphemlsocontends with an oppositionapertoirdinking
both political and otherworldly concernihis assessment aligns wilt historian and curator

Eduar do texefromthetiméid os afos setent adntheartielé, art e

37 Fernando GonzalefViaje a piedin Fernando Gonzalez and Carolina Sanin,Rasajes de Fernando Gonzalez

(Bogotéa, Colombia: Lumen, 201%3. See original: Fernando Gonzal®iaje a Pie(Paris, France: Le Livre libre,

1929).In English:"The path is almost the whole of a man's life; when he is on it, he knows where he comes from

and where he is going. Paths are codes, and customs, and fashions. Method is the path. That is why Jesus Christ,

when He wanted to express His infinite importarszad that He waghe Way'

8 1bid., 7273.

% 1bid., 67-68.

“Y“Eduardo Serrano, fALos afos setentas: y el arte en Col
Sylvia Suarez, ed<;| arte de la desobediencia. Coleccion MAMBO 194684(Bogota, Colombia: Museo de Arte

Moderno de Bogota, 2018), 1456.
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the author discusses critical issues of the arts in the 1970s, mentioning, among other
preoccupations, the growing interests of Colombian artistdhat he deems am expression of

a decadergpirituality.He notesthat he r esur gence of a spiritual
works can only be explainday virtue of thedecay of moral values in Colomifa.

Acknowledging the longstanding tradition of the proximityetweerart and religiod even

dating to Platods di scué8 Sdaranmlso caimedthatéhe mor al ity
spiritualization of the arts of his time evidenced the crisis of the modern state and consolidated
the artist as a type of spiritual lead&Bringing to mind an increased presence of painterly

practices within religious architectural spaces in Colombia as well as a rise in the construction of
churches, Serrarfarther stressethe transition of praying practices in religious spaces to
contemplation practices in secular spaces, such as mugeama.result, his analysis dhe

attitudes of artists towards religigcircumscribed to understanding the influence and
transgression of Catholic and Western beliefs nationialgntifying sacralizing and sacrilegious
impulses dealing with politics in the public arena. Whidgponding to his local conteand

providing us with an accurate read of the partial relationship between spirituality and politics,
therefore, Serrano tended to ataeerlooked spiritual forms of resistance based onr non

hegemonic beliefs, such as those coming from &fi@sporic, Indigenous, or Ocdcul

backgroundsBoth historical and contemporary exhibitions and writings by prominent figures in

the Colombian art scene attest to the areas of opportunity that a broader spiritual framework

could bring to developing a more socially inclusive perspective in the arts.

4 1bidem.
42 |bidem.
43 Ibidem.
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Conversely, th&alon de Arte Brujgerved as a permeable platform which enabled a
conversation not solely dedicated to Cathahd antiCatholicconsiderationsvhen addressing
the realm of spiritualitylt alsoevoked an interest, if not practice, of Ho&gemonic spiritual
systems in Col ombia. Besides Obreg-nds poster
focusedforinstancet hei r attenti on on HertadaamidrpuedaT ej adi t :
(Fig.2.7) . Cal |l i ng it fhoen eC oonflg Bgedadamwwspapedescrived — t
the piece as representiagvitch with powers to predict the futut&This polychrome wooden
sculpture, part of a larger series of female figures problematically fused with utilitarian objects,
depicts a woman wearing a lestgeved dress, pointed black boots, and a flowing bandana
adorned with encrusted colored crystalse 8lso0 wears a large ring on her left hand and holds a
cat . Bertads brEajsd deriesaadesmonspicudusly rendered &s roand
wooden volumes, with her left breast featuring a small door that opens to reveal an empty
compartment for storing item€reated in 1970, five years before the Congress, this sculpture
reflects two of t &womarranhdcaswdile alsoalladingtoithemg mot i f s
sartorial choices of the countercultural generatiynshowing this work in th&alon deArte
Brujo, Tejadapicked on thesartorial shifts from this decadsincreasingly associated with the
transgressive archetype of the woman as a witsipart of an exhibition such as t8alon de
Arte Brujo,Berta, la mujer puertaould be read asnaambiguousvork that straddles between
the reificationo f w0 me n & svell hsateir sexaial and spiritdideratiord atension that
couldarguably als@ccount for its popularityHis interest in the portrayal of this archetype is
further exemplifiedn a portrait that Tejadita made in the 1960#\l&fgre Levy, a reporter that

would latercoverthe eventsin quite a positive lightaking place during th€ongresgor El

“Al berto Duque L-pez, RAEI Congr es oEl Bspect®lorAugust2s? 1875. a mb i e nt
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Tiemponewspapemn 1975(Fig. 1.8) . I n this image, a depiction o
reliefs flanks a composition where Levy, centerstage, is depietadg directly at the viewer
while wearing a white robe with red accent stripes as well as stone rings on her fingers. Both
artworks, despite their material and visual differences, ultimately resemble eacim dtiear
interest h depicting women responding to the fashion trends of their time as an act of creative
and bodily autonomy.
Further,Berta, la mujer puertalso reveals dynamics associated to the iconicity of
images as catalysts for cultural change. This piece served as a vehicle to bring to a public forum,
and to a certain extent normalize, unusual discussions otherwise deemed unsuitable for its
scandalousrad taboo naturd-or instancethe Revista Cromostatedii¢, Qué es estbAsuntos de
brujeria. Esteenorme uadr o [si c] | o encontrar8 usted cua
Congr eso Mun di®MeéntionsesucB as thjs ene vaence the rising presence and
growing acceptance of ndregemonic spiritual beliefs in the popular culture and collective
imaginaries in ColombidDespite not directly referencing occult practices irifts or
materiality, the fact that this sculpture was exhibited inrShi®n de Arte Brujspeaks to the
permeability of its iconography. More importantlyadts as a mirror of the growing popularity
that witchcraft practices wergaining during thistimena senset, hi s ar t wor k6s pr e s
exhibition, only enabled as the artists had to directly submit it to the organittiensitely belied
its reifying character, allowing its reception to tune in with the themes of cultural chemgel
the formation of new, nehegemonic, and hybrid spiritualiticeh i s pi eceds exhi bit

sorcerous atrings to mind issues of sakpresentation of women posed by secwade

“RaAlerta, brujos! RdvistaQamgshoa3004eAugsta3-18, 4975 Eaglish mansiation:
fiwhat is this? Matters of witchcraft. You will find this enormous painting [sic] when you enter the 'dark world' of
the World Congress of Witchcraft."
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feminists in Colombia and abroadiespite having been made by a male artist like TeJada

could be argued, then, tHaerta, la mujer puertd seception and afterlife within the context of

the Congress contributed to consolidatingpiiysemicquality, openinga critical spacef

heteropatriarchal conventioabout women and spiritualitg the Colombian cultural sphere.
Another artist who exemplifies the significance of alternative spiritual systems as a theme

for artmaking in Colombia during the 1970s is the Cartadpema graphic designer and painter

Luis Durier.Not entirely unknown as an artist in Colombia at the tibwajer, the nephew of the

acclaimed artist Enrique Grau, had been exhibited in five individual and two collective shows in

Colombia, and had prospects of being exhibited in Woodstock, New York. Duenethatized

nature of the Congredsowever, hisvork gained further visibility as idealt with themes related

to chiromancy or palm reading, necromancy or divination by invoking the dead, and witchcraft,

receivingextended coverageom Colombiamewspapers and magazirtéé\ccording to press

accounts, Durier exhibiteid theSalén de Arte Brujat least four worksincludingLa hora del

aquelarre(Figs.1.9-1.10) andCarmela MurciélagdqFig. 1.11). Painted in acrylic on canvas,

both pieces reference, much like the works of Tejada and Obregdn, the archetype of the witch as

a figure connected to the natural and occult worlds. The first, simpler in composition, portrays a

naked woman lying down, calmjtiw eyes closed under the full moonlight. Her forehead opens

to reveal several clocks with different time markings, synabuii the possibility of time and

space travel as part of the witchegjiasticreunion with the devil during the Sabbath. The

second piece depicts a woman intently gazing at the viewer while showing inscriptions on her

palms, indicating her ability to read the future. Her floating hair, parted in the middle, evokes the

wings of smakr bats included at the bottom of the composition, hinting at her ability to fly

“Hernando Ji m®nez P®rez, dLa RevigatCiomano.r8004 AmshiBax i ca de
1975.
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across the sky. With their bright color palette and sinuous lines, both paintings draw from pop art
and art nouveau aesthetics, while incorporating elements from the graphic design and advertising
worlds to which Durier was professionally connected.

Further, the long blue robe worn BarmelaMurciélagoalso echoes the sartorial choices
i n Tej ad a 0Bertalla pujecpudartasuggestihg that this figure belongs to a coven
engaged in magical acts. AccordinggoTiemponewspaper, Colombian art historian and critic
German Rubiano described Durier as an artist who was riding "the wave" of spirituality at the
time, a commentary highlighting the prevalence of the magical as a subject matter for artists as
we l | a s nvBlvemeantdnrth@ svorld of publicity. This is particularly notable given that
the same year as the Congress, Cartagena inaugurateabidn de BrujerigWitchcraft
Pavilion) a material culture collection and displaytié historical witch hunts that took place in

Durierd6s homet own *dHousedringhdtldcie dedadnguwsitional er a .

(InquisitonPalace t he Cat hol i ¢ Churchés office where

were held, théabellonhonors the history of witchcraft in the Caribbean city. According to its
founder and director Eduardo Lema tre, the
from medi eval Europe and t he #%BytdessribirgthisAf ri c
iteration of occult practices as a formméstizajmsnd a Adi versi fied form
Lema " tre echoed Sim-n Gonz8lezds underlying

and theSalon de Arte Brujalt is no surprise, then, that the show featured many antagiag

ALuis Durier exphBlTfidmp8August4,dd75 Gal eri ed,

e X

an

0]

BAl fonso Mart2nez, 0 aEs tRevistaGroneino. 2009 Jy0-1501975] a mi sa negr a!

49 Ibidem.
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from the Caribbean region, such as Obregon and Durier, as this was the geographical space
where such spiritualnd raciaintermixing took place to a high degrée.

In addition to suggesting a Caribbean connection, | would like to further emphasize how
Durier'sCarmela Murciélagaorrelates the witch or priestess archetype with the sartorial
choices of the countercultural movement, particularly those of the presenters and attendees of the
CongressThesefashion choicesonstitutel culturalexpressions that signaled, via aesthetic
means, the rise and consolidation of a generational shift with implications for social and political
changeincluding gendebased, sexual, and spirituél selection of images and photographs
published byEl Espectadonewspaper described, for instanites event as a domestic Tower of
Babelandaiver dadero desfile de modas, un aut®ntic
nacional es >yTwe of thesaimgges shov thedconspicuous fashion of some of these
visitors as they dohlack outfits with organic elements as well as oversized r@hgs.1.12-
1.14). Further, th®evista Planetalso featured a series of unique high quality color
photographs of the evetatken byMadalena Schwartavhich capturedarious instancesf
sartorial creativityincluding the Maria Lionza ritual presented on the fourth day of the
proceedings (Figl.15). In this image, priesteasd public figuréAura Beatriz Correa Casanova,
popularly known as Beatriz Velané, is seen midway through her performance wearing a long,
faded, orange robe with stripes at the bottom, wide sleeves, and a multicoloreftadaeidress.
The photograph, moreover, shows a group of accompanying musicians who, while playing flutes
and drums, also replicate Vd@ian®d s f a s hwearingheaddnedses and robes similar to the

ones presentiBur i e rTéeyg aarad Aludingto the mixed cultural origins of the

50 See Luz Adriana May&rujeria y reconstruccion de identidades entre los Africanos y sus descendientes en la
Nueva Granada, siglo XV(Bogota, Colombia: Ministerio de Cultura, 2005).

Al berto Dugque L oEpEspectaddrAugust27e1978 EnglisharanglationfiA veritable fashion
parade, a genuine spectacle showcasing national and foreign faces and expréssions
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Venezuelan belief systerbased on an Indigenous purview of the sagredanence of natural
phenomena, their attsearecomposed bgyncretic cultural symbols.

Part of the Congress as a whdleseartworks and fashion stylean be understood as
being in conversation with one another, illustratiimgrmedial and interspiritualymbolsof a
break from conservative cultural cod#sconduct agxpression ohon-hegemonigitualistic
practicesThis connection becomes most evident when considering the historical relationships
that women, across different geographies and cultural backgrounds, have forged with diverse
spiritual traditions as a means of liberatioonfr patriarchal social structures designed to control
them.As Gomez Valderrama as well as artist and witch Starhawk have natedlysmamic is
notable in the rites of witches during the Middle Ages, the mediumistic practices of women
during the XIX century, or the revival of the Goddess archetype in Feminist circles during the
second half of the XX centurf.Art historian and curator Susan Aberth reminds us, moreover,
that n Mexico and the United State®men associated with the Surrealist movement during the
1930s and 1940s appropriated the tropes of the witch in the collective imaginary, reaffirming
their own independence and agency as individuals and artists away from heteronormative
models*Thus, the iconic function ascri lspeaks,t o Tej
on the one hand, to the shifting livasd circulatiorof artworks beyond the original intent of
their makers. More importantly, the mechanisms of iconicity associatedweiita, la mujer

puertaandCarmela Murciélagshow how the Congregmrneredts popularity and exposure

2Starhawk, AWitchcr afThe Spiral DécgNemeYark, NR eldrger@ollinsPublishersn

1999 [1979]),2540;Ronal d Hut t on, A FrhenTdumphgf tre MGa.dHidterysos Moderni Pagan
Witchraft(London, UK: Oxford University Press, 1999),-82; Gomez Valderramajuestras del Diablpl5-68.

*Susan Aberth, AHarbingers of the New Age: Surrealism,
M. Bauduin, Victoria Ferentinou, and Daniel Zamani, eBarrealism, Occultism, and Politics: In Search of the
Marvellous(London UK: Routledge, 2018).

83



via means of cultural shock and transgressibith unapologetically embraced previously
rejected feminine archetypes.

The intersection of popular culture, occult traditions, and controversy is also evident in
theSalon de Arte Brujp hr ough t he exhi bition of aEltist Fel
bebé de Rosemary Al t hough not as widely publicized in
or Durierd6s pi ec edaqrigindlly creatediryl9® sparked igttigaeind at i o n
controversyas its title evoked mythologies of women bearing the spawn of the devil in their
wombs, a recurring trope in witchcraft tradiis and loreAs a nudge to American culture from
the |l ate 1960s, such as Ira Levinbs eponymous
thriller film, this piece presented the viewer with an austere installation in which a white, metal
bed frame holds an unspecified volume covered with a gray, silk 3ineatntirepieceis set up
to vibrate with the aid of an internal mec han
estrangement and alienationt s i nner mechani s mMCamasmiesys us of
which El bebé de Rosemabglongs, as a body of work that gained the artist national recognition
for offering a poignant critique of stereotypesward femininity, eroticism, and domesticity
prevalent in Colombian societipuring theSalén de Arte Brujahe piece, painted black, was
exhibited on a white pedestal with a black satin sheet, which differed from the white frame of its
exhibition at the recent shokeliza Bursztyn: Welding Madne@&g. 1.16-1.17).5% In thislast
iteration, a dramatic, bright white light brings our attention to the pam®ntuating its
voluminous shimmery, andgculptural quaty alongside its eerie, cryptic, and uncanny
compositionl n doi ng so, Bursztynds piece devel ops a

Surrealismds i nterest theexplomatioth of éhe unconsgious. the f or b i

54 See Marta Dziew@ka and Abigail Winogradseliza Bursztyn: Welding Madne@dilan, Italy: Skira, 2022).
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unorthodox and unexpected juxtaposition of objects, such as a bed frame, silk fabric, and
motorized elements, defy the conventions of rationality of everyday life, and catapult us into the
realm of the irrational and nonsensical.

Different from TejadaDurier,andObr eg- n, Bur szt yn®wgkhesaske on
women engaging in sexual activity with tthevil denies the viewer the possibility of seeing, and
thereforeconsumingan eroticized rendition of the female bodwis is relevant to note as
Bursztynds work had been fr aanthatofawomaadistt i | t he
solelydedicated to the use of scrap metal as a primary matenalyear prior to th8alén de
Arte Brujo, literary critic Hernando Valena Goelkewr ot e, f or the occasi on
exhibition at theAMBO, that herestablishedrtistic languageonveyedi n ot hi ng of e mi n
in her use of materiafS.The author further argued that tBamasseriesconstituted a
sophisticated joke generating discomfort and nervous laughter among its vidtiraegely
disguisingii n a chaste manner, the uneXQoetayted s hame
Valencia Goelkel, | would argue that bebé de Rosemamlongsiddts exhibition as part of the
Salén de Arte Brujdiad no hints of chastitiy its denial ofbodily consumptionQuite the
opposite, the pieceffersa clear commentary on the commodificatienneell as théack of self
representation of women and their bodies. | n
grappled with the transgression of the erotic and the spiritually abject as they intersected in the
public space of a gallery settinbhis series El bebé de Rosary included,sacrificed direct
referentiality tovo me n 6 s lighlight leow a madalriven cultural sphefe as it was the
case with the works by TejadadDurierd tended taeduce the feminine other to consumable

symbolsof conspicuous fashiatmrough the lens of the male gaze.

% Hernando Valencia Goelkdfgliza Bursztyr{Bogota, Colombia: Museo de Arte Moderno de Bogotd, 1974).
56 |bidem.
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El bebé de Rosemarhereforereferences thenyth of the witch who willingly gives life
t o the de vwhlle@lso offefing a gpoignawbmmentary on the female body violated
by forces out ofitsown contrd,.n doi ng so, the installation ca
Aquelarré®d the Spanish term for covéran ink drawing the artist created and dedicated to art
critic Juan Cobo Bordat thetmeGu e r r e r o Gbseforendessghirgy the poster for the
CongresgFig.1.18) I n this piece, Obreg-n envisions a
erotic dance between witches and the devil, instead depicting a brutal birthing moment in which
a male goat is violently expelled from the body of a supine woman. The intengity sifene is
heightened by therapglt r ok es outl ining the womandés head &
entire body is being dragged across the floor as she gives birth to what is presumably the spawn
of the devil.While employing diametrically opposetkual strategies in their engagement with
the female body, Bursztyn and Obregon draw from popular culture references to witchcraft to
underscore the dual position of women within the plural histories of this@gemonic belief
system. Their works simianeously highlight conditions of subjugation and marginalization
while evoking experiences of liberation, rapture, and ed3tagjgcting the commaodification of
the corporeal through concealment and symbolic abjection. These artistic imaginings resonate
wit h G- mez Valderramadés writings on the histor
colonial times, as well as with Gonz8l ez Rest
multifaceted and contradictory proportions.

Aquelarref ur t hemor e, represents a thematic cont
noted artworksl.a Violencig an oil on canvas painted in 192 which the artist fuses the body
of a murdered pregnant woman with the topography of the Andastain rangeThe

composition calls attentiodisproportionate impact that the Colombian armed conflict had on
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womends bodies duri ng t hhghlightingontlte sama finfe,thef t he
di sputed territorial claims of the guerrilla
land | further contend h at B Elbel# teyRosermacan be understoad tandem with
Obreg-nés artworks from the 1960s alkemativel 970 s,
spiritualitesas a vehicle to communicate deeply seated sociopolitical concerns in the immediacy
of her local context. The installation, therefore, negates the female body as a site of consumption
andoneavher e warfare i s al so eThiaabscaritg visual sttatedyo mbi a o
preceds an indexical impulse that would become paradigmatic of Colombian art in later years.
Indeed, asra historian Margarita MalagéKurka arguesthe appearance ofdéhndexical as a
visualstrategy in 1990s Colombgought to describe the emotional and psychological impact of
warfare, superseding the graphic exploitation of viol@A8=zcause of this indexical
proposition El bebé de Rosemanyestioned genddrased and sociopolitical issuestsftime
through a spiritual purviewyhile also prefiguring future artistic developmeatsontemporary
Colombian art

In addition to Obregon, th@ireeartists discussed within the context of 8&on de Arte
Brujod Tejada Durier, and Bursztyi illustrate above allthe paradoxicadnd capaciousature
of the Congress asspiritually promiscuous eventisited by thousands, tt&alon de Arte Brujo
usedits mediatized platform and op@mded curatorial purview teliver, perhaps
unknowingly, an interspiritualmessagef social openness and inclusidines pieces discussed,
moreover, allonwusto understanthe way in whictspiritual considerationsan pemeate our

understanding of critical cultural shifts, such as a generational change in fashion, the rise of

°" See Maria Margarita Malagéurka, Arte como presencia indéxica: la obra de artistas colombianos en tiempos
de violencia: Beatriz Gonzélez, Oscar MafyaDoris Salcedo en la década de los novéBiagota, Colombia:
Universidad de los Andes, 2010).
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secondwave feminism, and the human struggles resulting from the expansion of the armed
conflict nationally.Though a modest selection of the massive exhibition, the artists discussed in
this section highlight how their engagement with iconicity and iconocleassrooted in aon
hegemonic spiritual purviewltimately developing a sacralizing and desacralizing reperigyre
proposing a less hierarchical modabreoverthe exhibitionshifted away from entrenched art
historical discussionsstablishing lerarchies between artistic movements and styles, particularly
in themoderneratensiors betweerfigurationandabstraction. While some of the artworks
discussed in this sectisne pr oduce mar ginali zing aesthemeti cs |
unique thematic approa@mbracing a transgressive spiritual position broadly challenged the
prevalence of Catholicism and conservatism in Colombian culture.
Far from being an isolated phenomenon in C
associated programming demonstrated the potential for transnational interconnections fostered
by the rise of the countercultural movement across the hemisphere. In Latin &aratithe
Caribbean, this movement contributed to the increased visibility ofrieprgssed Afro
Diasporic and Indigenous cultural and spiritual traditions while also encouraging the exploration
of Western and Eastern spiritual practices. A strikingexamp of t hi s was Gal er i
Haitian art exhibition within th&alon de Arte Brujowhich presented works by prominent
figures of modern and contemporary Haitian art thratgybhngoing engagement withe

culturally rich racially diverse, and ever evolviMpdou tradition.

1.2Vodou Artin Bogotd: Na d e r 6 Exhilbitiru t i
The participation of a large delegation of Haitian scholars and dancers, alongside a

gallery-organized art exhibition, was central to the programming that Gonzalez Restrepo
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envisioned for thé&rimer Congreso Mundial de Brujeriehis unprecedented binational
exchange in Col ombian history was made possib
the presence of professionals who demonstrated how Vodou beliefs permeate Haitian history,
culture, and everyday lif@.he presentations featured a wide range of approaemsring on
Vodou as dybrid spiritual system: historical and sociopolitical panels, ritualistic and
performative practices, and an exhibition featuringvibek of selftaught painters and sculptors.
While controversially playing with exoticizing tropes and recalling racialized power dynamics,
the Haitian del egationébés presence in the Congr
Vodou as an evil practiceglying, | contendpn a decoloniand simultaneously
spectaculazing strategy ofdisplaying othernes4\ first attempt tashowcase the valud o
Haitian spiritualityi n Col ombi a, the del egat,indine@iththear ti ci |
ethos of the event and the nature of witchcrafiescribed byczémez Valderramayas as
revelatory as it was contradictofifhe Haitian participation reflects broader cultural trends of the
1970s aimed at fostering appreciation for A@msporic heritages in Colombilarough the lens
of a vindication of witchcraft as a cultural practiaégningwith and expandingimilar efforts
across the AmericaExamining its reception adds nuance to the histories of countercultural
movements in the region, which, as the Congress exemplifies, embrsuiedually
promiscuous ethos. This position sought to bdivgrse belief systems together as a form of
sociacultural resistangebuilding bridges between marginalized graups

In collaboration with the Colombian ambassador to Haiti, Lacides Moreno Blanco and
thebankerEduardo Nieto CalderéanddiplomatClara de Ponce de Ledn (née Nieto Calderdn)
Gonzalez negotiated and secured the participation of the Haitian delegation by corresponding

with anthropologistiean Baptiste Romain. At the time the Chair ofibele d'Ethnologi@nd

89



Director of theCentre de Recherche en Sciences Humaines et Samfiflldsiversité d'Etat

d'Haiti, Romain confirmed by July of 1975, that the Haitian delegation would be composed by

scholarsGerson AlexisMax Benoit, JosepMompoint MondésirandJeanne Philippe® In the

ends, the archival documents seem to suggest that Alexis, Benoit, and Philippe did not make it to

the eventAdditionally, the Haitian scholainvited aspart of the delegation the participation of

Les Ballets Bacoulodd Htg a dance group directed by Haitian choreographer Odette Latour

Wiener, stating a total headcount of eighteen dancers. According to Moreno Blanco, the

delegaibn hadalso offered to bring a selection of paintings and ritualistic objects of Vodou

ceremonies, which Rorralater confirmedvith the participation of the Galerie Naddirected

by its founder Georges S. Naflgm Portau-Prince® Theseartworks as stated by Moreno

Blanco to the then Minister of Foreign Affairs in Colombia, Indalecio Liévano Aguirre, would

resemble those exhibited by Haitian delegates in Dakar year$%ivost likely referencing the

participation of Hait]i in the First World Fes

highlightsC o | o minvesin@estas a country, in fostering diplomatic connections with African

or Afro-Diasporic cultural movements across continemwtsether Africa or Latin America.
Coetaneous to the participation of Haiti in the Senegaglatteringwas the foundation of

the Galerie Nader in Pedau-Prince. With a special focus on s&fight Haitian painters and

sculptors, the gallerg, upto this dayone ofthe most significant institutions contributing to the

establishment of a discourse around Haitian art and Vodou pra&ictdse 1970s, the

commercialization of Haitian setaught or naif artists was widespread, leading to the assiduous

58 Jean Baptiste Romain to Lacides Moreno Blanco, July 10,, 18 Bmdn Gonzalez Restrepo Archive,
Corporacidn Otraparte, Envigado.

59 4cides Moreno Blanco to Eduardo Nieto Calderén, June 11, iI9®mon Gonzalez Restrepo Archive,
Corporacion Otraparte, Envigado.

60 4cides Moreno Blanco to Indalecio Liévano Aguirre, June 10, ,1i875imdén Gonzalez Restrepo Archive,
Corporacion Otraparte, Envigado.
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reproduction of similar figurative and nattlweund motifs which became characteristic of the
socal l ed primitive <Ohemnotdble mdsontfonthis oCorrretare,e d 6 Ar t .
historianPeter L. Haffner contends, was the increased flow of tourists to Haiti in the early 1970s
foll owing the initial AGol den Ageo of tourism
dictatorial regime of the Duvalier family, the Haitian art market peakeihgl this time as
foreign visitors overflowed into the Caribbean nafiéA number of pictures of th@alerie
N a d eexhibison brought to Bogatare indicative of thenodest yet comprehensive scaje
objectsincluded in the showFig. 1.19-1.20). Capturinga fragmented viewf the installation
organized by the gallery, these images show figurative paintings and iron sculptural works as
they fill a rectangular drywall surface that
installation, asoaringcenterpiece catches the attention of passersby who look intently, perhaps
with apprehension, @lhe floor drawirgs made with white powder on the floReferring toveve
or inscriptions used in ceremonial Vodou settings to call the presence and pomas af
spirits, these inscriptiorenacted @acred and altdike charactewithin the galleryexhibition
space. In the middle of the installatiorp@omitan,asymbol of the connection between the
earthly and spiritual domains, was placed wit
Haputi .o As portrayed in the iIimages, the curio
noveltyof its display

For Guerrero, curator of ti&alén de Arte Brujathe exposure to the art featured in
Gal er i eexhbdiahaswelsas the Vodou rituals performed wasayening for an

audience with little knowledge of Haitian cultlfA closer look at tharchivalphotographs

61 Gérald Alexis Peintres HaitiengParis France Cer cl e 224235t , 2000) ,

2peter Haffner, f@ATourism and Connoisseurship in the Col
Oxford Research Encyclopedia of Latin American Histapcessed March 27, 2025, 8.

63 Maria Teresa Guerrero, interview by Julian SAnchez Gonzéalez, August 26, 2018.
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reveal what kinds of artists and themes visitors were able to see. The upper left corner of the
salonstyle drywall layout featured a selection of five paintings by artist Lyonel Laurenceau, a
leading figure of symbolic expressionism in the Caribbean apdbdthe most established
trained painters of Haitian modern art. The acrylic on caReaa (Fig. 1.21) depicts a scene
where two men donning traditional straw hats are fused with a bamboo wind instrument, a
swirling snake, a goatskimetwodrum, and gemetric figures resemblingeve.This painting
references the Rara annual festival in Haiti, a cardikalcelebration resulting from the
creolization of Indigenous, Afe®@iasporic, and Western cultural traffsThis piece illustrates,
on the one hand, the lorsganding interest of artists in Haiti, as well as the Caribbean at large, to
engage with local celebrations and spiritual tradiioastimes through an ethnographic |1&ns.
FurtherL a u r e nRami@easgeds the presence of a regional ethos of spiritual crosspollination
or hybriditywhich was germane to GonzalRestrep6 s vi si on of the Congr e:
to note aghe latter hachumerousontacts with the Caribbean islands of San Andrés and
Providenciabefore the planning of the Congress. This sustained relationship with the archipelago
and its inhabitantexposedsonzéalez Restrepo theAfro-diasporic herbaligraditions of the
Caribbead which are locally knowin San Andrés and Providea as Obeah, witchcraft, or
black magié encouraged himterest in building the soutfo-south conversations defining much
of the cultureshifting goals of the eveis a spiritually promiscuous gathering.

The presence of metal sculptures as part of the exhibition is also indicagigpetific

trend in Haitian art;ising at the beginning of the twentieth century @milbracingvodou as a

64 Elizabeth McAllisterRara! Vodou, Power, and Performance in Haiti and Its Diasg@®rkeley: University of

California Press, 2002);&.

%Gerald Alexis, fAThe Caribbean in the HoCGarbbeah:Atai ti , o i
at the Crossroads of the Wor(dew York, NY: El Museo del Barrio, 2012), 1-121.
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source for creative expressi#ftirhe sculptures hung on the lower section of the walls of

ANader 6s Haputi 0 reminisce t hdeBosdquetdard, mofe ar t i st
specifically, that of the renowned sculptor Georges Liautalitiese artists became more

prominent as symbols of Haitian art and national identity in thetwedtieth century by virtue

of the work of American entrepreneurs Dewitt Peters and Selden Rodman, founders of the
Centre doAr%The gieoe on thedowdr & d the. photograph depicts a crucifixion
scenda common t r opeuvréansedn inaimilargpiecesdfirom his roehtury

production. Conflating Catholic imagery with the ceremonial drawinggwadin the Vodou

tradition through the symbol of the crobsthpieces are reflective of the creolized nature of

spiritual practices in the Caribbean nation. Ilconographically, the works tend to fuse in one single
being the figure of the historical Christian prophet with varlaws such as Papa Legba, spirit

of the crossroads, or Baron Samedi, spirit of
Liautaud, as well as other now towering figures of Haitian art such as Hector Hyppolite, are
examples of how the rise of sé#fught art in Hiti attempted to subvert the edtsbed
categories defining the divide between Acivil
making practices und®®Trh etrheef ourneb,r etlhea itnecrlnu sfiincanu
of the exhibitionrmade visible the complex art historical developmeniaitian ar® one of the

most conspicuous modern art narratives of the redismart of theCongress at larg¢he

exhibition resonated with Gonz8l ez Restrepods

8 CarloA. CéliusCr ®ati on plastique doHapti: ar t(PaustEditonsidélar e vi s u
Mai son des sciences de | 6homme, 2023), 5.

57 Georges T. Nadeinterview by Julian Sanchez Gonz3l&eptember 15, 2021.

8Luis M. Castafeda, @l sl and CuArtfournak73,Wa 3214:56.el den Rodmai
®Carlo A. C®lius, fALa cr®ation pGrnadhigwae. eRéwvue odid mmmhr
déhi stoilr(2005&s arts
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between high and low art and aesthetics, particularly in a country like Colombia which
privileged the work of modern artists invested in formalist explorations.

The championing and conflating of Vodou practices with the work otaetfht artists
happened, aart historianCarlo A. Célius argues, in tandem with the development of the
intellectual contributions proposed by the Haitian school of ethnology. While not directly
addressing the visual arts during the 1940s, these scholarly pursuits were concerned with
theorizingla al vi ews on concepts |ike the Aprimitiv
hadan impact on how sethught art wataterreframedasessential to the development of a
collective identity for thenationstate influencingemerging artistic networkandpositioning
Vodou beliefs as a pivotal cultural practice to be reclaifi&en when opening the space for
analyzing a rising trend that equated Anapfo
remained distanced from discussing specific artistic practices, according to Célius, even as late
as the 1970s. For the authdeanB a pt i s t eAfrRamiemzes haifiems. Compilations et
notes one of the Haitian et hno dgsraalgahirdicalicchofmost s
such apprehensidh Africanismesi i scussed art i n Romakéembéded h o me
by African roots, an aspect readily seen in the utilitarian spirit of religiosity which was conveyed
in sculptures, paintings, am@védrawings alik€?Ro mai n6s t hi nking confi ne
sphere of influence to the ritualistic and ceremonial, thus leaving behind any grounding
discussions on biographical or art historical delia scholarly interests are evident in the
organization of the delegatigraveling tothe Congress, as Romain oversaw the logistics to

secure the participation of the dance troupe performing Vodou public rituals.

01bid., 9-16.
1bid., 18.
21bid., 19.
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The Haitian presence inti@ongr ess corroborates, for the
of the work of Haitian ethnologists and soci o
his colleague Josegio mp oi nt Mdoalyps ies@snt ati ons, titled r ¢
Summary of Haitian Vodouo and fdahabseMadafihe a l N a
visual arts as an integral expression of Vodou as a religious s{SRomain, for instance,
addresses themes related to Vodouds phil osoph
precepts, only to briefly mention symbols such aptitemitanand theGuinea a rhomboid
shaped figure symbol i zi™(Egs.0.224.23). Sinilarlg, Montdégir o f B |
made a case in his presentation for the rites of passage of this religion, including instances of
spirit possession, disease, and curative treatments with a special emphhsi§gure of the
zombiorzonbiasa type of | iving dead o r’°Bith scHolars i n s e
presented their research with a clear interest in giving an overview of théogamal aspects of
theHaitian spiritual systerinstead of delving into the particularities of the iconography or
imagery culturally associated with it. Although involved in bringing Geogjésa d er 6 s gal | e
to Bogota, Romain, as well as Mondésir, sidestejpéukir presentationany mention of the
Haitian art show or the arts of Haiti as permeated by the already established influence of self
taught art and aestheticsidtclear, from these proceedings, that both scholars, perhaps because
of their disciplinary affiliation, discussed Haitian spirituality through the lens of reigning

sociocultural modes of behavior and mythologies, placing specific artmakers in a secondary

“Jean Baptiste Romain, f Re,saumeung ugsetoedestings diifeFritnev odou hai t i
Congreso Mundial de Brujeri8i m- n Gonz 81 ez ,Rerporacian papaste, Bnvigatioi v e s
"lbidem.l nt erestingly, Catholic priest Francisco Montoya A
with Simoén Gonzalez Restrepo in organizing the Congress proceedings. In 1972, Montoya Arango, in collaboration

with the Misioneros de Yarumal Congregatidounded the Museo Etnogréafico Miguel Angel Builes in Medellin.

“JosepiMo mpoi nt Mond®sir. ALoOs Aagg 25c107GRocestngsiotti®smed el Vodou.
Congreso Mundial de Brujeri8i m- n Gonz 81 ez ,Rerpotaci Ptoapaste, Brvigatiol. v e s
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space. The tension, therefore, kmeRrincebased Romai n
gallery and the contents of his intervention could be indicative of social connections unaccounted
for in scholarly narrativegpresenting an area of opportunity for further research.

It is worth mentioning, howevet,hat t he Congressdé archival ¢
an address biaitian poet Serge Satdean which was not included in the official programming
oftheeventt n t he Cong%anclead atime time alneagly, an author of publications
on artists such as Hector Hyppadités placel side-by-side with the group of visiting Haitian
et hnographers with his t al lkhidpresehtatigntheipdet t , Wi t c
declares havinfeen assigned with the taskdiscussing the selection of Haitian artists brought
by the Galerie Nader to Bogot@n undertaking that Romain and Mondésir did not engage with
For the author, art, includintat of Haitian origincould only be discussed as a type of
witchcraft, for it requires an act of HAsubsti
historian Ernst Gombrich. By conflating the creative act with the alchemical pursuitJS8amt
argues that artists andrserers both live in worlds traversed by transmutation, and that this
sensibility extends to witchcraft as an art form rooted in prehistoric times. More interesting is the
fact that, for Sainflean, Vodou practices, which are spiritually syncretic inreaallowed the
proliferation of magic and witchcraft | ore as
Middle Age s 0 s aorobior bageymeri® SaintJean's interest in highlighting the oppositional
character of Vodou asspiritual systenthat values what has traditionally haunted the Western
imagination was, precisely, that which the Congress attempted to explore as a countercultural
event. It is no wonder, then, that this intervention was highly praised by Gonzalez Restrepo in

themarkingg he made in his personal copy of the eve

®SergeSaind ean, AArt e, Augustji2® 19758 ocgedings af thRrimer Congreso Mundial de
BrujerigSi m- n Gonz 8l ez ,Rerporacié Ptoapaste, Bnvigatoi v e s
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Unlike Romain and Mondésir, Saidéan addressed specific artists such as Lyonel
Laurenceau, Wilson Bigau&jssonBlanchard, or Diudenné Cédor, commenting on their
brilliance in fusing modern aesthetics with the ancestral knowledge of masters of Vodou and
witchcraft. He also highlighted Jacquieésguerrand Gourgue as an artist who creates a
Asynt hesi s aoatticebtypical &f thenRegoii ¢ ep o -Marie desRisssaewho,
he contends,iEnown f or #@Afi xi ng on c avolmusustriekesofer ri fy
Er zul i e Daleah added a fin@ thaught presenting the art exhibited in the Congress as
a reminder that witchcraft practices are not mysterious arfetared, but rather part of
everyday life and available for those wéa@ willing to embark on their sear€hThereforethe
poebs remar ks, and t he p aawhkoleatestohowmvarieddveasthes an del
response of scholarly thought to the popular cultures of Haiti anthsgffit art during the
1970s His presentation foregrouedthe development of art historical research dedicated to the
study of Haitian selfaught art, which grew exponentially in subsequent dec&dés
simultaneous presence of these two seemingly disarticulated perspectives as part of the same
panel, however, speaks of the Congressb6é inter
of Afro-Diasporic thought and arts in a moment of importafttical shifts related to the
countercul tur al movement . Tflomdiféeremnt frontegaipsa n el 6 s
the historical mystification and demonization of Haitian Vadl@and of seHtaught art in
particulad deeply resonates with the various spirittealindicatiors sought after by the

Congress as well as postcolonial social movements across the region.

" Ibidem.
8 See Donald Cosentin8acred Arts of Haitian Vodo{lLos Angeles, CA: UCLA Fowler Museum of Cultural
History, 1995).
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Further archival materials of the exhibitibha d e r 6 $ h ¢l v @ngagamerdss 0
well as the novelty that showcasing Haitian artists represented for the local public. A case in
point is the photograph of a woman carefully taking the picture of a painting representing an
everyday communal action or scene in a rural spaceXR4). The piece being photographed is
flanked by two figurative paintings and an elongated wooden bust in its lower register. The style
of the former two closely resembles fi@minent artworks of the Obin family from Gap
Haitien, a historically significant port in the transatlantic slave trade in the Carilt@aposed
by Philomé and his sons Antoine, Télémaque, and Gérard, among many other family members,
the Obin family gained national and international prominence, like many other artists from the
midt wentieth century, vi a Atk Alihoughadryingihtheart i on wi
individual styles, the Obins shared a common interest in painting angular architecture, the use of
bold colors and planes, and a schematic rendition of perspatfitvea distinct approach to
detail in their compositions, the younger generatiémtoine, for instano@ focused on creating
less saturated landscap&hus, thepainting in the photograph could be attributed to Antoine,
whom had already made a name for himself as ataatjht painter by the time of the Congress
Similarly, the solid colors and sinuous lines of the fragment of the painting on the left of the
Obin piece notoriously resembles in style the work of Paul Nemours, a Haitian artist who had
also gamned a growing recognition during this time. His depictions of roosters, alternatively
known in Haitian creole dsok kalité are representative of cockfighting practices as well as
Vodou ceremonies (F&g1.25-1.26). The Obins and Nemours were artists videptholding a
prominent position within the histories of s&dught art in the Caribbean nation. The latter,

moreover, is of particular interest for this section as his work articulates whatl&amt

“LeGrace Benson,Oxfar®African Amefidan Studies@endbtay 31, 2017URL:
https://oxfordaasc.com/view/10.1093/acref/9780195301731.001.0001278@1 953017374683
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described in his intervention as the relevamcdor the purposes of this research sacralizing,
aspecbf Vodou practicesn everyday life.
While identifying these artisteemain important for questions of authorship and
recognition, it is more pertinent here to look at how workgeyDbins and Nemours, as well as
other Haitian artists included Ma d e r 6 furtheredamn appreciation fdfodou spirituality
andselftaught art and aesthetics in Colombia. Framed by the interestgpithaally
promiscuous purview underpinnibigh e Congr es s, Nader 6s exhibitio
mostly selftaught artists in a highly publicized platform in Bogdthe natiorbased approach
to the exhibition remains trailblazing for Colombian art histpeyticularly when considering
previous endeavor s exartistsg taisn gt htehye awoer kciroonimofinpl oy
the country. Th&ienal Iberoamericana derfurra Coltejein Medellin during the late 1960s and
early 1970s is a case in point, for it tackled through a panoramic, regional perspective the work
of established artists in Latin America and the Caribbean, both educated aadgafThe
Biennial marked the first significant instance of an international artistic dialogue in Colombia,
positioning Medellin as a central hub for discussions on contemporary Latin Amerie&n art
According to Rodrigo Uribe Echavarria, President of the Coltejer comparfyrstitbree
iterations of the Biennial 1968, 1970, and 198@2sought to foster a heightened cultural self
affirmation and consciousnefss Colombiaand Latin America as segion®! Curatorially ledits
first two iterations by Leonel Estrada and itsrthird iteration by Jasia Reichard, Gillo Dorfiles

and Brian O6Doughert, the event grew exponent

%Al exa Hal aby, ABienales de Arte Coltejer 1968, 70 y 7:
Guggenheim UBS Map Latin America, September 2, 20R.: https://www.guggenheim.org/blogs/map/bienales
de-arte-coltejer196870-y-72-seisanosderevolucionculturaten-medellincolombia# ednl

88Rodrigo Uribe Echavarr?2a, fapPolercerpBi@nalOoArte @jteer se i nqui e
(Medellin, Colombia: Coltejer, 1972)8.

99


https://www.guggenheim.org/blogs/map/bienales-de-arte-coltejer-1968-70-y-72-seis-anos-de-revolucion-cultural-en-medellin-colombia#_edn1
https://www.guggenheim.org/blogs/map/bienales-de-arte-coltejer-1968-70-y-72-seis-anos-de-revolucion-cultural-en-medellin-colombia#_edn1

and 220 artists, respectivélts operended thematic scope and artists selection seemed to
foreground, at least partially, ideas that would be further explored during the days of the
Congress.

The second edition of the Biennial brought to the exhibition grounds an approximate of
170.000 visitors, achieving, according to Est
zones that are not aware of eacdéUnovdarsidaedde 0 Havi
Antioquia, the show, both educational and rec
the world of the mathemati cal and the intelle
addition to an expansive selection of artists,Blenale opened its space for the participation of
the famed Centro de Arte y Comunicacion (CAyC) from Buenos Aires, which presented an
exhibition on f%Altogettzen the adistibstylesireludedcas pad of the
Biennale went from geometric abstraction and kinetic art, to informalism and the first
explorations in electronic art, among others. In its expansiveness, then, the exhibition sampled
the work of sdktaught and trained artists, including, for instance, one piece from the women
objectseriesby Her nando Tejada and documentation of
performances. Further, the Biennial featured works by othetaagjht artists, including the
Jamaican Osmond Watson, the Honduran José Antonio Velazqu€nstasican Enrique
Hidalgo, and the Haitians Montas Antoine, Préfete Duffaut, and Séneque Obin. While a
commendable selectipthis last category ddirtists, howevenvasrelegated t@ superficial
mentionin the final pages of the exhibition catalog, denoting their importance and artistic

contributions as secondary.

2Hal aby, fABienales de Arte Coltejer.o
8Leonel Estrada, @l |l Bi en aSeguntaBiehal dedrterColtejivedellmda en Medel |

Colombia: Coltejer, 197238.
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The subtle yet telling distinction between the works of Séneque Obin and Velasquez in

the Biennale underscored the significance of everyday stanaskets, streets, and daily ke

depicted by selfaught artists during the 1970s. The Biennale an&#ién de Arte Brujavere

not isolated instances of a growing appreciation for the figurative arta#llsnl outsider

cc eatives, as the dominance of abstraction in

end® The reappraisal of artists workiiag the margins afaditional art circuits had, in fact,

been championed by Cuban art critic José Gé8ier in his role as Chief of Visual Arts at the

Organization of American States in Washington, D.C., from 1948 to #d&itioning self

taught artists as representatives of a distinctly Latin American and Caribbean identity; Gomez

Sicre developed a sustained disco@ireed an associated major collectiothat established an

aesthetic paradigm later echoed in exhibitions aciivs regiorf® Although at times

essentializing and instrumentalizing, GOt cr e 6s advocacy for wunderr

expressions was significant in that it, perhaps unwittingly, laid the groundwork for open

discussions on popular culture and spiritual practicésnvart exhibition spaces. The

exhibitionsN a d e r 6 andMdirdpstextrafioby Ecuadorian selfaught painter Dimitri

Borjad both presented within the context of tBalén de Arte Brujdespite limited

documentatio@ serve as examples in Colombia of how this conversation was publicly realized.
While not necessarily looking into spiritual motifs as related totaekjht artists, the

second iteration of thBienal de Coltejer coulde understood as a precursor of Gonzalez and

Gu e r rSalbnodé Arte Brujandits associated art shodM,a d e r 6.s THaeu tBi-enni al 6 s

84 Fabiana ServiddidArte y critica en Latinoamérica durante los afios ses@Bienos Aires, Argentina: Mifio y
Davila Editores, 2012), 54.

8ClareFox, @A The Panamerican Union VisualMadngArs Programs an
Panamerican. Cultural Policy and the Cold Wafinneapolis, MN: University of Minnesota Press, 2013), 7; José

GOomezSi cre, AFrom Latin America, 060 Corcoran Gallery of Ar
8 José GomeS i cr e, iBaletin deeAdes Wisualedanuary 1963,i3t; José GomeSi cr e, A Al |l ector

Boletin de Artes Visuale®dober1959, 3 4.
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1

encompassing nature featuring reckonings on
awareness of the importance of lived religion and spirituality as a social phenomenon in Latin
America and the Caribbean. Recent sociological studies have understamttinience as a
byproduct of a type of Aenchanted modernityo
attention to the ways in which cultural hybridization played a role in the diversification of belief
system$’ Further, these studies posit that the historical development of the vianipoisal
spiritualities constitute fApersonalized convi
of daily life not just do%TinaBenniahthen, erwapsulatedn st i t
an interest in breaking down, even if not completely, a narrative of separation betvoadiedo
high and low art. If we take the thesis on a differentiated spiritual modernity in Latin America
and the Caribbean to be ¢suhen, théienal de Coltejerand by extension the art shows of the
Congress, can be seen as exposing the crossroads of two cultural trends in the region. One
concerned with a countercultural exploration on themes related to alternative spiritualities, and
another focused on the recuiipn of a longstanding culturdlybridizationprocess that
historically grounds newfound interesbf the former. Acknowledging these cultural subtleties
is significant, for it gives nuance and specificity to the artetideavors of the 1970s contending
with spiritual matters al | owi ng t he emergence of the term
building strategy that expanded on previous processes of spiritual and religious.

Taking these ideas as a point of departure for further analysis of the artistic components
of the Congresallows us to see #se exhibitiongs more than a oftene historical oddity,

despite the fact that the event did not have subsequent iterations. Instead, this context locates the

87 Gustavo Morello, S.JLived Religion in Latin America: An Enchanted Moderigitew York, NY: Oxford
University Press, 2021), 317.
88 bid., 316.
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exhibitionN a d e r 6, and the qverall idea behind t8alén de Arte Brujowithin a

generative field of historical changes germane to Latin America and the CaribbeasecTiois
therefore, reveals the simultaneous presence in the Congress of a rising defense of the arts of the
Black Atlantic Diaspora, particularly those of the Caribbean, alongside an exploration of
alternative spiritual practices and an increasingly solidiggonal appreciation for sefdught

art and aesthetics. These insights conceptually bridge the artistic moving parts of the Congress
together, positig their unique scope as a testament sliaed interest which explains its

popularity and controversial reception. Further, the consideration of Haitian sociological thought
and GomeS i ¢ r e-AnsericBngourviewas influencesexceeds an interpretation of the
sociocultural phenomenon spurred by the Congress as derivative or repetitious of parallel
spiritual explorations in Europe and the United States. Therefore, it is possible to argue that the
spiritually promiscuousmphasis in which the Congress praed its art showspurred a greater

and timely exposure of underrepresented artists in a-faa@e public platform.

1.3Staged Blackness: AfreDiasporic Public Ritual Performances

Following GonzéleRestrep6 s i nvi tation, Delia Zapata Ol
curator for a series of performances of religious dances and rituals at the end of each day of the
Primer Congreso Mundial de Brujerla addition to carnival dances from the Colombian
Caribbean coasthe presentationgcluded displays o¥odou, Candomblé, Maria Lionza, and
Lumbali ceremonial ritualsTogether, they highlighted the importance that regional spiritual
systems had in Gonzal®estrepd6 s att empt t o reframe belief syc:¢
with witchcraftas a evil ordemonic practiceMuch like the art exhibitions featured in the

Congress, the exposure of these dances and rituals presents us today with a series of

103



controversial issues, particularly those related to the performativity of race and otherness as a
political or nationalistic endeavoas well as claims of authenticity in staged public ritual
performancesMirroring the Congresssouthsouthspiritually promiscuousterests, these
presentationgo not exist in a vacuum, connecting, insteadarious movements reclaiming
social justice and racial equality throughout the 1960s and 1970s in the Americas and the
CaribbeanTo consider these performancegetation to each other, however, also brings to the
forefront questions of cultural agency, sedpresentation, and the otherization of difference,
which become particularly poignant when discussing Aliesporic spiritual traditions from

these decade$he presentations ofaditions from Haitj Brazil, and Colombian are indicative of
such layered implications, serving as a useful point of departure for expanding our understanding
of these performative practices from a regional perspective.

During the opening of the CongremsAugust 24, 1975, John Bryson, a noted
photojournalist affiliated th.IFE Magazinecaptured an image of a group of reldd Haitian
performers dancing aroundpatomitanlocated at centerstage (Fig27). Their attire included
pants, skirts, and headbaddseferencing the traditional dress usedlfar and Nago dances in
Haitid and their accessories notoriously included horns bearing flames. Having its roots in the
culture of the Igbo from West Africa, these dances commemorate Black Haitians' liberty from
enslavement through wide limbic gestures, Whace reinforced through frontal motions
resembling positions of attack and defense. Conversely, the use of fire and red clothing also
remi ni s c e stwooof Petrbalantej dédicatd?l ¢o the eponymous panthéwea of
spirits, which is thought to be foundati onal
second act featured the same group of performers clad in white as they danced around the

potomitanwith slower movements. This group also featuterluse ofitualistic objects, such as

104



Haitiandrapeauxor flags, and beaded necklaces (Fig28). This performanceecallsthe
Haitian dance of Yanvalou, a Vod@associated form of communication with Damballah, a
guiding ancestral spirit able to connect peoples across contfiditiss, these dances presented
to a largely unspecialized audience two performances which encapsulated central, overarching
aspects and beliefs of Haitian Vodou as an Ajrasporic religion.

Performed at th€ongresdy the Les Ballets Bacoulald Htg these Vodou
performances were part of a series of ongoing international tours which the troupe had advanced
since its foundation in 1959 .Created by Odette Wiener Latour, a hotel industry businesswoman
and later nightlife entreprenedinetroupesoon became one of the international leading voices
of a surge of folkloric dance taking place in the Caribbean country since the 1930s. The scholar
Dimitri Béchacqunderscorethat dancing and performing Vodou rituals nationally and
internationally became central for the building of a national identity in Ptaks previously
discussed, these forms of artistic expression were initially championed by Haitian ethnographers
and sociologists in previous decades, whose work reproduced exoticizing renditions of the
popular masses, mostly Black, in the conceptual tukaign of race, Vodou, and Africa in the
years 192B0s*2Si mi | ar t o C®l i us 6 as safpagtingalongsidefa t he d
local appreciation of Vodou, the case of the ritualistic, performative, and staged Vodou dances
came alongside a public interest to counteractsamerstitious campaigns being advanced since

the 30T he f oundat itroupetrerfefordyivas one of he results in the

¥Celia Weiss Bambara, AYanvaloué6s EIlIlipticJdomagil acement
Haitian Studiedl5, no. 1/2 (2009), 29292.
“Dimitri B®chacqg. fAL'ethnologie et les troupes folklori

(1941-1986), in Jhon Picard Byron, eroduction du savoir et construction sociale. L'ethnologie en KRt
au-Prince, Haiti: Editionsle 'Université d'Etat d'Haiti; Presses de I'Université La&2@14), 145.

91 1bid., 122.

9 bid., 125.

% 1bid., 128.
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development of governmens upported cul tur al policy which s
abroad, presenting Vodou as an exotic, marketable, and consumable cultural Yroidkatg

its way through the newdfjoundedB u r e a u d 64ds anhintellettuialghubethese policies not

only benefited the government of £lie Lescot
instrumentalization for political gains during thelongeddictatorial regime of Francois

Duvalier and his son Jea@laude during the 1950s and PO#lthough opening a space for a

restructuring of the cultural sphere in the country, the preserthe danceollectiveand other

pioneering dance groups wdtdly inscribed in a Haitian political system still grappling and

negotiating the pervasive legacies of colonialism.

Of fering classes on fiModern Theatrical Dan
ASoci al Danceo as earl y adesBdldslBacouodbnHiaws paper
counted with a roster of regular professors, scholarships, and programming for professional
dances at the Hotel Majestictime Petionvilleneighborhood oPortau-Prince®® Making their
work publicthrough the Englistanguage newspapeklaitian Sunthetroupe in line with
B®chacqgds thinking, catered their programming
audienceMuch like theGalerie Nadegdy s p a r t ther nvphaermentavith the Congress was
possible through Colombian Ambassador Lacdesr e no Bl ancods negoti at.
parties, which in this casecludedthe Haitian Office of Tourism. While it is possible to infer
that this public office would have been interested in sectirihge t pasticigateod given that
tourism in Haiti was at its highest towards the end of the 1960s, it is worth also pondering

Moreno Bl ancob6s own motivations. Hi s | etters

% 1bid., 122 129.

% bid., 142.

%flLes studios de danse Bacoulouodo and i BaaitoSuh @coberCabar et
2,1961.
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siblings were indicative of an interest 1in fih
as wel |l as securing the communication of the
mention to an undisclosed payment in dollars it is, indeed, iedluda letter sent weeks after
the end of the evedf.For Wiener, as an archival lettattestsLes Ballets Bacoulodd Ht& s
participationin the Congreswas part of a larger international operatiSheshares with
Gonzalez Restrepo that th&ogotastint would continue with &ix-week stay in France as well
as Switzerland. Expressing her gratitude for a joyous and successful trip, Wiener also
congratulated Gonzalez Restrepo for his tenacigrganizing the Congredsa gesture that adds
to the cultural relevance of the event for its particip&hts.

Further, Professor Mondésir also shared similar sentiments of appreciation when
referencing the Congress in letters to Gonzalez Restrepo. These archived documents show his
positive impression of the event, declaring that its conception and organizatian wasc o mp | et e
successo while thanking Gonz8l ez Restrepo for
mysterious atmosphere surrounding Vodou. o The
Adream or a fairytaleod manel Boegtuw &l aculat ¢ ¢ yo w:
declaring Gonz8lez Restrepo as theé°Tdgattest pr om
Wi ener6s and Mond®sirodés |l etters to Gonz§8lez R
was a memorable feat for the Haitian delegatiorihering a sense of agencytteir work in the

fields of cultural promotion and sociological research.

97 Simén Gonzalez Restrepo to Lacides Moreno Blancomltct27, 1975Si m- n Gonz 8l ez Restrepod
Corporacidn Otraparte, Envigado.

9% Odette Wiener to Simén Gonzalez Restrepopbetl5, 1975Si m- n Gonz §1 ez ,Rerpotaci@mpods ar
Otraparte, Envigado.

9 JosephMompoint Mondésir to Simén Gonzéalez Restrepoudaynl3, 1976Si m- n Gonz 8l ez Restrep
archives Corporacién Otraparte, Envigado.
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Expandngo n B ® crhsaarch @tise instrumentalization of Vodou dances and
performances outside of Haiti during thistime | al so contend that Wiene
lettersevidences an interest in building partnerslaipd reclaiming cultural agencyt
necessarily ascribed to governmental instrumentalizafitmle it is truethath e Hai t i and s
delegatiorparticipation in the Congress could have been used in the service of a larger
government al p r o g heaaltingsoyddoudnithie ypwtermagonaHaaeinat, i 6 s
dynamicthatas previ ously discussed, had been put ir
the 1940sit is also worth ponderinigs involvement as part of thepiritually promiscuous
platform theCongress proposetf seen through the lens of what the Congress attempted to
achieve as a countercultural event connecting various spiritual beliefs under a unified exploratory
platformof subaltern coalition building t he Hai ti an del egationds part
complexity. Their reckonings of Vodou as a historically rooted cultural practice could be seen,
then, asa contribution to darger, interconnected movement retrieving local cosmogonies from
Afro-diasporic,Indigenousand pagamackgrounds.

The artistic conversation that the "Great Haitian Group," as named by Gonzalez Restrepo,
established with other delegations deserves further analysis, as it highlights the use of
performative rituals as a liberatory, yet paradoxical, pra@tarticularlyduring the 1970sA
case in point is the Brazilian delegation, which was coordinated by Gessy Gesse, one of the
leading figures of the Cinema Novo movemient960s and 1970s Brazib participate in the
Congresslnvited by Gonzalez Restrepo, Gesse pnése the shoviendas dos Orixas da Bahia
an hourlong performance featuring Candombiépireddances, music, and rituaf€.Captured

in its splendor in Nordenés documentary of th

WA Ori x8s da Bahi a sJomaldTackedsgustll8, 1995 pet §cul o, 0
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dancers, included several acts, including solo dances and group performances. According to
Gesse, the dances were presented with the approval of the appspriatal denominations
and religiouggroups in Salvador de Bahia and were showcased for the second time in the
international arena, being Nancy in France their first destindttdtesembling the experience
of the Haitian del egation, Gess eBailiagoulunep had
nationally and internationally, making it as one of its top priorities the demystificatithn
estrangement attachedttese beliefsystems by outsider§his comes at a key moment where,
as scholar Roberto Conduru has argued, -Birazilian material culture had been increasingly
decriminalized This shift is best seen in the fact that ritualistic objpmsiously seized by the
Brazilian policefor being considered demonieere finding a newly found appreciation,
especially since the 1960s, in the eyes of the general @udicuseum collectiort§?

Ge s s e 6 s presentatiop ladas its central figures lansa or Oya, orixa of winds and
storms; Oxum, orix& of vanity and wat&ig. 1.29) and Xang0, orixa of justice, as part of a
narrative which portrayed the competition of the first two for the love of the 1&ttEhe
presentation further featured OmwuBaball Ayé orixa of smallpox and diseasgsg. 1.30)
and lemanja, orixa of femininity and love, in order to narrate the tragedy of themmatber
relationship, which culminated in the formero
these performances wer e inoathemacbhoeesgaphy ofthg a Ca
beliefs from Bahia, o a description of their w

Wi e n goup®’8* The actress and choreographksoacknowledged that their participation in

101 |hidem.

Roberto Conduru, fiEsse-biiasodedor@sar t @ MOR@JaRegisdatde s i af r e
Historia da Arte3, no. 3 (2019), 9814,

WBAOrix8s da Bahia s«o temas do espet8cul o. 0
MaBruxaria, Bai an o sJorAabda BahiaQcioberrfpol976.est i val , 0
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the Congress would allow them to fiexchange id
A(...) the connection between Wi tchcraft and
to the Haitian del egati onds g tathedavantwoudd, Ges s e
hel p people recognize that fthe Witch possess
mal ef i cent b u®Tharoleaf potiraymeAfrdrazilianimytids, in this case,
served more than just performing hitherto unseen cultures in an international setting, but rather to
call attention to a broader decolonizing impulse which had demomiaeginalized groups in
society, such as women and Afilasporic communitiesse s sed6s curiosity for
interconnectedness across spiritual denominations is precisely what this study defines as a
spiritually promiscuous ethos.

In press accounts of the Congress, the figure of Luiza Marques &lsazames to the
fore asessential to the visit undertaken by Brazilian delegationThe noted Brazilian folklorist
was invited by Gonzalez Restrepo and Norma Ranmszilian cultural attaché in Bogota at
thetimé® toselecher countryobs t Cangrgssbringingthgpvoiceefeamt at t h
expert with stakes theassessment of the event as a whBl&ler opinions are indicative of the
broader controversies and debates that Gonz§8lI
For Marques, for instance, it was a disappointment that the Brazilian press covering the Congress
Ahad not b e ¢hrthe scientifec part,nvlich had been widely discussed through
conferences of renowned figures, o0 and that #fi
in buying souvenirshjuteria) than in actually deepening their knowledge of the occult

sci efdems.ed estingly, Mar ques further comments

i 0ri x8s da Bahia s«o temas do espet8cul o. o

pBai ana vai ao Congr e dmsnal Tribena d@rBahiahly 4 %a,, 1eMv 5B8;0 gioR o8y, 000 S
entenderam senti do dlornalDiarnioge MotickagSeperaberBlr1936.ar i a, 0

YAPoucos entenderam sentido do Congresso da Bruxaria.o
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can be in Catholicism as well as in Umbanda, Esotericism or any other sect, in any part of the
wor |l d. | ns if%lrethiscrdspect, bahsGedsd andMarquez point in one direction
through their declarations to the press, whic
Congress, namely to dismantle the negative connotations of the concept and practices of
witchcraft. Their opinions also contend with the important movement between desacralizing and
resacralizing aspects of everyday life, including the self, as illustrated in the work of the Haitian
selfft aught painters previously dessonaGenzated. Conne
Re st r ep tydeslargd wheh pramoting the eventthat he devi | ,wa< andti nign
attention toa constructiventerspiritudity as one of his primary interest§. The Brazilian and
Haitian delegationsstablished a close rapport with thisionfor the Congress, leading to
consider their participation beyottte politics oftheir uniquenational context. Instead, these
collaborative threads based on interspiritual considerations attest to a panoramic view of Afro
diasporic cultural expressions interested in redefining and reclaiming a collectiamg@ast
identity.

Despite beingnfluencedby their own national politics as well as by the{die,
spectacularizing nature of the Congress, these performances should not be solely seen as banal
representations of sacred rituals in a space
theorizaion of the repertoire of performanceasexpression e mbodi edo membcl ar e
she conseatisy fihought of as ephemeral, nonrep
arguethat the Haitian and Brazilian performances constitute legitimate instances in the

transmission of sacred Afiasporic thought!®In performing rituals deriving directly from the

i Bai ana vai ao Congresso de Bruxaria, em Bogotg§. o
®Margarita Vidal , n EH Tiempoabglstl), 1955.est 8 invitado, 0

119 Djana Taylor,The Archive and the Repertoire: Performing Cultural Memory in the Ame(iasam, NC:

Duke University Press, 2003), 19.
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traditions they seek to portray or as reconfigurations of them, these national troupes resorted to
performative forms that derive froencorporeal repertoin@otedin the spiritual traditions of
their cultures. In doing so, they reimagined new possibilities for expressions of the sacred, which
challenged idealized expectations of authenticity in the enacting of rituals eflidsporic as
well as Indigenous communiticB.hey r efl ect what Tayl or denomin
per f or ma mpcecesmned b | rganize@d andrrepkaded aciions that take place in public
space and that may or may not have artistic aspiratféhEvoking pioneer performance art
scholar Richard Schechner, Taylor connects th
Arest or e ébde hoarv efdt bigoheghegroondsdor understanding performance
practicein a broader perspective. For higre former two termseference, among other actions,
sacred and secular rituaishich can include the celebration of carni#&This conception of
performance as publicly straddling between spiritual and artistic realms aptly describe the
participation of the Haitian and Brazilian delegations, exceeding a Western paradigm or fixation
on originality that attempts to identify prinyaand secondary or reproduced corporeal
enactmentsThus, asTaylor suggests, even though the embodiment of the repertairgs,
fitheir meaning mi ght Y3Perforynedinaldifferent settiagifom t he s am
traditional spaces of worship, the Vodou and Candominidic performances didjowever take
place within the context of what could be considered as a sacred space in its cdvitheght
Congress itself.

Taylorés and Schechnerés contributions to

sacroprofane spaces, like that of carnival, has paved the way for newer scholarship to emerge

111 )pid., 13.
112 |pid, 19.
113 bid, 109.
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around this relationship in Latin America. More recently, performance art s@eniéela Bany
Polito Moraesfor instancereflected on theelationship between theatricality and Candomblé,
positing that at least for the case Afoxéor carnival celebrations with magical connotations, the
resignificationand restaging of the dance of the Orixas outsideroirosbrings the
ipossibility of accessing ancestral Fatd ur es,
aut hor, these ancestr al expressions brought i
awareness of their energetic and bodily potential, which blossoms through the stimuli of
elements little considered by the body on a daily ba3ls.doing so, a liturgical procedure is
enacted in the artistic, theatrical space of the performance, for the ecstatic experience triggered
through dance requires that the artists, very much like in a ceremonial space, also embody the
forces of nature repsented by therixas!*® Polito Moraes, therefore, reasserts the notion that
through bodily and performative practices dancers, regardless of a specific location, are able to
access spaces that are sacred to the specific traditions they attempt to reenact. This same logic
appliesto the troupes invited to the Congress given that communal, musical, and ritualistic
elements coalesced in a carnivalesque displayedftraditions.

Moreover, thed_umbald funerary rites from San Basilio de Palenque presented during the
Congressprganized by Delia Zapata Olivellaffer a similar situation than the public
performancs of Vodou and CandomblBopularly known as Palenque, this maroon community
is located close to the city of Cartagena de Indias, which, in addition to its witch hunts, also

served as one of the most important enclaves for the trade of enslaved Africans in the Caribbean

4Daniela Bany Polito Moraes, fiGestual i daCbmceicddio®estr al :
1(2018), 121.

151pid., 124.

118 pid., 126.
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during the colonial er&’ Granted freedom by the Spanish Crown in 1713, almost a century
before the Haitian Revolution, Palenque has become since thevanitleth century a referent
of the survival of Bantu cultural traits from Congo and Angola in the Americas. Their funerary
ritesknown ad_umbal® lu meaning collective anchbali,melancholi® include chants, music,
and dances in which mourning comes together with a desire to help the spirit of the deceased to
transcend into a different realm beyond earthly existence, usually thought of as a return to
Africa.''® Deeply spiritual as it directly reckons through its dancing and chanting with Kalunga,
the supreme deity of death as well as the oceans and seas in Bantu cosmogony, Lumball poses
death as a crossing into an underwater world, making ancestors and nattegrahpart of its
philosophy*® Although visual registers from the Lumbali performance held during the
Congress have been difficult to locétte numerous mentions of it in the press speak of the
importance it had for the public opinidf.As a performance rooted in the culture of maroon
communities with a longtanding history in the Colombian Caribbean coast, the presence of
Lumball in the event also begs the question of how the spectacular form of its presentation could
have enacted omgbodied the sacred in a public settiltg.inclusion as part of the Congress,
nonethelesssignaled a strong interest from the organizers, inclu@imigzalez Restrepdn
establishing an Afrdiasporic dialogue, which also included Colongbia country less
associated with Yoruba traditiohsas a notable participant.

Delia Zapata Olivelladés work from the 1940

insights about her engagement with the Lumbalu traditions as well as the decision to feature it as

WNina S. de Friedemann, #dALumbal %: Ritos Fiblegialya muerte e
Linguistical6, no.2 (1990), 5152.

118 jliana Parraval enci a et al ., AElI Lumbal % y | asPsioaogiae es tejec
Sociedad&3 (2021), 510.
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part of the witchcraft rubric the Congress herald@&ihilar tothe Haitian and Brazilian
experiences, Colombian officials and creatiuesd jppular culture and dances as a mechanism
to sediment a national identity by the atwdentieth century?! As a country with centralized
politics having Bogota, the capital, as the epicenter of cultural conversations, the artistic
expressions from the Pacific and Atlantic coastgth a majority of AfreDiasporic
population® were highly racialized in the est&fiment ofthis nationalistic canof?? Delia
Zapata Olivell abés wor k cont fColdmbianecdturdl o t he cr e
discourse through corporeal, performative, and movement research, while addressing the lack of
social and political visibility of marginalized communii@es cobnial legacy in the South
American countryLike Katherine Dunham, with whom the choreographer spent a year as a
student in her Dance School in New York City in 1966, Delia Zapata Olivella saw dancing as an
intellectual pursuit with political resonances directed towards the betterment of Black
communites through an Afraliasporic purview??

Althoughat timesdeemed strict on gender roles and essentialitt macial portrayals
the intellectual and corporeal pursuits of Delia Zapata Olivella, as diredtoe 8fallet de
Danzas Folcléricas de Colombiaasvsignificant as it allowed a retrieval of the symbolic loss of
a collective memory in Black communitigsthe country*?* Resulting from the transatlantic
slave trade, enslavement, and historical statusarginalizationthis amnesia manifested, for

Delia Zapata Olivella, in the stripping of the ritualistic and ancestral rites associated with certain

21 v8n Ji m®nez, AVariaciones del s eestudiomleseenttadosantomo onal i s
a |l a danza enArAda®en&mal (R021), BBRa, 0

122 |pidem.

22Juan Su8rez Ontaneda, fAiThe Ruses of Memory in the Cin

Dancing to Build Gender i n t he FRWbhderiMy FeStpHisiorg, Race, and Of o0 s u
Agency in African Diaspora Dang¢@Abingdon, Oxon; New York, NY: Routledge, 2022), 94; Joanna Dee Dass,

Katherine Dunham: Dance and the African Diasp@xew York, NY: Oxford University Press, 2017), 3.
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cultural expressions, which survived, nonetheless, in funerary, religious, caandaance
formats?® Hybrid by nature, such expressions not only had, and continue to have, European,
African, and Indigenous ancestry, but also encoded-seaf@d spiritual meanings, which could
only be revived, according to this view, in the activation of the body through music.

Referring to Vodou in an interview with the Colombian press previous to the Congress,
the noted folklorist stateflaunque el convencimiento de la posesion no puede asegurarse por la
impresion que recibamos viendo, sino solo cuando experimentemos el ritual en nuestros
cuerposdt?® This embodied experienctherefore, was as intellectual as it was political and
spirituab a poignant intersection signaling a cultural stufards the sacralizing potentialities
of the body as it was the case with Wiener and Gegsénd new avenues for understanding
cultural traditionsThe spectacular or staged format of their waicknot establish any claim for
authenticity but was rather an invitation to generate curiosity and rapport to make of the
interaction one that was relational and thus communally sdtiedo surprise, for instance,
t hat Delia Zapat a ©®WwhickisHheld at¥andemitt Unsversibydebtuear c hi v e
a special section on spirituality, denoting her interest in African, Caribbean, Occult, Christian,
and South Asian beliefsystedtd$Far fr om banal or merely entert
efforts helped consolidate, particularly since the 1960s onwards, a scholarly conversation on the
contributions and importance of Afidiasporic cultures in Colombig® This scenario opened a
hitherto unexplored public setting for community visibility and action, one that Delia Zapata

Olivella would resist turning into consumable commodities for tourists, despite its pitfalls in

125|bidem;y Carl os Al berto Valderrama Renter2a, fFolclore, r.
Delia Zapata Olivella. El campo politdont el ect ual RdvistaQ@3I? (2018)p2B2a no, 0
26 El vud¥% rito, p oEnglishtranslatigniAtthoughutineicanwctian ef passession cannot be

assured by the impression we get from watching, but only when we experience the ritual in our owd bodies.

127 gpirituality Seriesin Delia Zapata Olivella Papers, Vanderbilt University Special Collectidashville, TN
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formulation and degree of nuan@Both her coordination of the dances at the Congress as well

as the Congress itself show similar ambivalentcgsiowards the idea of spectacularizing

difference while, nonetheless, bringing to the table a decisive historical and cultural contribution.
Delia Zapata Olivella alongside her brother, the doctor, writer, and anthropologist

Manuel Zapata Olivella were pioneering figures in Colombia in that they spearheaded the fight

for Black liberation locally, resonating deeply with the achievements ofihiéRights

Movement in the United Statdglanuel Zapata Olivella also participated in the Congress with a

scholarly presentation i t Meelidna §i brujeria(i Me di ci ne anrdwhigihe c hcr af t C

outlined theAfro-Indigenous solidarities that were essential to the survival of enslaved Africans

in the Americas and the Caribbean, developing a botany and herbalist knowledge that combined

aspects of various cultural matrixes from both grddp$his deserves to be mentioned as it

reasserts Delia Zapata Olivell ads shared etho

groups as a form of collective survival but also resistance to dominant power structures. While

Manuel Zapata Olivella isat the focus of this study, his presentation for the Congress as well as

his academic and literary work evidence a spiritually promiscuous throughline that sought to

debase European social and aesthetic hierarchies instilled in Colombian society. Mdray,

Zapata Olivella also participated in tG@eloquio Négritude y América Latina Dakar, Senegal

in 1974, following an invitation from the then President Lépold Sédar Senghor, founder of the

eponymous Négritude movemeat.

Su8rez Ontaneda, fThe Ruses of Memory, o 99.

Manuel Zapata Olivell a, i.NeaédogsofsrimeriCongrgse Mundia)de August
BrujerigSi m- n Gonz 8l ez ,Rerporacid Ptoapaste, Bnvigatioi v e s

Blsilvia Valero, AArchivos del Primer Congreso de | a Cu
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The participation of the Zapata Olivella siblings in @engresgpreceded, furthermore,
their role as organizers of tigimer Congreso de la Cultura Negra de las Américas977. As
Alejandro de la Fuente has statdds teventwhich was held in Cali, Colombia, was not an
isolated evenin the Latin American contexs it had as one of its main goals to uphold Black
culture in the Americas while discussing issues related to racism and discrimif@idth
overtwo-hundreddelegates from the Americas and Africa, @@ngreso de la Cultura Negra
counted with conferences and panels with major figures, such as Larry Neal, Abdias do
Nascimento, and Wole Soyinkas well asan arts and culture section, which was coordinated by
Delia Zapata Olivella and anthropologist Aquiles Escaléfite.n t hei r panel ti
Creativity an figursbadkreowledget that whie spectacuiarity is an important
aspect of Africarrooted dances, it should also not become aaralbmpassing rubric to discuss
them34In tune with the politicized nature of the gathering, they called for an understanding of
Black culture that would enable Afdasporic communities to achieve a social and spiritual
liberation!*® The themdinking spectacularity and spirituality together with its ambiguities and
controversies, is, therefore, a connecting thread in both the Bogota agatGaflingsFor Delia
Zapata Olivella, the spectacular forms act as a prelude to higher spiritual states, for which she
insists that it should not be seen as the end point but rather as a point of departure. This
cautionary tale is indicative of her awareness of Afiasporic communities being forced to

reproduce exoticizing tropgget in her work through public performances the activation of the

B2Al ejandro de-Llaa i hu eAmteea ,i ciaMf rAat © i n Al ej andrAmo- de |
Latin American Studies: An Introductig@ambridge, MA; New York, NY: Cambridge University Press, 2018),
386.
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body alongside the hybrid spiritualities and cultures that shéy@edmes site of social and
political resistancéo memory losspblivion, and marginalization.

Together, the work of the three participating dance troupes from Haiti, Brazil, and
Colombia led by three female choreograpbe@dette Wiener, Gessy Gesse, and Delia Zapata
Olivellad are indicative of similar yet distinct political and cultural movementkerregion.
Emergingfrom andagainst the grain of their respective natgtates seeking to build collective
and cohesive identities through the reclamation of local cultural practices, the performances of
Vodou, Candomblé, and Lumbalu iretBongressiniquely respondd to the needs for visibility,
connection, and mutual understanding of the varifus-Diasporic culturesn Latin America
and the CaribbearThe spectacular aspect of their performances as an eimatilerpursuit of
spiritual meaning and transcendenéfers a cleatinking thread between thehoreographic and
conceptual work that Wiener, Gesse, and Delia Zapata Olivella advanced for their troupes.
Evidencing cultural and spiritulybridizationprocesses in the spiritualities of the Afn
Diaspora in the region, these presentations also come together as sgaityatly promiscuous
platform building collective knowledge and consciousness through the lanicloéraftas a
reivindicated term for social, political, and spiritual activi€alling for a public act of
resistance against inherited social hierarchies based on race and national origin, these
presentations brought together by Simén Gonzalez Restrepo and Delia Zapata Olivella, carried
along a statement of human agency amativity in the guise of a series of spectadnéat
cultural expressions. Their form and staging combined the sacred with the marketable and
consumable, makingfaa r f r o nallighge ¢hat ivaes eidnétheless necessary for garnering

visibility and legitimacy in the public arena.
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1.4Conclusion

This chapter focused on the exhibition, installation, and performance art practices that
shaped a significant portion of the cultural programming Simon Gonzalez Restrepo devised for
the Primer Congreso Mundial de Brujeri&hile the scholarly panels were not examined in
depth, the text analyzed tBalon de Arte Brujathe exhibitiorN a d e r 6, and the gtaged
public ritual performances of AfrDiasporic spiritual systems. The argument sought to
demonstrate that the Congress embodied a spiritually promis etha® interweaving
interspirituality, intermediality, and intersectionaétyo challenge exclusionary modernist
hierarchies of class, gender, and race in Latin American and Caribbean sdoi&Besmple
diverse academic and cultural scope, the event paralleled how witchcraft has evolved historically
as an amalgam of various natlr@sed, pagan, or ndgregemonic belief systems across
geographies and cultures, empowering communities tradigfanarginalized in terms of
gender and racén doing sg | argue thathe Congress fosteraastances of connection and
collaboration buildingsocial coalitions and solidaritiesr at least greater awareness and
understandingas a strategy for collective empowerment and survivaugh the Congress was
ultimately a commercial enterpridenighly mediatized and unsustainable in subsequent
iteration® its for-profit nature paradoxically enabled it to materiabrel build these social
connectionsvithin the constraints of a predominantly conservative and Catbalintry like
Colombia. The event sent shockwaves across the nation and beyond, underacooirtng to
Gonzalez Restrepthe importance of cultivating love and wonderment for difference and the
unknown. This poetic stance can be attributed
Nadaisnoliterary avantigarde movement, whose radical opposition to the statubepame a

catalyzer for social change Colombia and Latin America in the second half of the twentieth
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century. The Congress extendeddaistathought by rejecting social conventi@nsvhether
spiritual, cultural, or politicdl infusing a sense of individual and collective agency into those
who participated from diverse corners of the world.
The various artistic expressions analyzed in this chapter also reflect what | refer to
partially borrowing from Diana Taylogs spiritually promiscuous repertoires, which my
dissertation seeks to identify in the artistic and social movements emerging from the 1970s and
1980s. Through the work of Alejandro Obregén, Hernando Tejada, Luis Durier, and Feliza
Bursztyn, the discussioexplored the tension between physical overexposure and
underexposui or indexicalityd particularly in relation to the female body. Their practices
underscored the significance of skfhioning and bodily autonomy, whether through erotic
coding or delibeate opacity, as mechanisms for embodying alternative corporealities, identities,
and realms of consciousness. The exhibition of Haitian Vodou art, brought to the Congress by
Galerie Nader as part of a broader delegation of Haitian scholars and dareragdifexd the
Al i ved religiono ®dpgporiospidtdalitiesnThroughiistonsitanand Af r o
veveinstallation and featuring artists such as the Obin family and Paul Nemours, the exhibition
engaged with Vodouo6s seaydayldeds inharentlgacredThisv, i n whi
perspective was reinforced by poet Serge Shiata n 6 s i RArt,eNiteheraittando n |,
Vodoupwhich drew parallels between artists and witches or sorcerers, suggesting that both
realms are shaped by experiences of transmutation and the fluid interplay of the sacred and the
profane. Bringing awareness to syncretic religious systems from the Amanddhe
Caribbead especially those with an AfrDiasporic matrid was cent r al to the C
The performances of Odette Wienerds Les Ba

Candombl|l ® troupe from Salvador de Bahi a, and
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Folcléricas Colombianas highlighted the tension between spectacularity and authenticity in the
public performance of Afrdiasporic spiritual traditions. These staged rituals, however,
functioned as conscious strategies for reimagining the sacred begimhdations of originality,
instead fostering curiosity and relationality. By activating corporeal memory, these performances
tapped into nomaterial archival sources, establishing a diasporic creative methodology that
connected sacred ritual spaces aratfices across time asgace Taken together, these artistic
expressions illuminate an unorthodox interspiriduat spiritually promiscuous perspective

that sought to counteract the enduring effects of the colonial enterprise in the Americas and the
Caribbean: heteropatriarchy, misog, and structural racism.

As a closing thought, | would like to offer that tREmer Congreso Mundial de Brujeria
functioned as a collective performance where organizers, panelists, artists, and attendees played
a central role ircreating a spiritually promiscuous space in festival form. The overwhelming
reception it had both nationally and internationally, with thousands of people traveling to Bogota
to participate, is an aspect that deserves further attention, as it tapptbe imterests and needs
of a population searchingrfgpiritual alternatives. Variegated in its spiritual and ritualistic
purview, the Congress is exemplary of the impetus of postmodern, fragmented spiritualities to
craft their pantheons, cosmogonies, rituals, and iconographies according to an amalgam of
bdiefs responding to an also fragmengatiopolitical contextin Colombia and other parts of
Latin America, this was a moment where urban centers grew exponeintiailyural
migrations, highlighting another iteration of European, Indigenous, and Bl#tckes
mi scegenation in the second half of the twent
AwitchFai r , 06 for instance, was such a popul ar de

demonstrations of rituals and new scientific explorations, bold sartorial choices, and artistic and
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musical displays, the Congress offeresihlesome spader curiosity, while also

foregrounding the importance of revindicating the term witchcraft as a spiritual practice of

resistance to the status qé a onetime event that was both praised and vilified by the press,

and then tabled for oblivion, the Congresso6 i
contradictory nature as well as beauty as a site of historical research. The intellectuas@md arti
constellations that the event was able todtogether, howevegnables the building of

networks for exchange and solidarities that resonate deeply with the needs of our own

convoluted era.

123



Chapter 2
A k u z u r u: Fashioning Afro-Asian Interspirituality

In 1999, Trinidadian artist A k u z u rppemieredSMOKETranslucency of Spirtt the

Goethe Institut in Lagos, Nigeria, a performance piece combining fashion design, sculpture, and

ritualistic dances (Fig2.1and22) . A Cl ot hing encompasses space

human frame completes the repertoire. My clothing is sculpture, painting, dance, theatre, and the

drum beat that acknowledge my ancestr al herit

layered description of this work at tiiene ! In her characteristic mystical writing style, the artist

~

further asserted A[...] The clothing transfor

fetus, the birth of a new ?FhisepeformancepiecevRas t u a |
collaborative effort which included the participation of a group of female dancers from the

National Troupe of Nigeria, such as Marian Nduku Opene, Becky Umeh, and Omena Owoferia,

0]

who wore A k u z u r ub6s gar me andfilnd @it Shpibwus . Mo r

Hussein contributed to the choreographic elements of the bieeh of the garments featured

as part of the performance had thematic tit]

process at the time: APan is Ogun |1 ,0 fALet
to name a fevt.Considered one of the pioneering figures of performance art in the Caribbean
region, Ak u z ur u, whose birth name was Arleen Joan Harriett Weekes, deubisped
collaborativepractice through an itinerant life story that took her ftbecarnival celebrations

of Port of Spainn Trinidad and TobagandLondon, where she studied fashion design in the

1 Smoké Translucency of Spirit999 A k u  persanal archivéPart of Spain.

2 Ibidem.

3Sonja Sinaswee, TheSnnadd&uardimnMarchg3e, 200G Coartesy of Nicholas Laughlin.
“‘Nduka Nwosu, 0Dr €erbesGuardipn MigenhDetember 11n1§99.Courtesy of Nicholas
Laughlin.
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1980s Later, she would move to Lagos, Kaduna, Zadain Nigeria,furtheringher education

in textiles in the 1990Qsemaining in the West African country for seven yeBrging this time,

A k u z ur udeveloped an interest interspirituality, intermediality and intersectionality in

ways that were unorthodox and unexpected for all three coutieesvanigarde practices and
unique fashion style was seen as unusual by locals in Nigeria who started to know her as juju or
Obeah womad a sorceress and witch.

Far from frightful, A k u z u r ub6s pract
maturing style and consolidation of a personal aesthetics, focusing on themes of healing,
transcendence, and a sustainable connection with the natural world. Her fastigos énd
performance practice alluded to attainment of elevated states of consciousness and the idea of the
sacred, mobilizing the body as resource, as method, and as tool. The promiscuous, unorthodox
usage of materials which progressively charactetimgdvork led her to experiment with
unusual fabrics and textiles, where textural and asymmetrical elements became essential to her
compositionsHer work from this period incorporated, as A k u z u r u acknowledges,
fisculptural elements of African masks and the essence of Masquerade body suitsstfaoeigh
movement and theaturalenvironmend.® A garment design from the late 1990s shows Ak u z u
r ubés investment in exceeding the corporeal
and deconstructed sartorial compositions (Fig. 2.3). Alongside the knotted and sepiedsvo
cape and headdsg, simple in its geometric design and use of color, the artist also included
organic materials such as raw silk, wood sticks, and seed Redsniscing the stripping down
of formfromHJ i o OiParangdlédrand1960s Brazilian avargarde aesthetics, this

piece, as well as many others the artist crafted during this time, playfully intersected volume and

SAkuzuru, interview by Julian Sanchez Gonzalez, April 24, 2025.
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pattern in ways thaecalledthe surrounding natural world. Throughfitse-flowing, creative

(@)
(7]

movement between artistic genres and matenatsr eover , A k u z u r u
progressively emphasized the dematerialization and ephemerality of the body to evoke the
otherworldly, superseding traditional expectations about femininity and Blackness. Another
design from this time, a conieahged garment with large front pockets and bold patterns, also
sought to contest ordirectional, easy readings obrporeal markers. Instead, it functioned as a
shielding tunic whose wearer, donning a protective amulet around her neck, defiantly, but
assuredly gazes at the viewer (Fig 2.4). Tast
reflected a decadeng giowth journey in the Caribbean, Europe, and back, where her own

background and learned realities in Afksian crossings and solidarities greatly impacted her

artistic vision.

A testament of excellence and great talent from an early age, A k u z u r u studied in the
Western African country with the support of a scholarship from the Nigerian government at the
Ahmadu Bello University, a public institution just outside of Zarihihe countryés i nl
Halfway through her studies she held the fashion ghdwo ur t h Di mensi ono at t
Francaise in Kaduna in 1994nd after graduation she exhibitdA Rhyt hm o f
Il nterpenetrationso at t.While&liohdang mateGadsifiranrtreesei n L a g
two exhibitions are scarce, the themes note a continuous engagement with her interests in

alternative realities and the synesthetic quality of interconnectedness between human and non

human entities. In a written statementfazth| at t er , she notes: ACl ot hi
for ms, but my work is not about fashion. I do
It is |Iike music which pervades space,® as clo

6 A Rhythm of Interpenetration$997 A k u  persanal archivéaert of Spain.
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Creating without the burden of categorization
artistic careed¥ meaning is elusive while at the same time the uplifting, defense, and care of the
feminine form remains a constant. In 1999, once back ind?&pain, where she would settle
for the rest of her career, Ak u z ur u created a garment for the African Queen Show, recalling
the artistic prowess of the Ancient Kingdom of Mali. Her garment, as she contended, aimed to
break boundaries, experimeahd seek to amaze, while making the creative process ritual, and
functi on as/’Chdelely tiiedMQISSIMABDE eareéses the MANGO SEED in my
CALABASH the design for this dress was futuristic in style: axgantle, deconstructed
geometric forms and lines overlaid a blue, airy robe while an intricate red and blue headpiece
wrapped around the head and neckline (Fig. 2.5). The center panel refererldgdjetes and
birth as a form of metamorphosis and transformation, while the textured lines evoked the
continuous flow of the river as a metaphor for our connection with time$ past.

Altogether, these designs speak of many&fAu z u r wuds early infl
most importantly oPanrAfricanism and the Black Power Movemeptpminent political
discourses in both Trinidad and England in the second half of the twentieth century. Akuzur
udbs career gr ew al searghdortchesnationa unigy, seffornmagomendt s 6
liberation.Moreover, the local culture of Trinidad and Tobagw]uding the tradition of
Car ni v ad shartfor maagsiegadeand steelpan music, also provided a fruitful context
for theinclusion of a performative element to the piece. During the 1970s and early 1980s, the

visual, corporeal, and creative output of the Trinidadian Carnival had been transformed by a

number of designers whose wddtegroundedA k u z u r uds practice a

"VICISSITUDE Caresses the MANGO SEED in my CALABASSR A k u persanal archivéart of
Spain.
8 Ibidem.
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SMOKETranslucency of Spirds well as her designs from the Nigeria years, made while the
artist was in her mid to late twenties, weveted in AfreDiasporic religious beliefs, referencing
Yoruba deities and establishing a direct connection between West African and Caribbean
ontologies and spiritualities. Its AfDiasporic purview was part oftaoaderscholarly and
artisticconversation on the tra#glantic connections of Caribbean arhallengingthe
nationalistic tendencies present in Trinidadierdaring the twentieth century.

This chapteexploresA k u z u r wubés formative years i
Trinidad and Tobago, presenting an original study of how she developed the visual language and
spiritual sensibility that culminated herintermedial, performative practidecludingspiritually
diverse sources. This processludedstudying fashion design in London from 1985 to 1990,
where A k u z ur u looked closely at the volumetric designs of traditional West African garments
as well as the aesthetic disruptiarishe Japanese avagarde fashion taking hold in Europe
since the 1960During her time in the English capital, A k u z u r u also participated in the
celebration of the Notting Hill CarnivalnaannuapanCaribbean celebration with strong
Trinidadian roots, both as a band member and as a band designenddgsemenroved
central for the artistds development of a typ
would I ater i n her .dDarmgtlistime, thd aetist wassal exposedioT ot a |
the growing influence of pun&nd later pospunkculturesin London, which was rapidly
transforming underground culture aesthetics and then going into mainstream culture, as was the
case with noted designer Vivienne Westwodfter moving back to Trinidad for a short, year
long stay in 1991A k u z u r u established a transformative connection with the late painter
LeRoy Clarke as a friend and ment&heir bondingc ame at a key moment in

where he hadreated and exhibiteddil Tucucheseries of paintings, consolidating his visual,
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philosophical, and spiritual reckonings on the liberation of Black and Third World peoples.
Transformative for A k u z u r uosbhaspdaawithi c e,
her longstanding interest in kinetic and sensorial expressieasding tahe establishmenof her
AAKt D atersnaised to describe hmarformative practice.

A k u z u rforagodedhexartistiz invesinrerkt iprinciples of
interconnectedness and unity of human andmanan forcessignaling a growing interest in
spirituality as a vehicle for social commentary and cohe§der the course of the 1980s, |
contend, the artist developed a spiritually promiscuous ethos that sought to build bridges between
northegemonic spiritual systems and build solidarities amongst marginalized groups, while
simultaneously reclaiming autonorag an AfreDiasporicc r e at i v e . Further, t he
formative years led tbherdevelopmentof a healing practiceyhich is primarily concerned with
the tearing of the social fabric and raising consciousness around issues of ecological
sustainabilityShehas descri bed this pursuit as a jour ne
and r ecHin skt ruu czt .ud r u Gescompassinga@rn practicevdevelepedd al |

further contenda personal style combining Afiasian cultural elementsuilding upon the

culturally hybrid contextof hernativeTr i ni dad and its annual <cel ebr
a new visual | anguage based on masdéd design, t
garde fashion, A Kk (ffersa aritical positiorstexistingeaseritialists i n g en

views of the Caribbean region as retrograde, derivative, or exotic. Further, this chapter illustrates
t hat A Kk u-Askian motifs conttiited toAtie development of an Afithasporic
aesthetics, conversing with and exceeding an Afrocentrist discourse that had been essential for

the Black Liberation movement in Trinidad and the United Kingdom in the two decades before

9 Akuzuru CCA Exhibition 200&nonymous Banyan Archive, 2005,
https://video.alexanderstreet.com/watch/akazgaexhibition-2005
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her move to London. This position allowed the Trinidadian artist to explore a deliberate yet
socially conscious intermingling of cultural and spiritual systems, with the intention of imbuing
her artistic practice with a natub®und, inclusive, and femitiperspectives.

This chapterds findings are based on archi
featuring unpublished materials documenting A
the text includes the artistosawné&omasdriessef of he
sustained conversations and collaborations with her over the past fivéYBaescontents of
these discussions have been essential to better locate her work as part of a broader network of
Caribbean, Black British, and African performance and contemporary art. Further, the chapter
analyses a series of photographs of the artisicgaating in the Notting Hill Carnival, as well as
paintings, photographs, and installation shots of her fashion designs from her time in London and
Port of Spaid all housed in a range of private and public collections across the Atlantic.
Materialspertani ng t o the work of masdé designers Geo
Minshall wil!/ be central to |l ocate her work a
creativity from Trinidad. Similarly, the paintings of LeRoy Clarke will further cament the
analysis of A k u z u r ubés influences, parti.
stylistic underpinnings of the Black Liberation movement. Given the scope of these materials,
Afro-Diasporic theorists and art historians from thagillbean region, the United States, and
England, such as David A. Bailey, Kobena Mercer, and Sylvia Wynter, will be central to ground

the ideas presented in this chapter. Their contributions to the understanding-dia&froric

10 My first encounter with A k u z u r u was in the summer of 2019 when | visited Port of Spain as an Alice Yard
Researchrellow. Christopher Cozier, Nicholas Laughlin, and Sean Leonard, tdeextors of Alice Yard, kindly
introduced me to the artiss avell as thevibrant community of creatives in Trinidad.
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spiritualities, sociopolitical forms of cultural resistance, and multidisciplinary artistic outputs

were valuable tools for analyzing A k u z u r
Bydescribing A k u z u r uds career devel op

performance arthis chapteseeks to highlight how otherworldly purviewsable artists with

creative possibilities as well as historicaldl

testament of a deeply personal, yet conscious and strategic incorporation of spiritual explorations

that worked against an essentializing classificabibartistic and political positions based on

racial categoriesTheAfro-Asi an moti fs present i n tchlomialart i st

propositions, while also privileging notions of unity and interconnectedness across social groups.

Instead of aligning with only ongpiritual purviewd i scour se or style, A k

proposed, and remains to this date, a permeable practice, sigaratimgoing engagement with

spiritual promiscuity as a creative platfarfn  k u z  us therefaraé gniqwe @rd k

decisive contribution to Afrdiasporic andpiritually based artistic practices from the second

half of the twentieth century both the Caribbean region and the United Kingdom.

2.1 AAhMiHRW €0 -Edtural Sadidarities in Notting Hill

In 1985,nineteenyearold A k u z u r u moved from Port of Spain to London to begin her
undergraduate studies in Fashion Merchandising and Design at the American Gdliegeon
now Intercontinental University, supported by a Commonwealth scholarship. Two years after her
arrival, she became involved in the Notting Hill Carnival celebrations, joining dancer and
choreographer Greta Mendezbs (ivhBvEhtheieWwlack | nve
foundedYaa Asantewaa Cultural CentfEhe Yaa, as it ipopularly known, is a community

center dedicated to the promotion of carnival and performance arts e€CAfriobean cultures in
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West London starting operationsin 1986 A phot ograph from that year
artist wearing an albblack armor ensemble with curved silver appliqués attached to her limbs. A
soaring metal structure strapped to her shoulders and waist rose from her back, featuring
undulating siWer shapes as part of her masquerade 2. . Pl aying the charac!
A k u z u r u joined other sections of the ba
Pul se, 0 si gnal itnagd ceativith. #ha Black Ihventors @and, deisigned by
TrinidadianBritish artist of Indian descent Keith Khan, aimed to publicly celebrate Black minds
that made significant contributions to science and technoldgy performance was socially and
politically mindedGr et a Mendez stated in a brochure for
iKnowl edge is vital [/ Knowl édlgyingadnsplifingyetci al /
provocative mas6 was pi vot adaypartadeaasnaecensaryfoh en r
its establishment as a socially accepted, reveameing event? Within this context, Afre
Diasporic communities in London continued to push fora#ifmation initiatives, demanding
eqgual treatment and recognition from the English state.

The Black Inventors Band also followed the tradition of the Trinidadian carnival by
choosing a King and Queen, who were provided with a special masquerade, normally more
conspicuous than those of the band members. Afra Raymond, today a notable Trinidadian
transparency activist, took the royal honor that year, parading the streets of London as King with
a regal, shiny, and spiraling outfit, -titled

American inventor Lewis Howard Latimer, who is attributed onthefmost significant

11 Black Inventors Bandrochure, 1988 A k u z u r upersonal archivePort of Spain.

2Tony Moore,Policing Notting Hill: Fifty Years of Turbulend&herfield on Loddon Hook, Hampshire: Waterside
Press, 20138323; Gerladine Connor and Max Far@€arnival in Leeds and London. Making New Black British
Subjectivites 6 i n Mi | | a Carzivalr Qultuie in dajion:oThe Tanidad,Experiendew York, NY:
Routledge, 2004), 261.
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scientific developments that | ed to Thomas Ed
symbolizedthe energy fields that surround &Two photographs of the piece show a-self

assured Raymond wearing a vertical metal structure rising up and to the sides, sporting lavish
undulating decorative shapes with a glimmering quality that reflected the sunligh2(FHg<3).

In the first image, a group of people marching fully dressed in regular clothing in the background
contrast with the exuberance of the masquerad
puncturing moment his performance offered, quite poignantihetohythm of calypsonian

David RudderddheiMadnasnedsd emphasis on the une
Afro-Diasporic excellence and intelligence challenged historical stereotypes built around Black
corporeal expression in the form of masé, rit
body with Latimerdés ingenuity, Raymondés mas?®b
separates the body from mind. Instead, it celebrated their complementary relationship, while also
adding in the words of Greta Mendez, a sensuous dimension that easats$s the desigi

Here, Black genius is represented without contradiction in the interplay of costume design and
corporeal performativity.

Two years prior to A k u z u r ubs partici
Khan had collaborated in a project called Keepers of the City, which sought to bring attention to
therelevance of masquerade practices and-&anibbean cultures to the English capital. These
series of workshops and artistic events catered to the North London communities in collaboration
with the Roundhouse, a staple venue in the music hist@pgiand'®K e i t hés desi gns f

project as well as for the Black I nventors Ba

13 Greta Mendez, interview by Julidan SAnchez Gonzalez, August 31, 2024.

¥ Ak uzuruand Afra Raymormkrsonacommunication, Julit2,2024.

15 Greta Mendez, interview by Julian Sanchez Gonzalez, August 31, 2024.

¥AKeepers of t he CBrachurei0861Ghea Méhded pedsbnal arshas London.
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a celebration of Garret Morgandéds invention of
representation of citgwelling suffering’An epi sode of Alter | mage Ma
Channel 4 from 1989 showcased these designs in movement, as they danced to Trinidadian
musician Timothy f@ABar ono Wadinkoyonssadddiberatingt al gi ¢
scenes, the performers highlighted the ethere
The video reinforced the overall theme of the Black Inventors Band by presenting, through a
m a sbdsed theatrical performance, altéivearealities where revelry and dance became forms of
social liberationBy affirming the legitimacy of masquerade and carnival as artistic expressions
on broadcast television, fAKeepers of the City
faced by Caribbean diasporic communities in England, particularly during the $edbotithe
twentieth century. Indeed, the piguablicly acknowledged the inheritance of the cultural shifts
that the Windrush Generation from the 1950s brought to the Englisimatiichart historian
andcuratoAl ex Farquharson has aptly described as t
soci®ty. o

A k u z u r ubdbs involvement in the Notting
turbulent history of the annual celebration in London throughout the second half of the twentieth
century. TSpinhof Canva a dyrdamicl988print where a blockade of policemen
and a snarling dog trump the movement of a colorful, rafid masquerader, encapsulates this
violent and culturally tense scenario, which culminated in the notable riots of 1976 and 1987

(Fig.2.9.2°J o s eagthad arator David A. Bailey underlines for the work of Caribbean British

17 Greta Mendez, interview by Julian SAnchez Gonzalez, August 31, 2024.

BKeith Khan, f KeAleplmags,1980fURL:Hitgs:/Mhied.oom/P46236359

Al ex Far quah ar sAtexFarqih&som amavaviddA. Bailey adsfe between Islands: Caribbean

British Art, 1950s Now(London, UK: Tate Publishing, 2021§,7.

2paul Gilroy,Ther e Ainét No Black in the Uni on (LbralenkUnited he Cul t |
Kingdom: Routledge, 2006), 151156.
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artists fromhis generation, speaks Adrican spiritualities in the diaspora as welllagesolved
i ssues of fAurbanization, policing?Thecrialati on,
is intimately tied to these explosive interactions that go back to the housing riots of 1958, when
Caribbean migrants resisted the dire living conditions and systematic racism they were exposed
to upon their arrival to England. Indeed, Claudoned activist, community organizer, and
member of the Communist Padtyspearheaded the first congregations of Caribbean migrants in
London to fundraise, through social and communitgnted events, for bailing out protestérs.
It took many years, however, for activist Rhaune Laslett to announce the organization of the
Notting Hill Festival in 1965, and almost a decade more for Leslie Palmer, at the time a school
teacher, to revoluti oni ze blislhedtwadaylpadievith i ondés s
numerous participating masquerade bands during the August Bank Holiday 6f 287&holar
Angela Burr argues, the Notting Hill Carnival empowered A@ribbean communities in
London and across the United Kingdom to claim their right to walk the streets, much like
formerly enslaved Africans did in Trinidad in the nineteenth cerduring the Canboulay or
Cannes Brllées celebrations following emancipatioore specifically, throughout the 1838s

Moreover, the celebration of the Notting Hill Carnival was deeply intertwined at the
intellectual and social levels with greatly influential struggles for racial justice, namely those
pursued in the American Civil Rights Era and the Black Power Moveth&he Africanist and

Af rocentric positions taking root as a strate

21 David A. Bailey,fiCaribbean Movements in Britain Al e x Far quhar son ldfemtwéeavi d A. B
Islands: CaribbearBritish Art, 1950s Now (London, UK: Tate Publishing, 2021)9.

22 Moore, Policing Notting Hill 143-144.

23|bid, 146-147; AC Christie, interview with Leslie Palmer, 2018tps://ilovecarnivall.co.uk/pioneers-notting-
hill-carnivalleslie-palmer!/

Angela Burr, AThe 6Freedom of the Slaves to Walk the !
Logistics at the Notting Hill Carnivalin David Picard and Mike RobinsoRegstivals, Tourism and Social Change:

Remaking WorldéClevedon, UK: Channel View Publications, 2006);8

®Bail ey, fACaribbean27Blovements in Britain,o
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designs showcased in London during the 1970s
Warrior!, o0 a 1986 masdé design fr omstdnding Mangr o
groups i n the En.dnlitslavih conatpadtidansandbsllicaseacomotatians,

this masquerade expresses a desire to connect with the aesthetics and forms of defense and
protection of the Burkinabe people from Burkina Faso. If looked through a more eontext
responsive sense, isa evokes the positions of therad factions germane to these political
movements of racial setfetermination, namely those espoused by the Black Panther Party and
prominent figures such as Stokely Carmichael and MalcoffhB¥. bulking up their body

proportions with shields and weapons, these masqueraders effectively seifitla twessage of
commitment to the recuperation of an idea of an ancestral heritage, and the legitimization of
armed resistance for selefense in therban space. Further, the Mangrove name called to mind

the trial and acquittance of the Mangrove Nine, a group of Black political activists accused of
violence towards police officers in 1969 and 187TIhis legal outcome signaled a milestone in

the governmentds public acceptance of-raci al
Caribbean communities in Notting Hill. It also set the record straight for the cultural importance

of the Mangrove Resti@ant, where this group of activists, some associated with the Black Power
Movement, established as their stomping grodftisdeed, the lat@ight soul food eatery had

become a place for congregation of artists, performers, and scholars since the 1960s, including
figures like Lord Gifford, Sammy Davis Jr., Nina Simone, Vanessa Redgrave, and C.L.R.

Jameg®Therefore, the Mangrove Mas® Band was esse

26 See Stokely Carmichael and Michael ThelwRkady for Revolution: The Life and Times of Stokely Carmichael
(New York: Charles Scribner's Sons, 2003).

2" Rob WatersThinking Black: Britain, 19641985 (Oakland, California: University of California Press, 2Q1885.

28 bid, 9597.

29 Moore, Policing Notting Hill: Fifty Years of Turbulencé?.
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steelpan orchestra admired for its dexterity and prowess, while also serving as a symbol of the
grassroots activism of Black communities in Notting Hill during the 1960s and 1970s.

A year after the Black Inventors Band, A k u z u r u participated in the Notting Hill
Carnival once more as a member of We de Aethiopians Band, designed by Keith Khan, for the
Yaa. A picture of the parade shows the artist as she struts triumphant dogamgeat coded in
black, green, yellow, and red, signifying the celebration ofAfasanism as well as Rastafari
culture. At the same time, the performer holds a rounded and conic shaped structures in these
same colors, alluding to thadjahsor mosqueshaped model floating tomb that are commonly
used during Hosay, a Muslim Indearibbean yearly religious commemoration from Trinidad as
well as other Caribbean countries (Figl@. On the one hand, the We de Aethiopians Band
resonates with the Africast theme that proliferateh the London carnival during this time. As
authors of the first historical account of the Notting Hill Carnival celebration Kwesi Owusu and
Jacob Ross contended, this themati c omectsi Si on
to the creative ener Ylyfurthdéringtalview oAthe Black@eneamgiese r i e
of carnival, t hey a litsAfrican charactertandtsgiriain spife bfthh as r et
momentous dislocations of Afr i caExamplesofghese t hr o
Affican-b ased expressions of masb6 in Londiwmencan be
the Spirit Movedf r om 1 9 8 5 @andilLespwieTanNadh Spsits in Our Time»®? On
the other hand, however, Khands design, as em
showcases a key interplay of African and Asian cultural references, introducing a uniquely

Trinidadian perspective. We de Aethiopians is, therefore, a notednhepde of the manifold

30 Kwesi Owusu and Jacob Ro&ghind the Masquerade: The Story of Notting Hill Carn{&lgware: Arts Media
Group, 1988)10.

311bid, 4.

32 Yaa Asantewaa Carnival Group Lespwi Tan ND288 A k u z u r upersonal archivePort of Spain.
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references to spiritually mixed explorations at play in the Notting Hill Carnival and coexisted
alongside the more radical racial politics from the tithis. the expression of the spiritually
promi scuous framework that would start to def
artist.

As a young designer, Ak u z u r u was influenced by the work of other Caribbean women
who played active roles in the masé, dance, a
Greta Mende the intellectual architect behind Keepers of the City and the Black Inventors
Band whose career as a dancer and community orgagiigatly influenced ku z u r u.
Mendezleft Trinidad at a young age to join the Scottish Ballet in the 1970s and later became a
driving force in the consolidation of Black British indegglent dance expressittOne of
Mendezds most significant -igctdr,ghoreographar,afdut i ons
dancer for the Minority Arts Advisory Service (MAAS) Movers from 1977 to 1¥18.
collaboration with Evrol Puckerin, Ray Collins, Louis St Just, and Jan MéirMgndez and the
dance troupe debuted at the Oval House Theatre in Brixton, leading to a second show and
receiving accolades from the préé#\ photograph of Mendez performing during this opening is
a testament to the troupeo6all)dubbedihefrsn and ener
professional Black dance group in Britdirthe MAAS Mover$ though shortivedd paved the
way for the emergence of other Black dance companies, as author Emilyn Claitf Satekar
to Keith -BEbhbhbhéGsatrpseposition for the We De A

work with the MAAS Movers pursued an artistic ethos that went beyond the confines of an

33 Greta Mendez, interview by Julian Sanchez Gonzalez, August 31, ZiD2i#Minott and Greta Mendez,

conversation, 201%ttps://independentdance.co.uk/library/blagkmenin-dancezinzi-minottandgretamendez/

34 Greta Mendez, correspondence with MAAS Movers, 18979 Greta Mendepersonal archive_ondon.

SSEmilyn Claid,Yes? No! Maybeé: Sedulondon @K: Ronllbdgey 200610$. i n Dance
36 lbidem.

37 Angela Levin,Observer MagazineSeptember 3, 197&reta Mende& personal archivd.ondon.

38 Claid, Yes? No! Mayhel 06.
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Afrocentric perspective. For her, learning the spiritual and ritualistic depths of Caribbean folk
dance was as important as training in Western modern and contemporary dance styles, such as
those of pioneers like Martha Graham. After leaving the MAAS Maudendez, who comes

from a racially mixed background, reflected on the purpose of Black dance in England in a press

interview: AThe Movers are Briti shthareatpl e, an
not just harking back to AfricaortheaVs t | nd® es (é) . 0
I n addition to Mendezb6s work, the rise of

Carnival was also advanced by the establishment of Lion Youth, Beti Campbell and Leslee

Wi | | 6 s-wdmernrband in 497#.Inspired by the contributions of Trinidadiorn Pan

Africanists Sylvester Williams and George Padmore tecardil oni al t hought, t he
referenced the royal insignia of the Ethiopian Entbitiee Lion of Judali! This symbol was

also prevalent in the rise of Rastafarianism in the Caribbean since the 1930s, as adepts to this
religion equated, through interpretations of biblical passages from the book of Revelations,

Ethiopian Emperor Haile Selassie | withthe figaré t he A Conquering Lion o
Judah. o6 This symbol served, as scholar Michae
dependency syndrome and submissiven®&dslkewhi ch
Mendez and Kh a ntbesionarouthBandaimed tovekpsess@midea of African
authenticity in the Notting Hill Carnival, cr
nationalistic and limiting the participation of other African and Afiasporic culture$ They

also challenged the glamorized aesthetics of the Trinidadian Carnival, which they referred to as

39 Interview with Greta Mende£;,osmopolitan Magazinéjarch, 1981. Greta Mendézpersonal archiveLondon.
40 Owusu and Ros8ehind the Masquerad62-67.

41 1bidem.

42 Michael BarnettThe Rastafari Movement: A North American and Caribbean Perspéttivelon UK:
Routledge, Taylor & Francis Group, 2018), 21; 80.

43 Lion Youth, The History of Lion Youtmewsletter 1979.Carnival Material Collection, Notting Hill Carnival
Bands, 1978006, CVL/2/2/4, George Padmore Institute, London.
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"butterdThi smasadnd offers an interesting count e
Khanbés We De Aethiopians Band, o Btlsiopib,thednlygr oups
norntcolonized African territor§ but with contrasting visions and creative approacbespite
these differences, both Campbell and Will, as well as Khan, shared an ongoing interest in
spiritually based performances. For examffleLion Youth Bandselected the theme "White
Fowl, Drum, and Candle" for their 1981 band, exploring a religious theme that connected
spiritual systems from Africa and the CaribbéaA.decade later, Khan organized the dance and
theater piec&lying Costumes, Floating Tomlesxpanding on the religious cresgltural
merging of Indian and Afr&Caribbean performance that had begun wiiteWe De Aethiopians
Band According to Khan, the piece was "an integration of Caribbean festival arts, dance,
movement, music, drama, and speech pattéfis tarephotograph of A k u z u r u performing
in this piece shows her center stage, enaetiigpreography by "H" Patten, which drew on the
rituals of the Hosay Festival as its cultural base (EitR).*’
The performances b& k u z u r u, Mendez, Campbell, and Wthough varied in scope,
broadly resonated with the growing participation of women in the Trinidadian Carnival during
the 1970s and 1980s, both as band members and, to a lesser extent, as bariti Seamticsthe
case, for instance, of the oftenacknowledged work of Elsie Lee Heung and Lil Hart, central
figures in the development of masdé cel ebratio

Hart 6s work i s the b angahizedwith llenhpsband Edmadd ie IO@2at r a ,

44 Owusu and Ros8ehind the Masquerad62-67.

®fLion Youth Carnival Band presents L @CamvhlMatggialof Mas 8:
Collection, Notting Hill Carnival Bands, 197806, CVLB/1, George Padmore Institute, London.

46 Keith Khan,Flying Costumes, Floating TomB$oject Description1991 Moti Roti Collection, Records of

Productions and Projects, 0Future Histories Archive, Goldsmiths, University of Londbondon.

47 lbidem.

“%Garth L. Green and Philip W. Scher, fnTnnidadCdronvalt i on: Tr i
The Cultural Politics of a Transnational Festiy@loomington, IN: Indiana University Press, 200¥};18.
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which hadthree thousand two hundretembers, ninety percent of whom were worfiefis a
young mas6é6 performer, therefore, A k u z u r
Afro-Caribbean women, in an emerging yaentless tradition of women who challenged the
expected behaviors ebrporeakelf-restrain and sellenial typical to the dynamics of
respectability in this regiotf.Instead of adhering to whatt historianPamela R. Franco
describes as the Asocietal standards of good,
A k u z u r ubs participation in the Black In
autonomy and creative independence that wbaltbme a hallmark of her artistic careder
involvement in the Black Inventors Band diverged from the traditional band costumes of
Trinidad, such as the Midnight Robber, Sailor, Indian, or Pierrot Grenade. It also demonstrated
her early interest in engaging with her Trinidadian backgroundpess her African heritage in
innovative ways. A k u z u r ubdbs celebration
London laid the foundation for much of the independent thinking and intersectional approach
that would define her career. This visidaatranscended what Franco identifies as the symbolic
inheritance of a masculine,pastnd ependence Trinidadian state,
control and exclude female bod#&s.

Following the creative path of Mendez and Khan, who acknowledged their Trinidadian
backgrounds, A k u z u rculwrdldntesgritublyandwnemkdiad e v e |

sensibility, fusing African and Asian artistic expressions. As an-Afioidadian woman,

however, A k u z u r u engaged with the racial and feminist politics of London in a distinctive

49 1bidem.

®Ri chard D. E. Burt on, RichardDeE. Buatonkiro-€reole: POrem@ppasition, andi n

Play in the Caribbeai(lthaca, NY: Cornell University Press, 199758169.

"Pamela R. Franco, AThe I nventi on onfGarthL.da&ceéntanddhilig | Mas at
W. Scher, edsTrinidad Carnival: The Cultural Politics of a Transnational FestiyBloomington, IN: Indiana

University Press, 200731.

521bid, 42.
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way. During this period, she began creating fashion designs based eAsfdromotifs,

primarily tailored to Black feminine physiques, reflecting her interest in expanding self
fashioning options for Afrddiasporic women. In crafting these designs, AZwr u both

engaged with and exceeded, though without fully rejecting, the influence of Afrocentrism and
Second Wave feminism. This is significant because it challenged these movements' limited
inclusion of ally minority groups, as they grappled with pleevasive effects of heteropatriarchal
and racist societal structures. Her contributjavisich in its method and scope resonate with
spiritual promiscuity as a guiding creative ethosyk a generational shiftone that responded

to her immediate context while also showcasing her creative prowess from an early age.

2.2 The Building Blocks of DesigningAfro -Asian Fashion

As afashion student ihondon in the mid to late 1980s, A k u z u r u, developed a body
of work which formally explored asymmetries, expanded volumes, and garment construction
through an architectur al or structur al |l ens.
personal archive show her inventive and layered creative process, in which fusing African and
Asian cultural references became a central concern. By virtue of its deconstructive nature and
formal explorations, these @&nesswfitheigfkieneelthato mi r r
avantgarde fashion design had in Europe, particularly in Paris and London, during the late
1980s. Two of A k u z u r ud outstanding desi
wide gowns covering their bodies and limbsth the exception of wrists and ankles,
emphasizing their overall rectangular shape (g1 2.14). Decorated with repeating floral
or geometric circular patterns on their lower section, these garments combine solid color fabrics

with sheer transpancies that reveal sections of either arms or legs. Aséwpieces, these
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designs also include a removable component hanging from the shoulders and falling to the front
and back of the models, where geometric designs, whether angular or circular, become the focus
point of the structure and composition. The contrasting coldieadraping componenésid
further dynamisnto the pieces, accentuating their repeating geometric patterns. A choice of
accent accessories, such as stacked or circular rings, hanging earrings, beaded necklaces, and
platform heels, tie together the volumeironcept, which is further reinforced by timeo d e | s 6
afro hair style.

Two traditional garments, the West Africagbadaor boubouand the Japane&enonq
inspire the creation of a number of designs that A k u z u r u made at the outset of her career as a
fashion designer. Me a ni n g aghadasl|fourd invasiausparést t i r e 0
of West Africa and it is understood, following art historian Babatunde Lawal, to have originated
in the Middle East and introduced to Africa by merchants from the Maghféree sections
normally compose thagbada a rectangular, embroidered centerpiece that is flanked by wide
sleeves oawosokean undervest awotele and a pair of trousers sokotq with the addition of
hats, also naméila, and other optional accessorfé#An example of amgbadafrom the first
half of the twentieth century housed in the Saint Louis Art Museum, furthermore, shows the
intricacies of their geometric pattern desigrfeaturing spirals, grids, a fine like work, and
organic shapés as well as their craftsmanship with igdidying (Figs2.15-2.16).>>InAku z u
r uds davesokegandawoteleare creatively reimagined with structural elements that

differ from the more traditional designs. In the case of the former, the draping qualities recede to

create a more rigid overlayer with a precise geometric construction that resonates with its own

S3Babatunde Lawall Agbada, 0 in Val er i e E8dydopedieof @othihg dBdFaghiorGr oup, ed
electronic resource, Scribner Library o8i8aily Life (D
54 1bidem.
55 Ibidem.
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decorative geometric pattern. As an underlayer, the latter acquires a vaporous and lighter nature
that covers the totality of the arms, instead, as custom, lgasending up until elbovength.
Evoking a sense of protection and el evation t
take o theagbadaas a traditional garment reflects her ldmgld view of her fashion designs as
a type of armor that brings a sense of strength and fearlessness to thé%vearer.

A broader understanding of A k u z u r u6os
without accounting for her coetaneous investment in the constructive elementginfdahe,a
traditional garment that can be worn by both men and women for secular as well as sacred
purposes’ Asian art dealer Alan Kennedy describeskimonq which translates from Japanese
as fna t hi ng-shamed, boedangth garmand maae from a single bolt of silk, making
it a piece of notable surface design rather than of tailoring or wez\ilitge general structure of
thekimonorequires that the sleeves have the appearance of a pouch, whether short as with the
kosodeor long and flowy as withthesode’®®l n A k u z u r uds designs,
of the osodeds | onger sleeve all the whilst s
circular garment, a smaller opening through which the hand passes, a defining feature of the
kosordeThe fl oral design boldly covering the wunde
reminisces the intricate embroidery work of chrysanthemums ikiti@noensembles from the
early twentieth century in Japan. A piece fro
instance, shows how these pattern designs would at times be employed solely in the lower

section of the gar me rihe ssé of a deappmrochtoineobiue dye irpthei v i |

56 Ak uzuru, interview by Julidn Sanchez Gonzaleme 6, 2024.

57 Alan KennedyfiKimono0in Valerie Steele, edThe Berg Companion to Fashi¢@xford, UK: Berg, 2010),
459,

58 lbidem.

59 lbidem.
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upper section of the front, back, and sleeves (Rig3-2.18). The sedghrough sections of the
artistodés earl i er dlmpeiofghe Sapaméss garmeng fighliglgimgate t he T
constructive intersection with the West Africagbada,as well as the geometric shape obtained
when opening and displayingkanon@ back end.

In the late 1980s, A k u z u r u crafted one of her first garments based on a combination
of Afro-Asian motifs, which emphasized the simultaneous presence of solid geometric patterns
and the deconstruction of form (Figs19-2.20). Crafted as a twpiece set, the burgundy and
pink ensemble consisted of a circutdraped robe with a front pocket functioning as an
overlayer, and an asymmetrical lesigeved underlayer with a ripped lower section tied in
knots. Referencing both th&rctural elements of thegbadaand thekimonq this piece features
prominent geometric appliqués in front and back that call to mind the intricate design of the
kente cloth, aartorialstaple of the Asanti people of modatay Ghana (FigR.21-2.22).
Considered to be a symbol of PAfricanism, this pattern reinforces the presence of an-Afro
Di asporic ethos that reflected the artistods i
and its push for racial justice in predominantly Black commmesiAdding to the centrality of
African and AfregDi aspori ¢ geometric designs in A k u z
the front of the overlayer pieceferences, according to the artist, fertility and regeneration, and,
more specifically, the steel pan instrument from Trinidad and Tobago as a twentieth century
musical inventiof®Fr om a broader perspective not necess
the central design also calls to mind Kengo cosmogram atikenga.ln Afro-diasporic

cosmogonies and spiritual systemsch circular shapes, ssholar Robert Farris Thompsbas

80 Ak u zuru, interview by Julidn SAnchez Gonzéal¢arch 27, 2025.
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noted, servas the representation of the coexistence of the worlds of the living and thé dead.
As such, these two pieces exemplify the artis
geometric patterns, positioning her work in conversation with a rich histamrofladian
culture as well aéfrican abstractiorf?

Moreover, A k u z u r ub6bs garmentoés decons
lineage of fashion design, namely the avgatde creations from the trailblazing generation of
Japanese fashion designers from the 1970s and 1980s in Paris and, lpamticularly that of
Rei Kawakubo. A key influence on Adféllowngz u r
| ssey Miyakeds i niti addisfumted asyaklishedmotions & sensaglitg a n ¢
andbeauty standards for women through baihcept and execution. Kawakubo purposefully
introduced a wordown aesthetic that challenged the Western preference for polished and clean
cut styles in fashion. Consequently, A Kk u z
treatments of herfabsc r esonat e i n concept an execution w
watershed collections from the early 1980s, which centrally explored monochromatic fabric
deconstruction and asymmetries (RA@3). For the Japanese designer, following curator Akiko
Fukai the principle of notornamentation was essential, taking as its philosophical base the term
wabi-sabior an aesthetic of warping and distortipreferring flawed, shredded, dangling, and
ripped form£30t her schol ars have described Kawakubod
one hand, moving away from the outlines of the body in a redefinition of what we consider

erotic, and, on the other, collapsing the hierarchies between inexpensive andvexpsnsell

51 Robert Farris Thompsofjash of the Spirit: African and Afrdmerican Art and PhilosophyNew York:
Vintage Books, 1984),08117.

62 See César Paternosidie Stone and the Thread: Andean Roots of Abstra¢AAstin: University of Texas
Press, 1996).

8B8Aki ko Fukai , oif Rebkawakubce FoCandaagainst Fashiad. Rex Butler (London, UK:
Bloomsbury Visual Arts, 2023)4-15.
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as between revealing and concealfihgll of these inflection points we see also at play in Ak u
Z u r ubs early designs.
From a spiritual standpoint that resonates
practice, one c¢ a® mhrked tky itskadisahembrice d@f snpewertiorks and
simplicity in material§ to the ascetic principles of Zen Buddhi&hRopularized in the Western
world by the migt went i et h century as a form of fAuniver
emphasizes meditation techniques and a rejection of dualistic thinking. A strict adherence to
monastic rules also underpins this gpal tradition, despite the fact that it later became a
symbol of iconoclasm, antinomianism, and antellectualism in mainstream cultut®While it
is difficult to determine how closely Kawakubo incorporated traditional or popular versions of
Zen Buddhism throughout her career, her designs from the 1980s clearly prioritized an
exploration of empty or negative space, which can be seen ategretation of the stillness of
mind that arises from meditation practices. K
polished, finished look of conventional garments through the ubgsafegative space, which
could be seen as a reflection on the Zen Buddhist concept of emptiness. Here, subjective
positions or endpoints are ultimately void of inherent value or judgment, evoking the idea of
emotional detachment as a form of human liberatigxn argument can be made, therefore,
abouthe Japanese designerd6s revolutionaasy aest he
linked to aspiritually complex, centuries ong r el i gi ous system. Thi s &

practice deserves further attention and interest.

64 Rex Butler filntroductiong in Rei Kawakubo: For and against Fashida8; Bar bara Vinken, #fThe
De s i g n sin RRiKawakuldo: For and against Fashi@Q-21.

%Vinken, fAThe Emm®Rd2le Designs Back, o

66 Seiso Paul CoopePsychoanalysiand Zen Buddhism: A Realizational PerspectNew York, NY: Routledge,

2023), 8.

7 1bid., 9.
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A k U z u r uds e mbr-gadeJapahesetfashéon gesigngrsassalsd s 0
present in numerous other sketches and garments which the artist made during her time in
LondonThe influence of designer | ssey Miyake was
contemporary fashion when he broke into the Paris fashion scene in the 1970s with experiments
using fabrics and textiles that resulted, as A k u z u r u describegusalnporks of arf® One
of these sketches, though never realizeahiactual clothing piece, shows a model donning a
deconstructed tunic where the idea of negatiyv
(Fig. 2.24). Draping from the side of the shoulders and arms, and held in place at the neck, the
tunic reveals the upper body in its entirety through a clear geometric cut in the shape of a bell
where the fabric is absent. Underneath, a polka dot cropped blousanagldsent of urban
fashion. The celestial bodies and orbits printed on thesexition of theutnic, together with the
also sculpted afro hairdo and the animal print ankle cuff evoke arFAituristic aesthetic.

Though the artist does not explicitly identify with Affuturism asnartistic and political

movement, it is noteworthy that one of her enduring influences has been thganemnt

American jazz composer and musician SurfRihe unfinished form and asymmetries also take
center stage in adress A k u z u r u made in the late 1980s, where kirfitted/agbadsstyled

body and sleeves and a wraparound neck piece come together in shades of purple and angular
geometric planes (Fig2.25-2.26). Also made as a twpiece set, this garment is constructed
through numerous diagonal lines in front and back that create a dynamic and edgy composition,
making it elusive to pin down where one section ends and the other begins. In both sketch and

garmentA k u z u r u made a conscious reference to the experimental propositions of designers

88 A ku z ur u, interview by Julidn Sdnchez Gonzalez, April 24, 2025.
89 Ak u z uru, interview by Julidn Sanchez Gonzalety 31, 2024.
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such as Kawakubo, while imprinting her own signature rootédrim-diasporiccultural
expressions.

A k u z u r uds r el abourgeoningiiigndonsintelthelath e p unKk
1970swas also essential in the development of her personal and visual langaidigelarly in
relation to the work of Viviene Westwood. Sociologist Nick Crossley describes the Do It
Yourself (DIY) aesthetics as essential to the development of punk as a countercultural
movement. The conflation of high and low cultures became Bestapunk, as well as post
punk later in the 1980s, as a form of confrontation and jgatian to preestablished norms and
hierarchies? In London these experiments took a hold of the music underground bringing to the
fore notable bands such as the Sex Pistols, the Clash, and Siouxsie and the Banshees, whose
styles and performances mixed loud, theatrical, and irreverent elements. Then@lesh
specifically, became known for incorporating reggae music in their sounds, highlighting the
growing presence of Afrdiasporic communities in London whose embrace of Rastafarianism as
a religion became prominent. Sartorially, Crossley contendfIthaesthetics were also central
to the development of an oppositional ethos in clothing, emphasizing the use of old and
repurposed clothing. Fabrics were deliberately ripped and held together with the iconic safety pin
which became symbolic of the moverhes a recurrent accessory, and pieces were intervened
with paint and household itemsDesigners like Malcolm McLaren and Vivienne Westwood
emerged from this scene due to their deconstructed,-gaamé forms which redefined the
aesthetically pleasing, through still controversial, sartorial trends of the 1960s that privileged

harmonyinfo m and style. Two notable examples of t

"0 Nick CrossleyNetworks of Sound, Style and Subversion: The Punk anePRoktWorlds of Manchester,
London, Liverpool and Sheffield, 1988 (Manchester, UK: Manchester University Press, 2045)
bid., 5
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the piece8Bondage Suifrom 1976 andVitchesfrom 198384 (Figs. 2.2-2.28). In addition to

exploring monochromatic compositions in all black and all white, these pieces thematically

reference social and cultural taboos associated witakked deviant sexualities and

spiritualities, such asdhdage an@iscipline,Dominance an&ubmission, andadismand

Sadomasochism (BDSM) and popular imaginary of witchcraft in the-Earerican world. By

going against the grain of propriety in design and thematicebpihese works evidence the

profound i mpact that fashion design in punk ¢
Curator Claire Wilcox has argued that MclLa

from an antiauthoritarian position as well as a rejection of the malaés store boutique model

that had become standardized in the fashion industry since the’#96@se mid1970s, for

instance, McLaren and Westwood transformed their recently opened store 430 into SEX, a

fashion boutique featuring the Acl osed worl d

disenfranchised clientele, including voyeurs aag workersas well as a protpunk youth’®

Interestingly, Westwood acknowledged that the uses of everyday items, such as safety pins, were

inspired by the talismanic qualities of accessorizing in Indigenous anedfsfsporic cultures, in

which, | would add, the repurposing of everyday mater@séremonial and ritualistic

purposes is a widespread spiritual practfdduch like the musical trend that bands like The

Clash explored, this aspect of McLar-en and We

cultural interests that Western creatives engaged with as African an€CaAfittbean cultures

prominently emerged in éhLondon art scene in the 1980s. By allowing women to dress

assertively, as Wilcox notes, McLaren and Wes

2 Claire Wilcox,Vivienne Westwoog.ondon, UK: Victoria & Albert Museum, 2004}.1.
bid., 12.
" 1bid., 14.
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though not unproblematic, between of intersectional artmaking as well as Second Wave
Feminism. As a Black woman from Trinidad, A Kk
from London years beg the question of how they interpreted and reapprojviatedt wo o d 6 s
referencing of Indigenous and African cultures from an Afiasporic perspective. In a
movement of turns and returns between EAmeerican and Afrediasporic cultures, a
conversation that harks back to the beginning of European modernisengarti twentieth
century, A k u z u r uds engagement with punk
culture in the emerging of this underground scene in the English capital. This fruitful coexistence
of punk and Afrediasporic artistic expressios r e c al | sYoungSowd Rebeldm froenn 6 s
1991, which purports a positive outlook on interracial relationships taking place in London in the
convoluted period of the late 1970s and early 1986sing her work as the African and Afro
diasporic esponse to the work of Kawakubo and Westwood, A k u z u r u also attempted to
deconstruct the separation between Western and Eastern cultures, finding inspiration in both
designersod auda©ity and fearl essness.

In March 1990, just months before graduating with Magna Cum Laude honors from her
undergraduate program, A k u z u r u held her first solo show in London at the Yaa, titled
AAfr o/ Wor ks 2.uBhe space alldwedi thg artist to translate her artistic process
into a spatial format, incorporating influences from the Black Power movement;garadet
Japanese trends, aimceverent and experimental punk desid@his exhibition would be followed
by another, similar showithetil98Veati Bameb&dsh
Reaffirming her interest in merging Afdsian motifs, the former exhibition featured numerous

sketches and garments she had created since the start of her studies, sharing the fruits of her

SAkuzuru, inerview by Julian Sanchez Gonzalez, April 24, 2025.
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university work with the AfreCaribbean and Afr@®iasporic communities of Notting Hill. One

photograph from AAfro/ Works Fusiono shows the

panels displaying her designs, including two richly printed tunics thalidgiger creative

process at the time (Fig.30). These two pieces, based on the traditikimbnoandagbada

designs, were sewn using batik fabrics purchased in London and sourced from West Africa. The

horizontal layout of these garments emphasized their graphic and constructive qualities, akin to

how such textiles are typically exhibited in museums. In thensepbotograph, a mannequin

wears an indigo batik sleeveless dress with flowing asymmetries and spiral patterns across the

chest and neck, evokingtheshield ke geometric el ement Someeen in

of which is positioned at the centeght of the scene (Fi@.31). The back of the dress, with its

quilted hood opening was also a sculptural element representing African women carrying their

babies tied to the back, referencing the centrality that fertility had, and continues to have, as a

concept i n {tSAhleoughoutthe show, the astistingtalled long, thigeelfabrics,

symbolizing cultural exchange and interconnectedness across geographies and fashion styles

attesting to the i mportance o fcreatipepratdssli ng cr ea
Al t hough wunique in its visual approach and

of Afro-Diasporic and Asian elements in her work aligns with a long history of Adian

crosscultural exchanges in Trinidad and Tobago and the wider Caribbear iftesections

date back to the early twentieth century, most notably exemplified by artists of Chinese descent,

such as Amy Leon Pang and Sybil Atteck, who played pivotal roles in establighiofgssional

network of artists in Trinidad and Toba@GThrough the founding of the Society for Trinidad

" Akuzuru, inerview by Julidn Sanchez Gonzalez, April 24, 2025.

“"Patricia Mohammed, #Alntersecting Trajectories: Chines:eée
Ce nt inrAlexar@ra Chang, edGircles and CircuitsChinese Caribbean Aftos Angeles, CA: Chinese

American Museum, 2018),62-165.
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Independents in 1939 and the Art Society of Trinidad and Tobago in 1943, these artists brought
together creatives and intellectuals from diverse cultural backgrounds. Among these figures were
notable individuals like Marxist historian C.L.R. James, a kep@nent of the Black Radical

tradition in social studies and the arts, and painter and carnival bandleader and designer Carlisle
Chang, whose work was essential in shaping a hybrid, multifaceted national identity for Trinidad
and Tobagd® By the mid1960s, the cultural environment in which Ak u z u r u was born
emphasized collaboration between marginalized communities as well as Third World solidarity.

Though contentious, as minority groups often clashed for visibility and resources &edor

after independence, this ongoing negotiation
postcolonial nation and the formation gbalysemicn at i on a l identity. There
practice, both as a fashion deBdougrdd ri sasnad tndass 0

call to recognize the culturally diverse and creolized reality of the Caribbean through collective
affirmation and activisn?

Furthermore, A k u z u r ubs designs follo
that emerged in London during the 1960s, which included several Trinidadian artists and
intellectuals, such as the trailblazing textile designer and painter AlthegsM®Wore broadly,

A k u z u r ubs |\woarske d-jrespinedessibspititisally drivehna s hi o n
contribution to what art historian Kobena Mercer described as a Black cultural renaissance in
Britain during the 1980s, particularly in film, visual adsd publishing* Her commitment to

reasserting AfreAsian continuities and solidarities reinforces and exceeds, by virtue of its

8 |bidem.

®Efdouard GIlissant, i Caribbaan DiscQuse: Satebted £sséRRadostesville, NQ:
University Press of Virginia, 1989221-222.

80 Althea McNish, interviewed by Anne Walmsley, February 1, 198i¢ Caribbean Artist Movement: Papers of
Anne Walmsley, CAM/6/51George Padmore Instityteondon.

81 Kobena MercerWelcome to the Jungle: New Positions in Black Cultural Styties York, NY: Routledge,
1994),16-24.
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spiritual overtones, Mercer s notion of dAcul't
African crosscultural collaboration as a response to the political crisis of authority and the
increasing policing of marginalized communities during thédh and American
neoconservative political turns of the 1980although not as overtly political as many of her
contemporaries, A k u z u r ub6bs early practic
ABl acko was conceptual i z e eéncompassingidéentity markeat t he
that brought togetir Afro-Diasporic, Asian, and other marginalized communities under the
same roof? This sociocultural construction emerged from a need for visibility but soon became
problematic, as it forced many artistic collectives to homogenize their proposals in order to
receive government funding, as wasnthe case w
exhibition |Iike AAfro/ Works Fusiono mirrored
communities in Britain, actively challenging the concept of nationhood through a monolithic lens
while paradoxically drawing on the Trinidadian multicultural contex asifying thread.

By intertwining Afro-diasporic and East Asian avagdrde forms with references to
spirituality, A k u z u r Lcan be seen in diraalogue with AfricarAmerican artists exploring
similar themes in the second half of the twentieth century, such as Senga Nengudi. Art historian
and curatokelieJ ones underscores that Nengudi s wor k,
reinscriptionof African traditions, also engaged with Japanese theatrical and artistic influences,
which she explored during her travels to Japan in the mid to late $9@0st notably,

N e n g uCeérendory for Freeway Fetioom 1978 her first fulklength collaborative

821bid., 3-4.

83 Keith Khan,interviewed by Julian Sdnchez Gonzéalez, Auguse8@4;St uart Hal l, fAiNew Et hni c
Selected Writings on Race and Differenegs.Paul Gilroy and Ruth Wilson Gilmof@®urham, NC: Duke

University Press, 2021), 248:6; Mercer,Welcome to the Jungl&8.

84 Kellie JonesSouth of Pico: African American Artists in Los Angeles in the 1960s and (D&flsam: Duke

University Press, 2017207-208.
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performance, staged beneath a Los Angeles highveaglged West and Central African

masquerade traditions with pBaddhist and pa#\sian shamanic trance performances (Fig.

2.32).8 In the hourlong piece, Nengudi dons a flowing yellow fabric that drapes gracefully over

her body as she moves with outstretched arms. Atop her head, she wearsl&erstruncture

composed of fabric and pantyhose. Drawing on art historian Robert Fd&iris mp s onds anal
Jones argues t-lhiake Netngwat wrse fid eaa mbi ni ng f abri
transformative power of masquerade traditions, where cloth carries intrinsic spiritual

significancé®J ones further highlight s -hroassth&iégngudi 0s
rejectingpristine or elaborate performance settthgéemmed from her interest in contemporary
Japanese theater forms, suchas Bété¢h. decade | ater, and without Kk
practice, Ak u z u r u pursued a similarly intersectional, ecafisiral approach, shaped by her

Trinidadian background. Her training in the carnival traditions of Port of Spain and later in
London infugd an AfreCar i bbean perspective into explorat
to artistic developments in the wake of tBil Rights and Black Power movements from a
transnationaperspectve Mor eover, A Kk u z u r wé@rde engagem
fashion designers, such as Rei Kawakubo, parallalseit through the lens of fashion studies

anddesig Nengudi 6s i nvest men$eenaspattdfa crtinuunt, a | expre
Nengudi and A k u z u r u are exemplary of Atliasporic artists @efining the meanings of the

sacred through a spiritually promiscuous perspective that sought interconnection and

communion.

8 bid., 201209,
8 |bid., 197.
8 bid, 210.
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A k u z u r ,madesvereocatributg to ttheehsstorg of imcial and political
resistance in fashion through a feminist lens. By reimagining garments liaglibd#®
traditionally worn by male members of the upper echelons of West African satidtesirtist
seeks to find alternative forms f@imale sensual expressiamst solely rooted in the bod This
approach is particularly poignant considering that A k u z u r u made these designs in the wake
of the international rise of the Black Panther Party (BPP) and its potetsiculinistsartorial
codes, which defined its public image in the
cinematic and gendered effects of the BPPO6s u
k u z u r ubds designset€ompnidsgogs| eahbeBPPas
inspiration from contemporary armed revolutionary movements, emphasizing a masculine public
image that challenged both the historical feminization of Black men and the sensual consumption
of Bl ackodiesenn sk eb t he BPPOs dmejteoffi vo mefn 6fse mi
participatio® as a means of Afr@iasporicliberation, A k u z u r u, working with sufficient
historical and geographical distance from the Califebdien movement, was free to explore the
feminine as a liberatory category in Black fashion. In doing so, her work also converses with
| s aac ekpelimergahfiinderritories(1984), where the British filmmaker critically
reflects, using footage from the Notting Hill Carnival, on the reduction of the annual celebration
and of dance as a form of sexual misconduct and debaul¥émough its expanded volumes
and references to masdé, A k u z u r ubs work
objectification of the Black female body, while simultaneously challenging the false narrative

that femininity is an inadequate insufficient platform for Black liberation.

88 Ak u zuru, interview by Julidn Sanchez Gonzaleme 6, 2024.

8 KaraKeelingThe Wi tchoés Flight: The Cinematic, tMusanBl ack Fer
NC: Duke University Press, 2007)5; 84-85.

%0 |saac JulienTerritories,1984in British Film Institute Mediatheqyé.ondon.
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2.3 Masd Designs and I nterspirituality in
One year after AAfro/ Works Fusion, o0 A k wu
masquerade band for the Notting Hill Carnival, in yet another collaboration with the Yaa. Invited
by the | ate carnival e nt r egrecerrokthe instititom, Alounn A Sh a
z u r u brought a contemporary take of the hi
iRoots of Masd: A SoA eketu Tzh euatre ru 6Esx pbearni de nwaes, S
featured a selection of traditional characters ftbenTrinidadian Carnival (Fi@.33). These
included, for instance, the Béle or Belair dancers, a traditional@feole dance of spiritual and
political undertones practiced in some parts of the Caribbean, as seen in a watercolor and two
photographs of the garments in the parade (Rig4-2.36). Just like Bélé, which was performed
during times of slave trade to conceal African forms of worship as court d@hting,e band o s
subtitle emphasized the original theatrical a
annual celebration as an art form in its own right, highlighting its narrative and moral qualities.
Moreover, the characters of Roots of Mestablished a thematic continuity with the folklore of
Trinidad and Tobago, where myths of sélmaman and supernatural beings play an active role in
the popular imaginatn, continuously feeding the artistry of carnival. Stemming from an
otherworldly, Trinidadian perspective rooteedcarnival traditons A k u z u r ubs b
contributed to the histories of twentietbnturym a slésign and theater in both her home
country and London.
The link between alternative epistemologies,-hegemonic spiritualities, rituals, and

carnival is an essential feature of its celebration in the Americas and the Caribbean. As a practice

%1Camee MaddoxWi ngfi el d, fAThe Quest for Spiritual Purpose in
Cont empor ar yin Ydanda GovingtopWaed, add Jeanette Selma Jouili, eBsabodying Black
Religions in Africa and Its Diasporg®urham: Duke University Press, 2021Y,576.
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of hierarchical inversion of colonial power, both before and after the end of slavery and colonial
rule, carnival has traditionally carried an important sociopolitical message of emancipation.
Philosopher and literary critic Mikhail Bakhtin, writing in thed-1960s, showed how much of

these transgressive forms of opposition to structures of power come from European conventions
associated to the celebration. He observed that in the Middle Ages and Renaissance the culture of
folk or popular humor, which moekl official rituals and social conventions, was commonly
expressed in the celebration and procession of carnival. For Bakhtin, however, these comic

rituals were completely deprived of any mystical or magical character, as well as ecclesiastical
dogmatismfor these purviews were their targets for revet$hi.the Caribbean, these

conventions took on a different connotation as Afirasporic and Indigenous cultures

hybridized with the European cultural matrix, while seeking to keep cultural and spiritual
expressions afloat. Literary scholar Richard D. Burfoninstance, underscored the intimate
relationship between carnival and spiritual possession rituals as mirror practices of performative
empower ment in the Caribbean, whether individ
theatricality and relanal nature, which necessitates of a group in communal celebration,

parallels the way that masquerade enables embodying alternative archetypes or characters which
are recognized anglayedwith by the wearer and the communityThe enactment of otherness

through carnivalesque practices in the region, carried a double ritualistic aspect both as European
sense of reversal and derision in the form of folk humor, as well as in the reproduction of
possession rituals through the usémasquerade. This is an essential aspect of the

carnivalesque forms A k u z u r u explored as part of her practice which highlighted reversal of

92 Mikhail Bakhtin,Rabelais and His Worl¢Bloomington, IN: Indiana University Press, 19848.
93 Burton, Afro-Creole,238-239.
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expected codes of conduct as well as exceeding the limits of the corporeal as a form of
transcendence.

Furthermore, performance and carnival art scholars Richard Schechner and Milla Cozart
Riggio have addresses the spiritual and otherworldly elements embedded in the celebration of
carnival in Trinidad and Tobago, which links to the popular lore of the goasatwell as non
positivist conceptions of the body, time, and space. Schechner, for instance, argues that the
convergence of Shango, Christian, Hindu, and Islamic practices in the Trinidadian carnival gives
way to a cultural tension that is conducive dogativity. He further contends that in this
interspiritual, syncretic interaction the cosmologies of African and South Asian cultures have
prevailed in time over those deriving from a European Christian and Jewish religious®fatrix.
Riggio, on the other hand, asserts that carnival allows for the celebration of the power of the
imagination and fantasy over the logic of reason. She underscores that carnival, as an annual
celebration, contends with the cyclical rhythms of the seastfesing a counterpoint to the
modern linear time scheme that structures the industrialized Wardioing so, the celebration,
Riggio further contends, privileges matters related to the spirit instead of material or
phenomenological concerns, allowing for a higher emphasis on the commemoration of ancestry
as well as community buildin.This is of particular importaset o anal yze A k u
in London given her connection with the Yaa as a center dedicated to the promotion of Afro
Caribbean culture in the English capital. The center recalled the name of Nana Yaa Asantewaa,

the Queen Mother from the Asona rofehily of the Asante state of Ejisu, who commanded an

“Richard Schecthaery) i&ftr Riggio,Bd Rakival: Cuturd imAction]10.
% Milla Cozart Riggio,fiTime Out orTimeIn? T h anDldlectic ofCarnival inCarnival: Culture in Action23.
% 1bid., 27.
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army of warriors to confront the British and their allies at the turn of the twentieth cé&htury.
Directed by Vernon @Sh a bfowkyaars, tielyaampsssquarelyf or o v e
rooted in his vision that carnival could be used to develop, unite, and sustain us as human beings,
as well as in the liberation of African peoples via economic mé&ans.

Two sketches A k u z u r u deacttlee chamctepsr epar a
Pierrot Grenade and the Negue Jadin in stylized attire, referencing the histories of carnival in the
Caribbean nation while maintaining her distinctive aesthetic sensibility in fashion design (Figs.
2.37-2.38). The first sketch portrays the quintessential jester of carnival, the Pierrot Grenade, a
satirical figure based on the original sixteeo#émtury French Pierrétknown for scholarly
expression, including fulengthShakespearean passatyésrough witty spelling and rhymes.

In Akuzuru's design, some original elements of the masquerade are preserved, such as the
burlap gown, sewn fabric strips, and whip. Consistent with her previous work, however, the

mask coveng the character's face and the garment's overall design feature agaadant

asymmetric construction. The Negue Jadin, on the other hand, is an early nineteenth century
masquerade that represents the emameaimgstars.ed en
Although now considered an extinct masquerade, the Negue Jadin profusely appears in a

modified version in Carnival stiekghting performances up to thisday. Akuzuru's
interpretation of this 0ol charactersdéwelopedintieer m us e
Trinidadian carnival tradition, retains key costume elements such ageqagtl pants and a

wooden stick. Similar to the Béle dancer and the Pierrot Grenade, this watercolor also

incorporates volumetric and deconstructed fiestin both the upper and lower sections. By

9"Harcourt Fulley fiCommemor ating an African Queen: Ghanaian Nat
Memory of Nana Yaa Asantewaa, 19820 0 Bfrican Arts47, no. 4 (2014)58-61.

98 Seani BfiShabaka Will Stay in Our HeardsThe Voie, July 31,2023. URL:https://www.voice
online.co.uk/entertainment/2023/07/31/shabaié-stay-in-our-hearts/

160


https://www.voice-online.co.uk/entertainment/2023/07/31/shabaka-will-stay-in-our-hearts/
https://www.voice-online.co.uk/entertainment/2023/07/31/shabaka-will-stay-in-our-hearts/

referencing satire, moreover, A k u z u r wuods
mockery and irony as a form of symbolic resistance and cultural reaffirnfation.

By drawing from traditional Trinidadian ma
the diverse cosmogonies that have shaped the Caribbean since European settlement in the late
fifteenth century. It also evokes the spiritually infused oral traditioaisitifiorm Trinidadian
myths and folkloresuch as the natuteound legends of forest protectors like Papa Bois, the old
man of the woods, or Mama DIo, the monstrous
involvement with the Notting Hill Carnival, &se traditions had become less and less popular
from the usual mas6é6 repertoires, both in Port
toward new expressions of masé focused on | av
ingenuity, along with #orts for Afro-diasporic and Asiadiasporic reaffirmation. In recalling
the subversion of hierarchies and norms embodied by traditional characters in Trinidad, Ak u z u
r ubébs band brings to mind what Coziytot Ri ggi o
appropriate spaces and transgress boundaries in order to manifest and celebrate aspects of human
¢ o mmu % Thejr irréverence also suggests, as scholar Krista Thompson highlights, the way
performers "forge alternate relationships to their labor and the capitalist economy, [and] create
new forms of community across diverse constituents locally and transnatidffalh this
sense, Roots of Ma sdtothe origigahpurposeoof the mrinuabcelebrateom, e n e

beyond extraordinary designs or an overly determined racial discourse. This socially engaged

®f Ol e , Mrnigladl CarnivalMagazine 1973. Nasser Khan Carnival Collection, Carnival Magazimdegjonal
Archives of Trinidad and Tobag®ort of Spain.

WRji ggio, ATi me 1®Qut or Time I n?, 0
WiKrista T®Oamp Gom,d MMemocracyo: The Social and Political
Ae st h e CClaie FandonandKrista A. Thompsoneds.En Mas 6: Carnival and Perfor mi

Caribbean(New York, NY; New Orleans, LA: Independent Curators International (IChntemporary Arts Center,
2015) 31.
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approach was further groundedifive Ya®d s support of her work as a
organization.

A k u z u r wuds design for the Midnight RO
further demonstrates her interest in visually exploring Afrasporic legacies and connections.
Like the Pierrot Grenade, t heritsiemhcinggndt Robber
exaggerated use of prose. Educator and publisher Rhona Baptiste notes that this personality trait
both mocks the master's command of the English language and continues the storytelling
traditions of West African griot®?l n her watercolor, A k u z u r
sartorial signifiers, including a widerimmed, fringed hat influenced by 1920s Western cinema
in Trinidad and Tobago, and a black cape with
devilish nature (Fig2.39). Given this stylistidybridization the Midnight Robber costume,
according to playwright Rawle Ribbons, shows
the Carnival context, losing some of their specific religious values but gaining as creative
e n t i ¥ Riebensfuwither argues, nonetheless, that alongside Moko Jurabstt walkers,
African warriors, Black Indians, and other masquerades, the Midnight Robber embodies the deep
connectiorbetween carnivalith Afro-Diasporic spiritualitiesThis is a link that practitioners of
Orisa also known outside of Trinidad as Shantgadlitions in the Caribbean have actively kept
as well as enacted during CarniVfiThough A k u z u r ubds connect
groups from Trinidad would come a year | ater

prefaces her sensibility for an oral tradition of West African origin.

102 Rhona Baptiste'Vintage Mas' Five traditional characters in Trinidad and Tobago Carriivzdribbean Affairs

Vol.7, No. 6(1997), 146.

WRawl e Ribbons, Al nfluence of Orisa oXSpechldibr&p pul ar Art
Collection University of the West Indies, Saint Augustine

104 1bidem.

162



Recent scholarship by theologian Dianne M. Stewart has outlined a historical,
theological, and sociocultural context of the development of the Ydabuisa tradition of
Trinidad and Tobago since its emergence in the nineteenth century. Though sharstgra We
African matrix as other spiritual systems that came into the Caribbean islands during colonial
slave trade, Yorub@®risa practices took definitive root in the country after slavery was abolished
in the 1830s, making it one of the most predominanéfsehmongst Afrediasporic
communities in which, Sango or Shango, plays, indeed, a central role as one of many deities
from the Yoruba pantheon. Stewart identifies the key tenets of the ¥Qnike beliefs as
invested in building a culturalgpecific, Aricana nationhood and sovereignty, protecting
kinship and family, defending soci al bel ongin
and healing® Despite being associated with other systems of beliefs of East Asian, Native
American, and EuropeaBatholic origin, Yorub&risa, Stewart further contends, should be
seen against the predominant discourse of religious syncretism in th€a&itbean wdd.
Instead, the development of this spiritual system, later sanctioned as religion, should be seen,
according to the theologian, as having been able to preserve distinct Western African structures
across the centuries, even building solidarities betwagnous Africana nation¥® From vilified
as a type of obeah or black magic and evil in a decidedly colonialist mindset present in Trinidad,
the practices of Yorub@®risa have been, nonetheless, extensively recognized in the Caribbean
nation and abroad. Druboridan gn tha k980s, Ordsa wentrthrougha st u d
period of increased acceptance in Trinidad, including governsagmtioned protections as a

result of the rise of the Black Power Movement in the country in the 1960s. In the 1990s, the

105 Dianne M. StewartDbeah, Orisa & Religious Identity in Trinidad: Africana Nations and the Power of Black
Sacred ImaginatioffDurham NC: Duke University Press, 2022)1.
106 |pid., 16-17; 47.
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National Council of Orisa Elders was established to steer the direction of the various strains of
Orisa spiritualities and palaces or shrines, places or Orisa worship, in Tritfidad.
In addition to connecting with Trinidadian Afidiasporic culture and spiritualityA k u
Z u r ub6bs inclusion of the Midnight Robber in
history of Afro-Asiancultural intersections Trinidad. In 1978, Midnight Robber masquerader
Ali Rahaman Mohamed from Couva compiled and-palflished a manual of the carnival
char act e @& persenpl effort tb edgcate others about its lore and behavior. His
opening speech emphasizestielRb e r 6 s o0t hres including hislnagterynofisbreoery
and witchcraft, and his connection to the devil to frighten and steal from his Vt€ts.the son
of an I ndian indentured | aborer who arrived i
increasing involvement of East Indians with Afifiasporic cultures in Trinidad since the 1970s.
More broadly, it also reflects t Ispiritualtips oupds e
during this period, as Trinidadian scholars Noor Kumar Mahabir and Ashram Maharaj have
noted. This cultural mingling resulted from a softening of racial prejudices and competition
between minority groups in the Caribbean, leading to wider interactionsdyetheir spiritual
practicest®® Mahabir and Maharaj also highlight similarities between the Orisa religion and spirit
possession in the Hindu Kallai or Black Mother cult, as well as the reverence for ancestors in
the Indian Shia Muslim observance of Hod8Mu ch | i ke Kei th Khanoés des
work can be seen as a challenge to Afrocentric positions that resisted collaboration with East

Indian communities. Black Panther Party leader Stokely Carmichael, later known as Kwame

07 1bid., 7.

18Al'i Rahaman Mohamed, #King boakletd. Nasser KRanlChreval CSlgcepr c he s, 0
National Archives of Trinidad and Tobagdeort of Spain.

®Noor Kumar Mahabir and historian Ashram Maharaj, A@AHiIn
Institute of IndeCaribbean Studies, 1988, Special Library CollectionUniversity of the West Indies, Saint

Augustine.

1101pbid., 8-9.
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Ture, famously upheld this view, distinguishing Black Panther Party revolutionaries from,
though not opposing, similar efforts by East Indi&i&Vhile not immediately apparent, Ak u z
u r ubés Robber can indeed function as a symbo
between African and Asiarooted traditionsas well as a reclamation of regemonic
spiritualities demonized in the colonial enterprise. It is the symbol of a spiritually promiscuous
purview that rooted deeper in her early practice.

Thecrosscul tural, historical focus of Roots of
emphasis on revelry and excess that both the Trinidad and Notting Hill Carnivals had fully
embraced?A k u z u r u's band engaged with a decddag debate within carnival circles

regarding the rise and dominance of pretty"
twentieth century. This carnival aesthetic, which coincided with the oil boom arutiéf

economic prosperity of Trinidad in the 1970s, featured flamboyant depictions of rmgdised
concepts from various cul tur es, “Akhpughhavishn g t he
costumes dominated Port of Spain during this period, one notable example from 1977 was Raoul
Gar ifibi6éfsf a ny 6d&an dwardvinging masguerade worn by Tessa JohrtHer

Universal LightsBands(Fig. 2.40). With its focus on a symbol of refinement and design

craftsmanship, the costume reflects an era of shifting social and artistic values. According to

cultural historian Nasser Khan, this new style allowed Trinidadian designers and masqueraders

to "widely use their creativity and artistry to portray mainly tangible andatstract costumes

1lsel wyn Ryan, fABIl ack PoweArtandCultue The Quarterty doarnal of thesNatorgals ? 0 i n
Cultural Counci| 1972 Nasser Khan Carnival Collectipiihe National Archives of Trinidad and Tobadrmrt of

Span Kwame Ture, fABanned but NSpare RibiMagazingd@d, I7. NKitmg ldle Tur e S
Carnival Media and Publicity, 1978005, CVL/3/4,George Padmore Institute, London.

H2A kuzuru, interview by Julian SAnchez GonzaBeptember, 2024.
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that transformed our streets into a thematic visual spectacle of color and living tA&atre."

However, some, like Aubrey Adams, a cultural authority in Trinidad, lamented as early as the

1960s that carnival celebrations were moving away from "the good old, gay creole féte that it

used to be" and were becoming more like "a Hollywood pagearitis a Londorbased band

Roots of Masd was twice removed from its cult

contribution that, far from being simple or traditionalist, engaged in poignant social commentary.
Despite its stylistic distance and histori

conversed with other masquerade designersodo ef

work follows in the steps of whatfrican-American scholar and anthropologisyndon K. Gill

describes as the "royalty of masquerade design in the 1970s," which includes renowned figures

such as George Bailey, Carlisle Chang, Stephen Lee Heung, and Wayne BéfKeiejyr.

influence on the Trinidadian Carnival extends back to the 1950s, a fruitful period that allowed

designers to explore new creative outlets and materials following the end of World War 1.

Bailey, a househol d name thedfpublic recognitiontasea er a o f

creative prodigy when his band Back to Africa won him his first Band of the Year title in 1957

(Fig. 2.41). In a photograph of the procession by A.C. Fung, an imagined African King and

Queen parade in regal attire, adorned with a Eurepde crown and umbrella, as well as

lavish robes featuring animal prints and abundant feathers. In a typical carniealesensal of

the social and racial hierarchies established by the English Empire overseas, the monarchs stride

confidenty in their magnificent garb, followed by their court, conveying a message of dignified

“Nasser Khan, fALegendary BandIl,e&mltdeeTrinidaddGhardéaelantuaeyr?y, ear : Ca
2011.Special Heritage CollectioiNational Library of Trinidad and TobagBort of Spain.

WAubrey Adams, il ndeegHenmming Birdl. NaGser Kindn CalléctigdNational Archives of

Trinidad and Tobagdort of Spain.

1161 ynd Lyndon Kamaal Gill Erotic Islands: Art and Activism in the Queer CaribbgBurham: Duke University

Press, 201836-37.
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Bl ack beauty. Considered, as journalist Joan

hi story of modern Carnival, 0 Back to Africa ¢

miserable Africa by drawing on the elaborate pomp typically assoaiagtiedhands depicting the

hi st ory Mmdefanceofithe tradition favoring ligiskinned carnival queeds

evident, for example, in photographs from the

pageant historically tied to Caribbean carnivalesque aesthetic@®@p Bai | ey ds band

delivered a radical message of Black liberation. This daring proposition inspired future band

designers, and, in a way, also prefaced the ideological tenets of the Black Power Movement in

Trindadd an i nfluence in Acek u z u r ubdbs early pr a
Furthermore, the prolific collaboration between band leaders Elsie and Stephen Lee

Heung and seminal artist and band designer Carlisle Chang during the 1960s and 1970s

highlights the influence of AsiaDiasporic cultures in the celebrationtbé Trinidadian

Carnival. Their first collaboratiorthe bandlapan: Land of the Kabulig. 2.43) from 1964

featured mime elements from the Japanese theatrical tradition tdib@ndChina: The

Forbidden Cityfrom 1967, a visual spectacle of traditional Chinesadery and costumes, won

Band of the Year. Reflecting on his career, Chang stated that his work with the Lee Heungs

"developed hand props into a fine art," while also introducing new elements to the carnival scene

such as Chinese drums and East Indiaratdasmmers18in his writings, Chang also traced the

public presence of Chinese migrants in Trinidadian Carnival back to the 1920s, noting that the

1940s and 1950s marked a decisive period of emerging new'fflénher designers of Asian

"Joan Rampersad, dABai |l eTyinidachExpregsMay 611898Spécalderitagef Ma s, 0
Collection National Library of Trinidad and Tobago, Port of Spain

8Carlisle Chang, #ChiTbDR&®88) #2nno.Bi(1PIMR18.ad Carni val ,b o
1191bid., 217.The anergence of Asian band designers like Manzai Lei, Lyle Ackrill, and Robert Andinectly
influencedfuture prominentnon-Asian bandleadersuch as Harold Saldenah and Edmond Hart.
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origin, such as Neville Aming, sought to explore a broaderAsaan cultural connection with

bands such as Lost City of Angkipom 1978, which signaled a growing proclivity for

showcasing the splendor of ancient South Asian civilizations. Aming, who also rose to

prominence in the 1950s as a band designer, created an impressive "pretty" mas' interpretation of

the found ruins of Cambaalid s t r opi cal forests, complete wit

bearers, and court dancéf8Together, these designers left an indelible mark of Asian cultural

expressions in the Trinidadian public sphere, playing crucial role in shaping Trinidadian Carnival

bands before A k u z u r ubdés move to London.
Chang and the Lee HedhebagdvéKinda Ah®dopléoom!| | abor at

1975, advocated for the intercultural Trinida

serving as another historical precursor to th

decade after Trinidad 0o sChianndgedpse nbdaenndc ep rforcol ma i Bomei d

AAl'l ah we is oneo to signify and reaffirm th

nation!? Winning Best Band of the Yeahe bandVe Kinda Ah Peoplé e at ur ed t he fKi

Festival 6 King and ANyl on Pool 06 Queen masquer

natural landmarks of Trinidad and Tobdg®More significant for this study is that the band also

highlighted the coalescence of African and Asian cultures, including sections sk as

limbo,0 referencing the limbo dance tradition originating from AD@sporic culture in Tobago,

and We chinee, an ode to the Chinese migrants in the island fdtase sectionsmna s 6

showcased f i rst, shields inspired by the Zulu peo

120Neville Aming. Lost City of AngkorTrinidad Carnival Magazine]l978 Nasser Khan Carnival Collection,
Carnival Magazines, National Archives of Trinidad and Tobago, Port of Spain.

21Judy Raymond, @alkbeah BeatiMagazihitssue 3] 1968.URL: https://www.caribbean
beat.com/issu81/carlislechang#axzz8mHdKOUze

122CDC Parade of Bands, Official Program, 193%, Nasser Khan Carnival CollectipNational Archives of
Trinidad and Tobagd?ort of Spain
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Locatedinmodermd ay South Africa, Zulu cultureds Nguni
which denotes group affiliation, as well as protection, through specific pattern d€&signs.

Second, the band also featufédinese hats evoking traditional red and gold sculptural

ornaments (Figs. 2442.45). Thus, themerging of AfreGAsi an r ef er emmacseés, i n Cha
performed by revelers from various racial and cultural backgrounds, underscores the centrality of
cultural intersectionality in Trinidadian society, reinforcing the importance of inclusivity and
solidarity bet ween scotaral adibnafisticonspration walill alsog 6 s cr o
form the creative foundation of future masquerades, most notably bandleaudgr

Mc Wil |l i amsdé ManBandtomd3aAhv iMsawsadl | y updated revi e
traditions, andhe bandKnow Yuh Countryfrom 1978, an awaravinning band of three

thousand members that focused on landscapes and significant sites in Féhidad.

However, Wayne Berkeleybés groundbreaking d
resemble A k u z uculuralard nterapiritusdxploratiensWhidee 6 s cr os s
Berkeley, a representative of the Aprettyod ma
udbs creative process, his designs engaged wit
1970s countercultural movement. These couatiiims transformed the visual languageshef
Trinidad Car ni val volveament asa paficipant and desigmer.#Selfu 6 s i n

nvok

=]

described as a fAcreat or hisfascmatiendviehdhe a n d
otherworldly is clearly expressed in the band Secrets of thé&&ky1973, which he cereated

with Robert Ammon, a designer of Asian descent. Inspired byspace b ands such as

23 Zul u ®itl Rivelds Mys@um, University of OxfortURL:
https://web.prm.ox.ac.uk/weapons/index.phpAbwiregion/oceania/africa/arrendarmourafrica-32/index.html

2"f Mama Look Ah Masd. Ru Anmmidad Cdimpval Blagazihel®78 Nasshr&haiy @aenival 0

Collection National Archives of Trinidad and Tobagdo rt of Spain; #@Alrvin McWi Il Il iams
of t h eTrinladeCarnival Magazingl978 Nasser Khan Carnival Collectidwational Archives of Trinidad

and TobagoPort of Spain

25Wayne BerkeleyWayne Berkeley. Costume Design VdPart of Spain, Trinidad and Tobago, 1999).
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Conquest of Spadéandfrom 1970, Berkeley commented on Secrets of the Sky as a symbol of

human kindés fAattempts at space travel and ph

s p a ¥°Fhedand earned Berkeley and Ammon numerous accolades, including Band of the

Year. Two watercolors and photographs of the masquerddesiso played bylocal

personalityHelen Humphrey (Fig.46-2.47), andfiAurorap performed by Erica Williams,

daughter of theiPrime Minister Eric Williams (Fig2.48-2.49), captured the fantastic theme

blending art deco, rococo, miniskirts, and AFoturist trends. These designs foreshadow A k u

zZ u r ub6bs watercolors and garments exhi-bited

Diasporic, otherworldly aesthetitisrough sculptural and volumetric elements.
Spirituality and ritwualistic practices wer

mas6é6 designs in the 1970s and 1980s, highligh

across cultures. After a smonth visit to Asia in 1978, Berkley dgsied The RituaBandin

1979, aroupeinitially inspired by the theater and religious practices from Bangkok, Thaifand

When introduced to the Trinidadian Carnival, the press promptly misinterpreted the band as an

expression of Berkeleyds fAdark side, 0 drawing

themes of #fASacr i f i%Howevey,the phatosarsl watescolats fd et h . 0

bandbés sect i orR8025lMamdBamboo BieF(FigRs2-2.53) suggest a more

nuanced nt er pretation of Berkeleyb6s work. These i

structural elements of religiosity, establishing parallels betweendigporic and Asian

diasporic spiritual practices, inviting them to come together in masquerade. The designs

2Wayne Ber kel ey, i SeSpecia Hesitage Colldctioe andWayne Berkel®y Tallection
National Library of Trinidad and TobagBprt of Spain.

Z'wayne Ber kel e3979 Spetidl EeritRge Callextion amd Wayne Berkeley Colleciitational
Library of Trinidad and Tobagdlort of SpainBerkeley,Wayne Berkeley

2The Ritual . Tvaigadand Bleagokvadazn97%Nasser Khan Carnival Collection,
Carnival Magazines, National Archives of Trinidad and Tobago, Port of Spain.
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juxtaposed the West Indian Mambo dance and what appears to be a reference to Haitian Vodou
priestesses, also called Mambo, with the material culture of Hindu funerary rituals, framing them

as part of a spiritual c on tividnalseatans oBteerb&ndsl ey 6 s
sidesteps cultural specificities, focusing, instead, on the performative archetypes of the concept

of Aritual 0 as a whol e :Caribean reigioasmsystene is deBctb@d e a h
by the term HigegktPriué aatt @ olmy o diel ebrant of the
fii nv o d@CGonsmeringdhis conceptual and abstract approach sespeitual practices, it

is fitting that the designer referredtothetvdh ous and member band as a #
divine service [ an¥Hisaimn wasdodkcaptue the spidtuakandaitualisics . 0
parallels of cultures seemingly estranged or distant, includingAdran crossovers, which find

common ground in Trinidad as well as the Caribbean region.

Berkel eyds reference to Obeah offers a sig
landscape in Trinidad as well as the Caribbean region. Historian of religion Tracey E. Hucks,
describes Obeah as a complex Africana nhomenclature that encompeasety af African
spirituality and thought systems of a healing or constructive nature, as well as of a harmful or
destructive quality. These uses include Obeah as a source of lethal poisons, weaponry, and
warfare, and as a site for priestly authorityjre revelation, and expertise in midwifefdy.

Because of this dual characteristic, she contends, African Obeah was largely misconstrued

through a series of negative Westen imaginations of African spirituality, the Black body, and

2%Wayne Ber kel e3979 Spetidl EeritRge Callextion amd Wayne Berkeley Colleciiational

Library of Trinidad and Tobagdort of Spain.

AaThe Ritual. Wayne Berkeley,o 1979.

131 Berkeley was recognized with the highest honors of the Trinidadian Carnival for six years in a row during the

period 19891994, attesting to his lifong influence on the Caribbean celebration. In London, he also designed the
masquerade AHaBBucfomttbeobénd Cocoyea, | ed by Dexter |
AEl ementsodo (1998).

B2 Tracey E. HucksQbeah, Orisa & Religious Identity in Trinidad: Africans in the White Colonial Imagination.

Volume I: Obeal{Durham: Duke University Press, 2022)3.
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projected undesirable behaviors, giving way to persecutions, trials, and prohibitions across the
Caribbean regiof*® Both Hucks and Stewart have identified this Western fixation with African
Obeah as colonial obeah, a sided and incomplete interpretation of Adecaed beliefs and
practices misinterpreted so as to create the idea athan. Much like Orisa, Obeah was subject
to governmental persecution for being considered dangerous and evil, most particularly through
the Obeah Prohibition Ordinance if 1868, repealed until the year 2000, which paralleled the
Shouter Prohibition Ordinance froh®17, which was also repealed, tough much earlier, in
1951134 Obeah, therefore, occupied the predominant place as an African religious repertoire in
Trinidad before the advent of Yorul@risa in the miehineteenth century?® This was
particularly true due to the fact that, as Hu
botanical technologies served an essential medical role in a society that had not attended to this
basic need for the African populatiéii.It is interesting to note that alongside Obeah, the post
slavery period also saw a series of prohibitions related to carnival masquerading, insisting on a
continuumthatlinks Afradli aspori ¢ botanical, spiritual, anc
thel egal o @R onra ntcheess.ed r easons, B e r k-agiasponc besief pu b | i
systems in colorful attire and stylized forms was an affront to epistemological and epistemic
oppression at work in Trinidad at the time.

MoreoverBer kel ey 6 s i nt -euttusapdesighdéindinatdble panatlec r o s s
albeit in different stylewi t h Pet er Minshall s masd and t hea

scholars Garth L. Green and Philip W. Scher, Berkeley and Minshall were part of a generation of

133 bid., 10.

134 bid., 85.

135 stewart,Obeah, Orisa & Religious Identity.
136 Hucks,Obeah, Orisa & Religious Identit§42.
137 bid., 150.
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artists in Trinidad who redefined the | anguag
craftsmanship and experimentation with materi#islinshall, globally renowned for his

inventive and groundbreaking masquerade designs, has been the focus of extensive scholarly and

curatori al attention, particularly for his re
SimilartoAkuzuruTri ni dadi an fol klore, spiritualities:s
Mi nshall s | ifelong sources of | margejBaudds on, Ww

inspired works. Scholar Milla Cozart Riggio recently emphasized the spiritual underpinhings o
Mi nshall s mas6, highlighti ndgbestsesninchsl ebr ati on
conflation obdashient @p madg iptdsdgiwnaldy, Gill has noted
the presence of an Aexpanded spiritual consci
any specific religion or spiritual system, instead speaking to a broader understanding of the
sacred and the transcendenffln a manner akin to A k u z u r u and many other Trinidadian
creatives, Minshall attributes his spiritual fluidity to "having been raised on an island with many
of the worl doés md*$t populous religions. o

Although A k u z u r u did not have direct contact with Minshall during her formative
years, the performative, spiritual, andclbtta s ed contri buti ons of t he n
an artistic reference for the Trinidadian and British carnivals sincEXf@s. As it is the case
with A k u z u r u, Mi nshall sought to distan
dominated Trinidad since the 1950s, prioritizing functionality in his designs and drawing

inspiration from traditional masquerades sastthe Bat, Wild Indian or Warahoon, and Fancy

Green and Scher, Alntroductiold: Trinidad Carnival in
¥¥Milla Cozart Riggio, fADancing the DiThieneéasHaMasbuj Mhn
in the Carnival of Trinidad and Tobad&rooklyn, NY: Dapayq Canada: Frieseng024), 41-45.

MOGill, Erotic Islands, 70-73.

41 pid., 73.
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Sailor. His iconic and fondly remembernddumming Birdb from 1974, an independent

masquerade designed for his foster sister Shaily Guy, encapsulated, early in his career, these

three historical references (F@54) . Mi nshall s reinterpretations
masquerade's wing mobility, reimagined the Wi
and reintroduced the Fancy Sailords surreal a

shaped like featlrs (Figs2.55-2.57).14? These innovations are significant when contextualizing
A k u z u r ubs work in a broader perspective

interest in historical masquerade during a time when designers were focletatrmative

thematic innovations. Furthermore, A k u z wu
Fusiono also echo Minshall s use of | arge are
performance. For these reasons, exterisienofherot s o f
work from the |l ate 1980s and early 1990s. It

performance artist since the reinterpretation
garment and installation designs.

Another parallel between A k u z u r u and Minshall is that both of their designs draw
from otherworldly and fantastical el ements of
of band® Riverfrom 1983, Callaloofrom 1984, and The Golden Calabash: Princes afibess
and Lords of Lighfrom 19850 thematically explored the intersection of folklore and spirituality
through a complex, multifaceted approach. For

bands embodied his vision of Carnival asradependent art form, blending music, film,

“2iBand of the Peopleds Choice. Band odrfinidadiCanivdlear . Pet er
Magazing 1979 Nasser Khan Carnival CollectioNational Archives of Trinidad and Tobad®ort of Spain; Peter

Mi nshal |, Richard Schechner, and Milla Cozart Riggio,
ed.,Carnival: Culture in Action111-112; Debbi e Jacob, AThe Greateéti Bhow on
Mi nshall: The (MatofSpamdlrinkladsTriltladsE&press Newspapers, 1991).
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painting, and ballet*® The processional and ritualistic elements of these performances enabled

him to further innovate on mobility and artistry in traditional masquerade, which he had begun to
refer to as fdancing mé*'Mi hebhal bosfiwabtdkndgband
named after a popular Creole Trinidadian distias based on a literary epic he wrote in

vernacular Trinidadian English, which provided the narrative framework for the entire trilogy.

Titled Callaloo and De Crabit told the story of Callaloo, a hetike figure, the son of La Belle
Washerwoman and Papa Bois, whose pure, loving energy defeated the forces of evil embodied

by Man Crab and his daughter, Madame Hiroshim
designssuch as th Moon of the Callaloo and the Crab and Moon of the Bahgoacters, who,

in celebration of Cal | arlddsihebgarmenis mb camiyalesqueor e r 0
festival of @Al ov e25&h50).*%Thegsetofrc@arsnoedsssribe vériBus g s .
characters in the story, on the otmkeiad hand, a

di versity and ul ti mat e har auitedlrinidadiamatianandn g Mi

=]

society (Fig2.60).146

The masquerade that brought | ife to the Ch
Callaloofeatureda wide array ohourglassshaped garmesitonstructed with flexible circular
forms made of white jersey and fine nylon rétfSThe accompanying round headpiece, made of
concentric circles, was silver for section leaders and white for general masqueraders. The design
referenced the avaglarde Bauhaus theater and costume design, more specifically Oskar

S c h | e nBpimlfrérsthel926Triadic Ballet which made use of geometric forms in kinetic,

143 nterview with Peter MinshallDbserver Magazinel9 August, 19727. Heritage CollectionNational Library

of Trinidad andTobago, Port of Spain.

Y“*Mi nshall, Schechner, and Riggio, 0fRA Voice to Add to t
145 1bid., 59.

146 1bid., 19.

“AaHeral ding a New Age:,0ilMi nYsehaarlsl :o fT hMei r{Fkatied SphimdMatsios Ma s 6
Trinidad: Trinidad Express Newspapers, 1991).
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humanworn sculptures to attain elevated states of consciouff&shlemmer, who commonly
created intricate geometric and stereometric patterns on stage, described this guiding system as a
way to awaken and Abewitcho the performers to
consciousness around movem&fiT hi s resonates with Minshall 0s
experience of carnival, and calls tandmi nd how
spiritualrole of the artist with that of the prie'SP. This parallel evokes the lorgjanding inquiry
in performance art theory on the artist as a shaman or channeling agent, a notion introduced to
Euro-American networks chiefly through Joseph Beuys' 1970s New York City performahces.
Thus, Minshall s designs for Callaloo preface
of A k u z u r ubés garments from AAfro/ Works
of Masdé. This connection uibs <siagniyf ivd amutal ad oirtm
devel opments in Trinidadods masirbasprigubllg br ati on d
promiscuous ethos that sougieaim of human interconnectedness.

Furthermor e, Mi nshall s band concepts and

form of street theater, legitimizing it as an artistic expresgsiamproposition central to Ak u z u

148 peter Minshall represented Trinidad and Tobago in theBiBaal de Sdo Pauld 987 withan installation of
Callalooma s 6 de s i g n erformatiedctovdtiens In theaexhibition catalogue, Brazilian historian
Nicolau Sevcenks ai d o f Tie nmas revalltibnized@verything. He is a kind of uncontrolled dynamo, a
crushing creative force0 a s Hiseyledtestaexretiies in the conception of costumes as a mixture of living
sculptures with dancing machines, creating fantastic contraptions that reach twelve meters in height by ten in
diameter, yet are at the same time extremely light and perfetitylated, allowing the reveler great freedom of
movement, because what matters is danciige: Fundacéo Bienal de S&o Paulo,¥h,Bienal Internacional de
S&o Paulo: de 02 de outubro a 13 de dezembro de 1987, Pavilhao Engo. Armando de Arruda Pereira, Parque
Ibirapuera, S&o Paulo: catdlogo geréBienal Internacional de Sao Paulo, Sdo Paulo: Fundacédo Bienal de Séo
Paulo, 1987)72-73.

Oskar Schl emmer , i A928n Ritkeard DiGih, adileentethCentry Theatre: A

Sourcebook London ; New Yor k47. Rout |l edge, 1995), 46
150 Gill, Erotic Islands,71-72.
Blyictoria Walters, AThe Artist as ShamabBetweef ArteandWor k o f

Anthropology Contemporary Ethnographic Practiceds., Arnd Schneider and Christopher Wri@xford, UK:

Berg Publisher2010) 37-38;Dawn Per | mutter, AThe SubjRedgpmingtioen of t he S
Spiritual in Art: Contemporary Cros€ultural Perspectivesds.,Dawn Perlmutter and Debra Koppman (Albany,

NY: State University of New York, 1999).i617.
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r u 0 s altuin ot herMotting Hill Carnival bant?? Both Minshall and A k u z u r u sought

to transcend the influence of modern theater in Trinidad, viewing it as a limited platform for
showcasing Caribbean folklore, dance, and spirituality. This history is deeply rooted in the work
of influential dancerd choreographer Beryl McBurnie, who founded the Little Carib Theatre

in Port of Spain in 1948. Much like Greta Mendez in London, McBurnie dedicated her career to
raising national and international awareness of Caribbean dance forms and themes, often
incomorating modern dance techniques beyond fantastic exoticisms associated with the
region!®3The theater's early productio®2léand Talking Drums, focused on masquerade
traditions and diverse dance forms, striving to recover, innovate, and build a shared regional
identity®The progr ammi n @naufuoarevent meuded b elend of Affd s

diasporic, Indian, Indigenous, and Brazilian performances and ffasicBurnie also

championed other art forms, such as steelpan, which, likedidsporic dance and folklore, had
been stigmat i z e d®This pufvievecsrdlating doalked high dnd lownast .
forms through public demonstrations recalls D
performances as a type of organized and repeated action that defies the traditions of European
theater by foregroundingtermedial and interactive element$As a result, her work

established the Little Carib Theatre as a cultural landmark in Trinidad, fostering nationalism

B2Keith Smith, AMinshall:inMhaskah)] :t Fé&eM®@atiotSpamd h ¢i Sla #Ma s
Trinidad: Trinidad Express Newspapers, 1991).

153 Molly Ahye, Cradle of Caribbean Dance: Beryl McBurnie and the Little Carib The@it Valley, Trinidad

and Tobago: Heritage Cultures, 19833, Bruce King,Derek Walcott & West Indian Dran{®xford, UK:

Clarendon Pres4,995), 26.

1541bid., 34.

155 Judy RaymondBeryl McBurnie(University of the West Indies Press, 2014%5-46.

156 |bid., 54-55.

157 Djana Taylor and Juan Villegas Morales, etiegotiating Performance: Gender, Sexuality, and Theatricality in

Latin/o America(Durham NC: Duke University Press, 199413.
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before and after independence from British fafdn their views of expanded theater, Callaloo
and Roots of Masd6 explored, as Thomas F. DeFr
performance art more broadly, the public meanings of vernacular artéxtaal expression
through dance, mediation, literagyand sexuality®®

In its fusion of traditional masquerade, multidisciplinary art forms, ecafsral
references,andavagtar de desi gn el ements, A Kk U zZ U r uf¢
description of her wWYThistermschaes, firsly, theterrh f Tot al A
Gesamtkunstwerk or fAt ot al work of art, o given that i
art forms in one single public expressiéurther, the concept recallsetidea of'total theater,"
which Saint Lucian Nobel laureate Derek Walabthmpionedn Trinidadsince thel950s.
Wal cott s exposur e t o Ngande, icluding pe@armagcéssn t heat r i
classical Noh and Kabuki styles, along with a
Theatre, were key to his conceptualization of a distinct, artisticdtlymed type of West Indian
drama. As founder of the Trinidad Theatre Wor
Abody rhythms, movements and gestures (€é&) as

drawing from Western theatrical traditions ramgfrom Shakespeare to Bertolt Bre¢hitin a

1979 note foExpress Carnival n Tr i ni dad, Wal cott referred to
theatero in recognition of its intersecting a
dramal®?He al so publicly challenged playwright Er

18 Errol G. Hill, fiThe Role of the Arts in NatieBuilding,0 The Dr. Eric Williams Memorial Lecture Seriek987.

Nasser Khan Carnival CollectioNational Archive of Trinidad and TobagBort of Spain.

®Thomas F. DeFrantz and A rBlatk®erf@manc JHe@furhanit Londorm: Duteu c t i o n ,
University Press, 2014)2-13.

0A  k u Praxis and Biographital Statemend  2A0k 1 9 u r upersonal archivePort of Spain.

161King, Derek Walcott & West Indian Drama5.

¥2Der ek Wal cott, @Ye &xpressadrivalld?rg in NasseaKhanTarsivaltCellection,

National Archive Trinidad and Tobago, Port of Spain.
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Trinidad were inherently theatrical, arguing that a native theater must incorporate both Western
and noAWestern dramatic forms for full artistic developm&itConsequently, Walcott
supported Minshall 6s work as a masd designer,
Tancons notes, in their shared inclination for epic narrative f&ttis an arts reporter for the
Trinidad Guardian the Saint Lucian playwright also praised the Afisian elements that were
characteristic of Stephen Lee®™Malcgtadd Carl i
contributions to theater provides further his
early designs are a continuation of Afksian and historical masquerade traditions in the work
of Trinidadian creatives.

Moreover, A k u z u r uds fusion of artist
with the vibrant theatrical scene of 1980s London, where Blackness, as previously mentioned,
had often been equated with other minority groups in the push for resamat isibility.
Nonetheless, this was a time,pslologistPaola Prieto LOpez notes, that witnessed an
unprecedent ed n-ledtreatrg commaries defvoted to the production of Black
t h e a% Like thedfounding of the Little Carib Theater and the Trinidadian Theater Workshop,
the creation of community organizations, spaces, and events was crucial to strengthening the
theater productions by minority groups in London. For instance, the Blackré lr@sum
organized, from 1985 to 1990, the Black Theat

equal ity of opportunity for Bl ack 'Y@epl e wi th

183King, Derek Walcott & West Indian Dram49.

%4Minshal,.Sc hechner, and Riggio, AA Vo0iodlsClai AeddToaocohs, Sdi/{
the Peacockds Screen, P@ihEelLabMag 45221 | 6 s Sense of the Epl
185 George Tang and Ray Funkie Kind Ah People: The Trinidad Carnival Masquerade Bands of Stephen Lee

Heung(Port of Spain, Trinidad: Tang Productions/Carnival Studies Press,,2(61)

186 paola Prieto LopeBlack Women Centre Stage: Diasporic Solidarity in Contemporary Black British Theatre

(London UK: Routledge, 2024%.

¥"AnBl ack Theatre Season 0687, 0.Batkhalbeater FastevastPapers, For um Br oc h
LRA/06/01/02/01/03Geore Padmore Institute, London
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organizations such as the Asian-Operative Theatre, the Black Theatre- @n and the Carib
Theater, alongside Tara Arts Company and Temba Theatre, further emphasized the importance
of Afro-Asian creative solidaritie¥isual artists and schol@ida Terracciano underscored this
creative surge as a successful reinterpretati
new hybridised condition of pesto | o n i a 1%® K@/ roithis @ultural réframing, akama
and performing arts schol&r Ruth Tompsett highlighted, is that African and Asian theaters
gravitate toward performance skills and | angu
dance, drama, mMATshe par alilseulas baettvseedn Tompset t
and Asian theater and Walcottdés notion of fAto
u z u r ub6és masd6 band as well as her future w
A k u z u r uYaais giso motablendsed institutiom enibraeed theatrical
expressions in its programming, including Tri
Bad Casao P261).QAr98g6i n(aHilgy., written and staged in
play premiered for British audiences at the Yaa and later toured schools across the United
Kingdom in 1988 the year he céounded the Cultural Exchange Through Theatre in Education
withLenGar i son and Ver non YAlSih atbhaek aldoo nTdhoonmpistoenr.at i o |
Casa, 0 A k u z u r wu participated as one of t
board member of this initiative, while simultaneously developing, with Greta Mendez and

Franklyn Ward, the aforemention&gepers of the City project at the Roundhotlikeater

Through this initiative, they sought to facilitate carnittedmed workshops at the Swiss Cottage

168 Alda Terraccianp Mdinstreaming African, Asian and CaribbeEmeatre The Experiments of the Black Theatre

Forum o0 Alternatives within the Mainstream: British Black and Asian TheatrdsDimple Godiwala (Newcastle,

UK: Cambridge Scholars Pres4p.

189 A, Ruth Tompsett, edBlack Theatre in BritainPerforming Arts International (Londpb/K: Routledge, 1996)

3

ShangBaku Productions, #fOne BaTheYaaAsantewaaArtsg €ommunyct ober 2
Centre Papers, LRA/06/01/01/01/42, George Padmore Institute, London.
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Community Centre, using the Roundhous2ds br an
263).1""Mor eover, Khan, Mendez, and Wardés wor kshc
Roundhouse, as debates arose over whether the venue should focus exclusively on Black artistic
expressiond adding to its notable history as a hub for rock music, experimenté¢thpaetry,
and Black Liberation activities since its reopening in 196G he fact that the Keepers of the
City brochure described the venue as an inst.i
Cari bbean and t hei ¥highlighistherpalitics of \ssibilitynbenBid sucha i n o
statement. It also brings to mind the pushback it received for being perceived as a homogenizing
venture, leading to fragmentatiand competitiowithin minority groups and ultimatelgn
inability to establish theenue into a space dedicated tom@gemonic theater group¥.This
context further illuminates A k u z u r uds b
chargedand creatively fruitful dialogue between theater and masquerade practices in 1980s
London.

Despite its small scale and singular occur
vision, uniting a spiritually infused concept, culturally specific sartorial forms, a racially
conscious dialogue between artistic disciplines, and a broad creatwerk.By employing
carnival 6s strategies of | evity, i feulteraler ence,
connections and coalitions, her masd work was
also reminiscent of the punk aestheticd athos that was predominant in London during this

time and deeply influenced her work. Moreover, in explotivgycultural roots of carnival

I Keeper s wdrkshogskrochiie t1986Greta Mendea personal archivg London.

Al da Terracciano-36MaBnsanedMmrhgno #8Zhe Roundhouse at
t o n BBC,2016. URL:https://www.bbc.co.uk/programmes/articles/2cWgJCOKCGj7SbKYZjg093B/the
roundhouseat-50-from-gin-joint-to-culturattonic

A Keeper s wdrkshogsleroct@iie19860Greta Mended s rsgnal archivs, London.

Al da Terraciano, AMainstreaming, o0 35.
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costumingtheband materialized k u desine and visiod te visit the African continent.

This is an aspiration she realized just a year later when moving to Zaria to further her studies in
textiles’> However, in November 1991he artistembarked on a temporary journey back to
Trinidad and Tobago, which further expanded her spiritual sensibilities as a designer,

performance, and installation artls.

2.4Dematerializing / Sacralizing the Body

Upon her return to Port of Spain from London, A k u z u r u underwent a significant
personal transformation, fully embracing her African heritage. This shift motivated her to adopt a
new name before gaining recognition in local exhibition spaces andirgceorverage in the
Trinidadian press as an emerging voice in the arts. Following in the footsteps of the identity
reclamation that became central to the Black Liberation movement in her home country and
beyond, the artist cho$eer newname using Nigerialanguages. The nanf&kuzury derived
from the I gbo phrase meaning Athereds enough
with the Yoruba notions cAyetoroandAyoo, meani ng fipeaceo and Aj oy,
the words come from different linguistic traditions, Akuzuru Ayetoro Ayo, according to the
artist, expresses the idea that WAthereds enou
and joy in the world %’ The spacing in between letters came at a later stage in her career as a
poetic gesture to highlight the linguistic and semantic limitations of written langnege.
interview with theSunday Guardiaof Trinidad, A k u z u r u publicly articulated her own

independence from a British colonial identity, statifddy work is very Africarroriented, and

SAkuzuru, interview by Julian Sanchez Gonzalety 17, 2024.
176 lbidem.
Y7A Kk u zuru, interview by Julidan Sanchepi@alezOctober 2, 2024.
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everything about me must project that image, including my naffBAart of this transition

founds explanation in A k u z u r ubds passing

mentoring relationship with groundbreaking ar

experience with Clarke deeply influenced her work, itegtb the support of the Aquarela

Galleries, now Medulla Art Gallery, where she held her first solo exhilitidminidad

AAl kledbnu: Sewing the Seeds o$imudnenisig,AkMaugai fi cer

exhibited her work at the in the group show

Al gico Plaza which was held as part of that vy

Carifesta. The exhibition included worksg artists from the region, including Trinidadian

trailblazers sucls Ken Chrichlowl_eRoy Clarke Chrisopher Cozier, and Wendy Nan'dh.

Continuing her trajectory, however, A k u z wu

African-based perspective, remained experimental as well as culturally and stylistically diverse.
The exhibiti ond Akebalane 0 ua e d ottaiher hittoean dnbsdt

BentJochannan, one of the pioneers of African studies and leading figure of Afrocentrism and

the Black Power Movement though of disputed reputation, used to describe onallefgibe

original names of the African contineft.It further played orthe dual meanings of "sowing"

and "sewing" as well as the eficguistics t yl e of Tri ni dadian maso6 th

years In its multidisciplinary grandiositYA k u 2z u r u6s s bomtinuedt AqQqua

anexpl oration reminiscent of thaNatdgallevytovneran At ot al

Geoffrey MacLean, A k u z u r u exhibited previously showcased pieces from London along with

new garments, drawings, batiks, and accessories. A photograph of the artist at the exhibition

A Creative Clothing SDmlayiGgandianFébsuary®?, 10920 kz uu persanabr, u d s
archive Port of Spain.

A A Car i bbe a8undapGuardian Magazmaugust 30, 1992.

180 SeeYosef BenJochannanBlack Man of the Nile and His Famil§972.
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shows her wearing one of her designs, flanked by two of the tvwgengxhibited ensembles,
characterized by bold color contrasts and expansive sculptural form&.@8)g.In a written
statement, A k u z u r u explained, @AMy <c¢cl oth
silhouette of the gar ment an'®Thishymbolism mavked k o n
a significant evolution in her fashion designs, showcasing a deeper emphasis on draftsmanship,
with graphic elements and painterly gestures integrated into her new garments. Her drawing for
the exhibition brochure reinforced this &alepicting a calabash atop the faces of a Black
couple, female and male, to symbol i268® in the
One garment in the composition floats raid, with the body of the wearer dissolving into
particles, suggesting that the design enabled a disembodied, spiritual experience of symbolic
transcendence. By juxtaposing the depiction of Black figures witldé&aeof a dematerialized
body migrating as a seed, Ak u z u r u articulated an-éifteporic view that also challenged
rigid, racially coded definitions of Blackness. Moreover, by linking the diasporic state of Black
culture® a consequence of the traAfiantic slave trad@ with the acts of sowing seeds and
sewing garments, the artist foreshadowed a cédoegrinterest in healing through reconstructing
identity with clothingdesigns.

Two pieces from the exhibitioll That Encompasses TrudmdHe Who Strides
Majestically Is Worldlyprovide a closer look at how A k wzr u integrated her painterly
practice into garment design (Fig@s66-2.67). Building on her stylistic developments in
England, these ensembles fuse traditional African and Japanese clothing with asymmetrical,

irregular, and volumetric avaigiarde elements. Suspended from wires or wooden rods, the

181) etter from A k u z u r u to the Trinidadian Press, 199uarela Galleries/Medulla Art Gallery Archives. Port
of Spain
182 Ak u z uru, interview by Julian Sanchez Gonzakaiober 2, 2024.
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garments suggest movement, while their bone,
expansive aesthetic choices. Her interventions on the garments, referred to as "gesturédworks,"
feature either precise black line work forming geometric shapes efldvei@g scribbles,
resulting in graphisms of various colors that interact with each other. These painterly
compositions resonate with the theme of bodily transcendence, centraétaxthei bi t i on 6 s
concept as seen in the promotional brochure, and the triangles and circles, shared motifs in both
piecesd chest and sl eeve areas, reference the
and Afro-diasporic belief system#ccording to the artistAll That Encompasses Trudkepicts
Asymbol s of Enlightenment eHeWhmStrided Mdjegticakyriso wi n g
Worldyc o mmuni cates a fdcelestial commuiTeeat i on an
illegible inscriptions, part of a cryptic, personal language the artist developed, represent a form
of artistic expression aimed at channeling unconscious visual forms imbued with spiritual,
otherworldly meaning. This approach mirrors avgatde suralist explorations of automatism
and also aligns with Afr@iasporic artistic gestures that emerged during the Black Power
movement, when abstraction, figuration, and spirituality revived in art circles across the
Americas. A notable influence for A k wzr u isJeanMichel Basquiat, whom the artist cites as
an important figure in her work, while contextual references might include American artist
Cynt hi a H alkekgestusal@bstraatiore By integrating painterly elements into her
garments, A k z u r u reaffirmed her commitment to an imedialmethodology a defining
feature of her work since the beginning of her career.

The transcendent quality in A k u z u r ub

with the African heritage of her Trinidadian background and, more profoundly, to liberate the

BAkuzury A A Kk :PuaxizandiBiographical Statemen
84 A Kk uzuru, interview by Julian Sanchez GonzAfeatober 2, 2024.
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body from a shared human experience of historic trauma. This is evidemmniotic Bliss a
drawing also exhibited at Aquarela Galleries, where a female figure with outstretched arms,
wearing one of A k u z u r uds designs; is su
like matrix, evoking themes of birth, ecstasy, and releaseZ6i§. The deconstructed garment
with graphisms drapes from her elbows, and her spine extends and arches over her head,
resembling a masquerade structurat unlike tke ones she wore in Londdeading into another
compositional plane with a crying skull.mn i o t ivisualBarratiges abong with its
masquerade qualities, evokes Sylvia Wynteros
which combine two key axes: biology and storytelfiftBuilding on Frantz Fanon and Aimé
C ®s a i r-lHofogicaldrameworks for understanding human experience, Wynter advocates for
abios/mythomodel that opens new ontological paradigms, recognizing multiple forms of
existence, each with its fAdiscursive ¥ormatio
From a Black feminist perspective, which Wynter shakesniotic Blissdepicts a rapture and
rebirth of the female self into specters and ancestors, reversing the Western notion of humanity
as secularly and biologically defined. It also calls for Adrasporic and AfreAsian solidarity in
creating new myths of origin. The work, while spiritually grounded, carries a notable political
charge aimed at empowering marginalizedgréu@gs posi ti on that i s roote
involvement with the artistiexpressions of carnival, fashion, and theater.

The visual | anguage and spiritual outl ook
hernewly foundconnection with artist LeRoy Clarke as well as the Shango spiritual

communities in TrinidadDespite the many controversies surrounding his public persona,

185 Katherine McKittrick, ed.Sylvia Wynter: On Being Human as Pra@irham: Duke University Press, 2015)
16-17.
186 1bid., 31.
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Clarkebs |l egacy to the arts ofHistnulemedatarti bbean
practice, which included drawing, painting, and also the written word belonged to a generation

that, as scholar Clinton Hutton asserts, responded to the crossroads of the Civil Rights struggles,
Black Power, Paw\fricanism, and Pa€Caribbeanisn®’ Beginning his career in Port of Spain

and New York City in the 1960s, Clarke received prompt attention from artistic institutions in

both cities, including an artistic residency at the Studio Museum in Harlem from 1971 to 1974.

During thistime, hedevegioe d and ex hi bi t epdai mitagepestscofas of A p
Spiritual, which addressed the fractured nature of Adtasporic lives in the Americas. Also

exhibited in Trinidad and Tobagbragments of a Spiritua vi denced the artisto
signature style and laid down the stepping stones for his lifelong mystical jd8?Sssnilarly,

C | a r Doeedsseriesfrom 1974to 1979 drew on Trinidadian folklore to critique the

persistence of a colonialist and colonized mindset after independence, focusing on the symbolic
figure of the doued a spirit of an unbaptized baby trapped in spiritual limbo. Shown at Howard
University in Washington, D.C., and in Port of Spain in the late 1970s, these works conveyed the
enduring dispossession of Blacks from the legacies of the slave trade and plantation system.
Similar to A k wu =z u -cultural $okdarities,the seees dlso aimedtou i | d i
compel viewers, as described by the press at
continuing, of a¥l Third World people. o

Clarkebs depiction of Adouendom, 0 the stat

oppression symbolized by the folkloric douen, also came alongside a possibility for redemption

BClinton Hutton, fAPedagogy and LeRoy Clarkeds Philosop
Clarke,Parables of Our Joyless DayBort of Spain: Paria Publishing Company, 203Zp.

BEragments of a Spir i tLeRayClakdprochare, hO72Wasalmdiaria Coll€oh,| e g e

University of the West Indies Archive, Saint Augustine

B Ler oy \loratakes il &ill cycle through méa nd  ma n Trinidad §arrmdval Magazinel 977,

97in Nasser Khan Carnival CollectioNational Archives of Trinidad and Tobadeort of Spain
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Breaking away from this state is rooted in CI
of Obeald a religious, magical, and scientific belief syster\bfcan roots practiced in the

British Caribbead which he began exploring in the 1978%Besides its interest in

destigmatizing Africanand Afrd i asporic spiritualities, Clarke
uni versal act that descr i-déssestal reSilfentfagong| eds or
organizing and enhancing their way d¢f &!°* Aligning with Wynterian thought, whicparallels

A k u z u r ubs art pObeahces &l aP&ef bumahee
signifying Being 1%inrecreating the selfitiyoudh ¢heythaiof n g . o

reclaiming spiritualityCl| ar ke al so urges to-ikhed¢psivemi edcdte
required in performing the self, highlighting, as Wynter contends, the fact that being human is a
praxis'®*Pr efacing A k u z u r ubs iTotal Art, o C
masquerade the possibility of reinventing onésalfliberatory practice that was vital to the

reinvention of enslaved Africans, and, according to the artist, trasvotn preserving®*

Clarkeds connection with Derek Walcott, both
Trinidad Theater Workshold>f ost ered hi s engagement with Atot
mode ofsele x pr essi on. Cl arkebs reinterpreted princ
Walcottian thought, which included a preference for the format of the epic, reveals a creative

parallet o Mi nshall 6s masquerade designs and A Kk u

WL eRoy Clar ke, PaaESOHOUl Joytess®ay®ort of Bpain: Paria Publishing Company,
2014),126.

1911bid., 132.

1921hid., 130

1931pid., 132 Sylvia Wynter,Being Human as Praxi$3-34.

¥ eRoy Cl ar ke, Tiniska Ckrival Rlaghtme] 978 Nasser Khan Carnival CollectipNational
Archives of Trinida and Tobag®ort of Spain

195 Trinidad Theater Workshop, brochure, 1987, LeRoy Clarke Collection, National Library and Information System
Authority (NALIS). URL: https://library2.nalis.gov.tt/gsdl/cdiin/library.cgi?e=e0100600---off-Oleroycla-00-1---
-01-10-00---0---Odirect10----4------- 0-0l--11-en-50---20-preferences-00-3-1-00-00--4--0--0-0-11-10-OutfZz-8-
00&a=d&cl=CL2.1.11&d=HASHO09aa2bf5bfa4b592a23f38.2
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https://library2.nalis.gov.tt/gsdl/cgi-bin/library.cgi?e=d-01000-00---off-0leroycla--00-1----01-10-00---0---0direct-10----4-------0-0l--11-en-50---20-preferences---00-3-1-00-00--4--0--0-0-11-10-0utfZz-8-00&a=d&cl=CL2.1.11&d=HASH09aa2bf5bfa4b592a23f38.2
https://library2.nalis.gov.tt/gsdl/cgi-bin/library.cgi?e=d-01000-00---off-0leroycla--00-1----01-10-00---0---0direct-10----4-------0-0l--11-en-50---20-preferences---00-3-1-00-00--4--0--0-0-11-10-0utfZz-8-00&a=d&cl=CL2.1.11&d=HASH09aa2bf5bfa4b592a23f38.2

El Tucuchepainting seriesrom 1981to 1992was the artist's central focus for over a
decade and arguably hisagnus opudater extending into his literary wotR® Inspired by El
Tucuche, Trinidad's secofidi ghest peak, the series symbolize
liberation. It calls for a collective movement away from douendom and toward transcendence
over an imposed fAhi st oaalc add Keypaintingstomlthis and ps
seriesFull Moon in Aripofrom 1988andTowards the Apotheosis of El Tucudtam 1989
further evidence his infl uenca69and2.70 Inlbbothu z u r
pieces, Clarke rhythmically blends organic and geometric forms with color transparencies, where
a central, round, womlike motif creates tension with a larger triangular shape, symbolizing a
movement toward ascension. Similar to the centralrot hat womanhood hol ds i
AmnioticBlisst hese oil s on canvas depict, foll owing
[which] informs the alembod/ing image of being negsic]. & Art historian and curator
Nimah MuwakitZ a k u r i underlines that this feminine t
intentional, though at times reductive, recuperation of the sacred role of women as goddesses and
as conduits of Mother Earth in African so@st!®®*Whi | e Cl arkeb6s view of tt
influences A k u z u r ubs wor-lkespabesalso depi cti o
challenges this essentialist vision. It suggests, instead, a rebirth of the feminine principle on its

own terms, expandingthereps e nt at i on of womanhood beyond he

196 SeeLeRoy Clarke De Distance Is Here: The El Tucuche Efi®842007(Port of Spain, TrinidadUTT Press,

2007).

¥LeRoy CIl ar kels IitBdrablddwiOurcdyless DayBort of SpainTrinidad Paria Publishing

Company, 2014)74-76.

%) eRoy Clarke, AFULL MOON i n A Pdrables.of OMNayE®ODEYBovdf a Pai nt
Spain Trinidad Paria Publishing Company, 201438.

99Nimah MuwakitZzak ur i , AMuj er y herencia Afr ilc995a) ,e®572 0a0 7p,i nt u
Undergraduate thesis. Universidad de Oriente.
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To emphasize the sdlfietermination of women in Afr@iasporic emancipation and
mystical transcendence, -Rn:Bewingtlre Seedsrof Globas o p e n i
Magni ficenceo invited a group of women to act
performance shows one of the models confidently walking through the gallery space, wearing A
k u 2z u Womanid Childredramel990 (Fig.2.71). This twaepiece set consists of a
top and skirt with angular and organic geometric designs. Theltopp ped fr om t he mo (
shoulders, recalls the structure ofeggbadaand features four conical sculptural forms pointing
downward, alluding to womendés breasts as symb
photoshoot of the garment offers a clearer view of its geometric and volumetriggavdet
construction, as well ass feminine spiritual symbolism, with the model enacting an offering
scene in nature (Fig.72) . Created in London and al so exhib
Woman wid Childremeflecs A k u z u r uds ongoing explorat
triangle and wormiike forms, seen previously ilmnioticBliss The pi ecebs acti v
coll aboration and participation |l aid the grou
performances, such &OKE Translucency of SpiriBy incorporating female performers as
part of her vision for the show at Aquarela Galleries, A k u z u r u advocated for community
building as a means of social, spiritual, and racial liberation. As a resulyork contrasts with
Cl arkebs mor e i wmaking, awhich, dgspte its prafdund influenaeron
subsequent generations of artists, has faced criticism for being at times inaccessible to both
educated and uneducated audied®®.h ough A k u-gamedesignscands av an't
assessed through a similar lens, it is essential to acknowledge the ways in which her layered and

complex process has consistently found public engagement outlets for interaction. These started

20 Therese Kaspersen Hadchifihe Making of a Caribbean Ava@arde: Postmodernism as Pdsationalism
(West Lafayette: Purdue University Press, 2036.
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with the designs for Roots of Masé and have c
artistic series calleBarthology.

Despite these differences, which reflect generational shifts, subjective positions, and
per sonal itineraries, the opening of A k u z
l ocal communityés support f onrthahnght shdws &k gzus and
r u wearing one of her garmedtsa volumetric, hourglass black dress with asymmetric cuts on
the chest while LeRoy Clarke reads his opening remarks (Eig3). To her left, JaJah Oga
Onilu, a Trinidadian musician who coordiral t he sounds for Roots of
attentively while holding two percussive instruments. He had been invited to play his music later
t hat night as the performers activated A Kk u
fondly remembers that choreographer and dancer Beryl McBurnie also attended the show, giving
Ak u zuru her blessing and approval for the quality and concept behind her créations.
McBurni eds pr esence -lantSewing the Seqiaf Globa Magiificémok| k e b u
symbolizes a fulkircle genealogy connecting her to A k u z u r u through the work of dancer
Greta Mendez in London. As an emerging figure in Trinidadian arts, A k u zstablished,
much like in Londonmeaningful artistic connections while remaining critical and innovative in

her practice.

2.5 Conclusion
Dedicated to the early life and work of Trinidadian artist A k u z u r u, this chapter
historicized the development of her multimedial practice through her engagement with Afro

diasporic and East Asian spiritualities, particularly masquerade practiceBuddhism, Orisa,

201A Kk u zuru, interview by Julian Sanchez Gonzalez, July 31, 2024.
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and Obeah. In the triangulation of travels between Port of Spain, London, and Zaria, Akuzur
ués work and | ife story is as unique as it is
particularly from the Caribbean region. Her itineracy is ineabiig linked to her own spiritual
and artistic journey, leading, as | argued, to a spiritually promiscuous purview that sought cross
cultural interactions to explore ideas of interconnectedness and coalition building amongst
marginalized groups. Though esping ideas related to the rise of Afrocentrism and the Black
Power Movement, a predominant ideological ten
experimental, avargarde installation, performance, and fashion design practice exceeded the
limits of an ideologically or racially constraining position. Quite the contrary, her work, via her
interspiritual underpinnings, was deeply invested in themes related tetmaodeuman
concerns, including sacredness, transcendence, and immanence, that wetegasahanthey
were political. By devel oping hegardemesthatitssbfc e am
Japanese and punk designers, and the spiritual reclamations -afi@dpmric cosmogonies, A k
u z u r uds arti stdundersthdeesimlecal girclas,islsoulchbe seenst oo d a
through a diasporic ethos of permeability, flux, and géemding innovation. For these reasons,
her artistic development, truthful to her own fgg@rited personality, built upon and expanded
narratives abut behavioral propriety for Black women in the celebrations of carnival as well as
the struggle for Black liberation after the Civil Rights movement. Instead of overt sociopolitical
action, A k u z u r ubs pr achealingefindeatédwcaodiali nt o
wounds, which aimed to sacralize and empower the Black feminine body, thus questioning its
historical oversexualization, segregation, and spiritual vilification.

A sketch from her firstyearinZarencapsul ates A k u z u r ub

Afro-diasporic transcendence while resacralizing womanhood. A sketch from her first year in
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Ni geria, il | ust avantgaerde garmestwhieffloating midaa in aniascéndirsy

motion (Fig.2.74). Ast h e f hagds and @&rms merge into the energetic fields in the

background, her heéda sacred site in African religious traditions also knowaordsd

connects through a red beam to a round figure that resembles both the steelpan instrument from
Trinidad and the shape of a cell or molecule. A rhythmic musical element emerges in the
composition as a steelpan orchestra becomes phisdfanscendental vision rendered in visual

form. Constant exploration of dematerialization or expansion of bodily constraints is therefore

one of A k u z u r ubs most prominent el ement
designs from Nigeria in the late 1990s emphasize this interest wih aaftsmanship,

becoming more ethereal, deconstructed, and infused with abstract geo(R@IEe575-2.76).
Further, by appealing to the creation of a AT
carrivalesque tradition in which she was trairietbugh sound, movement, taste, and srek

Uu z u r uds repertoire traverses promiscuousl
disciplinary affiliations?® This rejection of being subjected to a single, unidirectional reading is

al so part of a repertoire of refusal essenti a
over the course of her career. It also responds to the manifold cultural ceftutbiat Ak uz ur

u has incorporated in her practice, both in Trinidad and abroad. Instead of a universalizing or

ut opian purview, however,h -é&ltukalelementsinheroeuwrés tr e
speak from an alternative aesthetics wiengty spaces, incompleteness, and irregularities

speak of an unfinished and contested process of cultural and spiritual hybridization. Her

22 ater in her career, A kionsmsz and f@GExeeeiepeidalt hart e@rm
multimedia practice inspired by the Trinidadian Carnival traditions, evoking her view of the celebration as a:

fi Bperstructure of multiple genres which include multiple locations of various sound expressions, dance, costume,

spatial, orchestral, processiodad total performative genre within genresd k u z u r u, interview by Julidn

Sanchez Gonzélekjay 22 205.
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investment in the carnivalesque traditions of her native Trinidad, moreover, leads us into the
third element of her spiritually promiscuous repertoire which uses conspicuous visual and
sartorial languages that reassert a sense of space, location, anthpessevhile also
functioning as defensive and healing mechanisms of the self.

A k u z u r uds arnntherdesigns, ingallationg, andl merformancesr e s s
her vision of the transcendental is nothing short of ddifg epic and ode to the pressing need
to redefine our rationalistic and identitietermined Western ontologies. Her work echoes in
artistcandpp s e expressions Sylvia Wynteroés phil osop
recognizing humankind as made in the combination of biological and mythological praxis. A k u
Z u r ubs constmamandnomamam entiids,linaltdingspiritscand the u
natural world, reflects this epistemological redefinition that defines much of her career. Her
engagement with the Yaa Asantewaa Cultural Centre in London and mentorship with LeRoy
Clarke in Port of Spa during early in her career merged in her practice a polarity between
public and private expressions of spirituality, which has given way to offering processional and
ritualistic performances later in her career. While upholding a sacred quality imHerAk u z
u r u, as this chapter attempted to demonstrate, employed in her early career a spiritually
promiscuous ethos that, while irreverent and resistant to normalization, emerges from a
constructive desire to rebuild the fragmentation of the stadisic. In doing so, the artist
contributed to redefining racial and gendbased roles for Black women like her through a fluid

creative methodology of diaspora.
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Chapter 3
Pagan Unorthodoxies: Sacroprofane Levity in Chicana/o/x Los
Angeles

Between 1988 and 198&hicana/bvisual artists Yreina D. Cervantez and Leo Limén
worked together under the moni ker ALos Dos de
collaboration as two Los Angekbmsed creatives, to create the serigtagtnella of the Dawn
(Fig. 3.1). Printed at the community center and print workshop3elip Graphics in East Los
Angeles, this vibrant piece shows a figure stripped free from barbed wire by two brown hands
pulling from opposite sides of a diameskaped geometric figure. On its rimmsurrounding
inscription from thé®opol Vuhthe surviving XVI century text recounting Mayan mythology,
reads A Nosotros somos | oMNleswvaestigpand seredisguird mientras mu e r
haya luz en el lucero de faafianal We are the avengers of deddur race will never be
extinguished while there is light in the morning sfamhefigures of Mesoamerican deities
loom large on the top and bottom registers of the central composition, namely Quetzalcoatl, or
plumed serpent, and Balam, or jaguar, contending a protective element to a scene that references,
through its bleeding heart$ig perils of border crossings between Mexico and the United States.

More broadly Estrella of the Dawnyith its bilingual title and texts, addresses the Chicano
experience of living in the borderlandsr@pantla a fragmented state of mind noted writer

Gloria Anzaldta described as one of permanent disjuncture, irresolution-betivieenness$in

! Following scholars Jennifer A. Gonzalez, C. Ondine Chavoya, and Chon Noriega, the term Chicana/o will be used
as a historically responsive descriptor of the artists mentioned in this chapter. More contemporary interpretations of
gender identifications dheories will be presented with the term Chicanx instead.Jeeaifer A. Gonzalez and C.

Ondine Chavoya, edsChicano and Chicana Art: A Critical Antholog®urham: Duke University Press, 2019).

2n English:

Gl oria E. Anzal d%a, fABorder Arte: N e p a n tThesGloriae | Lugar
Anzaldia ReaddiDurham, NCJ: Duke University Press, 2009), 180.
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its claim for liberation of Chicana/o migrants from imposed bordees,r vant ez and Li m-:
print builds on the politics of the Chicano movement which emerged in full force during the
Civil Rights Era of the 1960s. Its recognition of the presence and cultural differences of
MexicanAmericans in US American culture is indinat of the rooted effects of the movement
in Cervantez and Lim-nds generation, which, ¢
nationalist and masculinist tenets through greater acocessgtic, intellectual, and educational
networks?

Estrella of the Dawnmoreover, follows in the tradition of iconographic merging of
Catholic and Indigenous spiritual systems in the arts of the Americas; a strasyggretism,
hybridization,and survival of colonized societies since the arrival of European settlers in the late
XV century. Foll owing scholar Laura E. P®rezb
spirituality for Chicana/o artists, this print is reflective of the polititsemory that is essential
to this demogr witheirbdlisf systamg asdt enalden dreatives to maintain
their consciousness, recall, and reintegrate otherwquldiyiews through colonial and
neocolonial relationsCer vant ez and Lim-ndos reference to t
wire and at the top left corner of the print, for instance, correlates the suffering of the Chicana/o
i mmi grant with the biblical stormptvefnnalurer i st és
this image symbolically stresses the importance of community support as well as Mesoamerican
cosmogonied both allegories of cultural rootednésas vehicles for social liberation. The

blooming nopales below the jaguar deity Balam, alonglvi t he bl endi ng of t he

‘Paul Schi mmel , icCcalifornia Pluralism and the Birth of
Fugitive in 1970s Los Angeles: Runaway S€lb n s ¢ i 0 u Umler thesBigdBladk Bun: California Art, 1974

1981, ed., Paul SchimméMunich; London: Prestel, 2011), 4D.

5 Laura E. Pérezhicana Art: The Politics of Spiritual and Aesthetic Altarit{@sirham: Duke University Press,

2007), 23.
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color with its desertic background, | ink Chic
grounding the composition in a sense of propriety over the border territory. In its narrative
quality, the print by Los Dos de Los resonates with the pedeajogsual strategies of the
Mexican and Chicano muralists, which used, at various stages of the twentieth century, popular
symbols as vessels for communicating messages of a political and ethical nature for community
organizing. The spiritual theme istella de Dawninsisted on a key focus for Chicana/o artists
in the aftermath of the Chicano movement, as new forms of underst&@tdicanidademerged.
These artists referenced gEelumbian spiritual traditions as a platform for creation,
sociopolitical resistance, and strengthening of the social fabric of marginalized groups.
Alongside Cervantez and Limon many other politically committed Chicana/o creatives,
such as Michael Amescua, Amalia Md3ains, and Linda Vallejo, were highly invested in
depicting the spiritual and mythological aspects of Chicana/o cultures. This imgsinated
with the proclamatiomf thePlan Espiritual de Aztlaat the Youth Liberation Conference in
Denver, Coloradin 1969, many years prio©rganized by MexicaAmerican boxer, writer,
and civil rights activist drofder dmc 6160 r kwytoc dGroens
Plan which positioned the notion of Aztlan, or the mythical homeland of the Aztecs, as a site of
cultural nationalism and recuperation of Chicano idefitityaddition to equating Aztlan with
the American Southwest, that is the lands the United States forcefully bought from Mexico
through the Treaty of Guadalupe Hidalgo which ended their binational war in 1848athe
though mythological in scope, was devoid of dsepted spiritual reckonings. Instead, issues of

labor, selfdefense, and education featured prominently in a rhetoric reminiscent of tvnigft

A The National Chicano Youth Conference and EI Pl an Esp
in Roger Bruns, edDocuments of the Chicano Movemdg®anta Barbara, California: ABCLIO, 2018), 8890.
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sociopolitical movements arising in Latin America since the late 19%BsPlan uses the term
Aspirituality, 0o as political scientist Benedi
community sharing an all eged c o®Bschspidtuteeness of
Planargued, was located at the intersection of land and ancestry, forming a shared identity of a
ibronze peopl e wWiwhil spaitualyrmotivated, therefdre, tiiaraelegated
any reference to spirituality to an analogy f
participants deemed as more pressing sociopol
well as other Chicana/ o ar toftsetwaydnwhichact i ces, a
expressions ofhicanidadseriously engaged with spirituality after the rise ofrti@/imientdn
the 1960s.

Building on the conceptual foundations of flan Espiritual de Aztlaand the work of
Chicana/o visual artists who fused Catholic and Indigenous spiritual systems in the aftermath of
the Chicano movement, this chapter traces the continuities and disruptions introduced by
performance artists engaging in spiritual promiscthitpughanaesthetics of abjectidiound in
Chicana/o/x artists as well as artists in close proximity to them in Calif@roadly understood
as a belief in the otherworldtroughpersonal, nothierarchicalmeans Aspi ri tual i tyo
context serves as an encompassing term that includes Catholic corporeal precepts of sanctity and
purity, as well as Indigenous, occult, and pagan belief systems. More specifically, the chapter
examines practices that deploy saaiaty and sacrilegious corporeal languages to queer

prescribed and confining conceptions of sex, gender, and racial identity during the late 1970s and

7 A notable exception to the lefting skepticism toward spirituality as a vehicle for social and political resistance in

Latin America was the rise of Liberation Theology. Figures such as Camilo Torres in Colombia and Ernesto

Cardenal in Nicaragua are wlgeecognized as catalysts of social change, seeking to reconcile the Catholic
Churchdéds precepts of human solidarity with the Marxi st
SA Pl an Espd9; tBieard e di Bt8 Riagin€dCGmmAImitiese Reflections on the Origin and

Spread of NationalispRevised ed. (LondoruK: Verso, 2016).

APl an Esp8ritual, o 88
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the 1980s. The chapter explores two analytica
AEcstatic and Erotic Perversion, o0 to discuss
Armendariz (Alice Bag) and Gerardo Velazquez, respectively. Worldnae of artistic
collectives in and out of Los Angeles, Allyn and Dreva actively used the imagery of
clergywomen and men in the Catholic tradition to develop their work in performance, activism,
and mail art. On the other hand, Bag and Velazgjtiveparticipation in the punknd later
postpunkscenes of Los Angeles explored notions of Catholic aneCattiolic rituals and
religious ecstasy as essential to the transgressive nature of their work. Seen altogether, | argue
that Allyn, Dreva, Bag, and Veladzquez offered a performative body workahate understood
as fApagan unorthodoxies, o deviating from cano
disruptivespiritual standpoint. Their work testifies to the formation of an interspiritualieeeat
model that enables identity fluidity beyond the constraints of respectability politics-iarse|f
community representation. Ultimately, these practices reflect disillusionment with the
suppression of individual difference within minority communiti@sl normative culture at large,
proposing selkacralization as a utopian strategy to reenchadtreunite ragmented world
through social coalition building

Indeed El Plan Espiritual de Aztlaras scholar Rafael Pér@prres contended, was
insufficient in articulating the historical and mythical elements essential to the formation of
Chicano nationalisn® In addition to overlooking the entrenched identitary complexities
associated with the border experiert€ePlanalso proposed a prescriptive and gendered
bl ueprint for the work of Chicana/o artists.

relates to our revolutionary culture, 0 and ge

ORafaelPéreF orres, MARefiguring Az The hicano Stidies Reédader:nrAn Antholdgyof i e g a ,
Aztlan, 19762000(Los Angeles, @.: UCLA Chicano Studies Research Center, 2001), 213.
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La Raza towards | i ber at iEbPMansstiah dithodox goputee ar t and
standard for the role of the artist in soci€tf. h e Nat i on al ChicanoupYout h
reflected a symptomatic perspective within the first wave of the Chicano movement, which
prescribed artistic agency to sociopolitical messages of race, reproduction, and homogenization.
This outlook shaped the public reception of Chicano/a art for ded@ideger Chicana artist
Judithe Hernandez, for instance, publicly wrote, in response to art historian and critic Shifra
Gol dmanbdés 1981 r éAuweekw foWh yh eirs wotr kwrfoonrg f or Chi
their current work and not be heldrespanb | e f or the entire art hi st
continued: AWhy shoul d -poliicnttedes be consmugdasror Kk and
compromising my commi ?Bgnthabl mpgChigc&nl dmafo
Chicano artists were located at a crossroads between choosing politically engaged public art and
privately secluded gallery work at the outset
the discontent thahe and many other artists felt towards the need to adhere to expectations
surrounding an idealized notion Ghicanidad understood as a heteronormative loyalty to
notions of ARazAinthedrtami | y, and nati on

The1970s saw an atomization of Chicana/o artistic expressions which controverted the
necessities of a politically determined art s
correl atBécdctko Polwerfd® sl ogan heralded by Africa
the Civil Rights era. While upholding -its pre
called popular, vernacular, and high cultures, as art historian Victor Zaffagar reminds us,

Chicano/a art from 1975totheearly91® s was fAno | onger directly 1|

APl an Esp8ritual, o 88

2Judithe Herng8ndez statement on Morlsdf Az#an: Gteebt @aimters 6fs r evi e\
East Los Angeleat the Los Angeles Craft and Folk Art Museum, June 26, 1981. Sean Carrillo Papers. Special

Collection Library, University of California, Santa Barbara.
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ideological agenda, reflecting the evolution of political practices and countercultural

mo v e mée3intpart.dde to the strengthening of artistic education in universities across

California as well as the proliferation of community centers dedicated to grassroots artmaking,

the rise of a new generation of Chicana/o artists felt empowered to explorel begon

constraints of a racially determined group identity as well as in innovative formats, including
performance and installation aftThe work of the loosely formed conceptualgmupAsco

(19721987), for example, remains a pioneer example of an artistic proposition that contradicts

the politics of respectability d@hicanidadthrough negative affects and abject aesthétiésco

members recognized, as art historians C. Ondine Chavoya and Rita Gonzéalez previously noted,

the power of abjection to regulatecial hierarchies, appropriating it as a catalyst in their work

for social changé® Moreover,performance art scholar Letidddvarado posits that this affective

heuri sti c of sourmgentison td nmodes of ochinunity éotmation and social

critigue rootedifé Ja r ef usal of identitary coherence [ é
affiliation a'hMe groisrsg binausyed¢]ord Adi sgust o ir
prefaced a queer ethos of uncivic participat:.
feeling, o0 reflected in their unstructured for

performdive work!® For the Los Angeles based group, therefore, challenging the parameters of

BVictor ZamudieTay |l or, #fAl nventing Tradition, Neg®Ooun@dani ng Moder
Past, o in Jennifer A. GonGChigdneand Ghinada AQ:.A CinatlAnthadogyChav oy a,
(Durham, NC: Duke University Press, 2019), 128

“peter Frank, APlural |1 sms:-tG@GaLafer@aD@Z0ADt iUndedtleAlt t Ss h s 1
Big Black Sun23.

15 C. Ondine Chavoya and Rita Gonzalez, efisco: Elite of the Obscure, a Retrospective, 19927 (Los

Angeles, CA: Los Angeles County Museum of Art, 2011), 45; Leticia Alvarabct Performances: Aesthetic

Strategies in Latino Cultural Productigiburham, NC: Duke University Press, 2018), 11; 60. Composed by Harry
Gamboa Jr, Willie Herr-n, Glugio AGronko Nicandro, and
occasional participants, such as James L. Bucalo, Diane Gamboa, andavNoite, among many others.

16 Chavoya and Gonzélez, ed&ssco: Elite of the Obscurd5b.

17 Alvarado,Abject Performances.

18 bid., 61-63.
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themovimientgursued counterintuitive yet generative visual and performative strategies for
expanding Chicana/o sociability and seéntification.

In the landmark exhibitioAsco: Elite of the Obscure. A Retrospective, 19987,
Chavoya and Gonzalez addressed the work of the Chicana/o collective as a direct response to the
unequal living conditions of MexicaAmerican communities in Los Angeles as well as the war
prong sociopolitical climate of the United Statesing this time"® For most historical accounts,
the Los Angeles Chicano Walkouts or Blowouts (1968) and the Chicano Moratorium (1969
1970p a series of peaceful protests against educational segregation, the Vietham War; and anti
Mexican racism ending with police brutalitymarked a watershed moment for the Chicano
movement® Featuring a broader engagement of young protestors, these public manifestations
reeled in new voices and perspectives, shifting the grounds of the traditional nationalistic agenda
of themovimientoAs Chavoya asserted elsewhere, young membeXsaaf, such as Harry
Gamboa Jr., were an active part of these demonstrations, solidifying their nascent interest in the
confluence of activism and performard® e vel opi ng t he pi-Mowiegd gemr e
Apseudographic film stills that-preducedcmotiomst ed as
pictures, o0 Asco satirized Hollywood cinema wh
Chicano movemertf Pieces likeDecoy Gang War Victinfrom 1974, for instance, offered a
grim, yet beautifully rendered image intersecting such concerns around politics and the veracity

of media. Wi th artist Guglio AGronkod Nicandro

19 Chavoya and Gonzélez, edasco: Elite of the Obscurd5-56.

®Harry Gamboa Jr., fARenegotiating Race, Class, and Gen:q
Spaces, 0 in SeMeexnel.PA. eicMeaxd oc,a nedd .Mo d e r 1985(@sffildeyn, i n Los Ang
Ger many: Hatje Cantz Verlag, 2011), 91TheChHicanoStles i ega, |
Reader: An Anthology of Aztlan, 192000(Los Angeles, CA: UCLA Chicano Studies Research Center, 2001), ix

XV.

22C. Ondine Chavoya, fAPsewwnbodgresphhi d nCiGoenm& Chicarmawds CMa v o
Chicana Art: A Critical Anthology293.

22 1bid., 294.
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image contends with what performance art scholar Joshua Javier Guzman describes, following

schol ars Kobena Mercer and Jos® Esteban MufYoz

representationo an &Bycompariigbecay Gang Wav Yictivithv e nes s . 0

works by artists Chris Burden and David Hammons, art historian and ckedlierJones also

contendghatartists during this time were concerned with making visible the violence against the

body in urban centers in Southern Califorfid. h u s , A s-gapdé artistac ap@roach
rejected homogenous identitary formulations solely ascribed to Chicana/o artists, while also
focusing on community livelihood and survival.

I n addition to public protests, Asco0s
from Catholic traditions. In their first performance pi&tations of the Crodsom 1971, for
instance, artists Willie Herrdl, Harry Gamboa Jrand Gronkemulatedlamong other actions,
Christbés martyrdom before his crucifixion
rights activist Ruben Salazar during the Chicano Moratorium 8&2° In the performance

Walking Muralfrom 1972, ValdezHerron, and Gronk processed aldiyittier Boulevard as a

per

t o

mourning Virgen de Guadalupe, a Christmas tree, and a mobile mural with three ghastly heads,

respectively (Fig3.3). Their action was a direct response to the city's cancellation of the East

Los Angeles Christmas parade, which followed public disturbances caused by police intervention

after the Chicano Moratoriuii.Engaging with and expanding upon the traditions of Catholic

public rituals, as well as the histories of Mexican and Chicano muralism, these performances

2 Joshua Javier Guzmdbissatisfactions: Queer Latinidad and the Politics of S¢dew York: University Press,

2024), 59; Kobena Mercer, Bl adlkrd Pext4, noald @990):6F8; Bser d e n

Esteban MufioAisidentifications: Queers of Color and the Performance of Pol{fitimneapolis: University of
Minnesota Press, 1999), 1&00.
24 Kellie JonesSouth of Picp237%238.

of

®Crow, fdAThe Art of the FugpiAtcording toihis actodnt Patssialez Angel es, O

participated in this performance/procession. This is a misattribution as this artist did not partake of the public act.

26 Karen Mary DavalosChicana/o Remix: Art and Errata since the Six{idew York: New York University Press,
2017), 200.
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highlighted the central role that the tension between sacredness and profanity played in Asco's
early years. A case in point is art historian Catha Paquette s er t i on t hat Ascoo6s
Christian iconography was transversal to the
costume, more specifically, straddled the line between identity opposition and religiods$ faith.
P®rez, on the other hand, contended that Vald
aesthetics rather than the religiosity of the
irepresentation®dbweaeral shedabsautgmdnds us
reinterpretation of the Virgen de Guadal upe a
paganism oftheneWwWe st er n 6édar k races, 60 refashioning t
Guadalupe, the goddessestaf Nahua, and other n@hristian pantheor®.Through this lens,
Ascobs confluence of I ndigenous and Catholic
interspiritual forms of sociopolitical commentary that Chicana/o artists, like Yreina D. Cervantez
and Leo Limon, were also exploring hettime.

Expanding on this context of interspiritual contacts, the preseftter aims to expand
our understanding of the intersections of race, politics, and spiritual iconograptfies in
aesthetics of abjection @thicana/cand associategerformance artists. Beyond the dyad
CatholicismIndigenous cosmogonies, occult and pagan spiritualities also played a key role in
shaping these artistsd explorations of abject
Mystics and Other Kickkom 1976 andDouble Gere from 1981, for instance, are indicative of

a sustained referencingofrtne gemoni ¢ bel i ef sy stesemdthrough t he ¢

2’Cat ha Paquette, fARe(Visions): S#dMexeéed. MofiMexscand Wiodeg.i
53.

2%Tere Romo, fAConceptually Divine: Patssi Valdezds Virge
GonzélezAsco: Elite of the Obscur@/6.

29 pérez Chicana Art,267.
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the lens of satire and humor Phot ogr aphed i n tMoev iceodn vgeemtrieo n s
developedy Harry Gamboa Jr., thesetionscontended with the archetypes of the Romani
fortune teller as well as the practice of astrological divination in connection with supernatural
beings capable of granting wishes. Though rooted in ancient traditions from the Indian
subcontinent, where Romameople are believed to originate, and thelptamic and Islamic
world, where demotfike creatures known gmnd later Westenized as geniés exist alongside
humans, Ascob6s pieces reference and parody th
popular media in the United States. The proliferation of, for instance, the Zoltar fortune telling
machines in the early tweath century in the United States and the release, in 1940, of the
British movieThe Thief of Bagdadre two examples of this type of popular mysticism.
Consistent with the blurring of lines between reality and fiction, the sitters of these images
simultaneusly reproduce and bediethrough their intense, defiant gézéhe exoticizing
appropriation of <cultur al di fferences i n mass
embodiment of a powerful, maflikke mystic and Victor Herrerhutz and Patssi® | d e z-6 s s el f
Orientalizing in a genddrsending play of the male and female binary create visual oxymorons
that veer on the illogical and absurd. These photographs invite an inquiry into how mystical and
magical tropes of the otherworldly served as a resmfor Asco and other performance artists of
their generation tquestion, and even transcenakial and cultural pigeonholing.

Chicana feminist writer and artist Marisela Nort&esgt member oAsco, made a rare
illustration in 1981 that further shows how artists from her generation interpreted the
otherworldly by merging spiritual imagery withterplanetaryeferences (Fig3.4). In this
drawing, Norte depicts an evanescent body connecting with an intergalactic dimension populated

by floating hand8 possibly of spirits or ancest@ghat reach out to the figure through beams

205



emanating from its raised palm. The composition juxtaposes a grotesque vaporization of the
figureds head on the | eft with an i mmanent sc
dualistic structure. Additionally, the shining bright star, posditysun, and the specific hand

gestures establish links to Indigenous cosmogonies, astrology, and references to divination, or
necromancy, in occult -tke eethentsialigmwsth Chitameschdlara wi n g
Robb Her nande z 6 scana/@attisthaf thisyperiok who angagdd with science

fiction tropes as a means of exceeding their material circumstances and resisting racial
classifications and the stereWltaspexgandsdnat he i m
hi storian Chon A. Nor Hieglaniests imChiadna/csart ®llovarfyg the h e p
decline of the Chicano movement in the 1970s. By suggesting the abandonment of corporeal
constraints and a longing for transcendenceutph spiritual and interplanetary dimensions,
Nortebs artwork exemplifies how Chicanal/o art
movement 6s nationali st agenda. This response,
express themselvesdbe heard, leading to the experimentation with new artistic expressions
andgenre!Nort eds piece embodies, therefore, the i
Aphant as magor i-Ghican# ar@ Invisiblg as wéll agpephereral, fugitive, and

permeabld where the intergalactic and supernatural intertvfne.

®Robb Hern8§ndez, fAAlien Skins, o0 in Rob#MydbecadsMBruate z, Tyl e
Alternos: Art and Science Fiction in the Ameri¢R$verside: UCR ARTSblock, University of California, Riverside,

2017),; Robb Hern8§ndez, #AAlien Skins: Cosmic Couture f ol
University of New Mexico, November 10, 2023. URL:
https://www.youtube.com/watch?v=t2dgqxaQTTM4&t=1894s&ab_channel=UNMArtDepartment

3%Chon A. Noriega, AThe Orphans of Modernism, 0 Rita Gon:
Phantom Sightings: Art after the Chicano Moven{8etkeley, CA: Los Angeles: University of California Press;

Los Angeles County Museum of Art, 2008),-20.

®2Rita Gonz8lez, Chon A. Nor i eg aPhantam Sightged® s6r Tthomds Fox, Al r
Crow, fAThe Art of the Fugitive in 190afs® Leors bAlnagred e sy, 0n €
Harry Gamboa Jr. solo exhibition at California State University, Los Angeles, Mayri811, 1982. Sean Carillo

PapersSpeci al Coll ection Library, University of Californi
Chicanos are viewed as a phantom culture, more of a rumor to the national consciousness than a reality. It is difficult
to accept, the blatant indiffexec e t hat i s cast onto such a | arge group of
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Nortedbs and Ascobs pieces continue -a broad
based artists engaging with themes related to alternative spiritualities and science fiction. In the
showSctFi, Magick, Queer L.A.: Sexual Science and the IaNagion recently held at the
University of Southern Californiaébés Fisher Mu
Kelly Filreis mapped how artists in Californi
were | ess restri ctiveedtheld§80ssamdd9I68sEhradgh oneativems 0 b e
renditions of alteregos, costumes, rituals through otherworldly, decadent or erotic forms, many
of the artists of the exhibition, the curators assert, developed what is known today as a queer
aestheti*Thi s assertion is parti cwmduguratioyofthe ue f or F
Pleasure Dom¢l9546 6 ) and Ca meHolp Guardian pregel Accardmgto Aleister
Crowley( 196 6) . Referencing the renowned occul ti st
and his involvement with the Ordo Templi Orientis secret society, which he spearheaded from
1925 to 1947, both pieces establish ritual, whether sacrificial, sexualahi@sys means to
connect with alternative modes of being as sp
insights, therefore, prefigure what curator Paul Schimmeé&farence to the California artistic
scene of the 1970s and 1980, described as one
informed by notions of progress, purity, and transcendence, was collapsing under the collective
wei ght o f3Sndhactiva éngagemend with the occult as a form of societal and cultural
resistance resonates with the transgression of Catholic imagery and ritual together with the

embrace of paganism that Chicana/o performance artists incorporated as the locus of thei

33 University of Southern California Fisher Museum of AtiFi, Magick, Queer L.A.: Sexual Science and the
Imagi-Nation, press release, August 22, 2024.

34 University of Southern California Fisher Museum of Atagick (wall text, SciFi, Magick, Queer L.A.: Sexual
Science and the Imaglation, October 16, 2024).

Ppaul Schi mmel, dCalifornia Pluralism,o 17.
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creative output. In their conflation of alternative spiritualities and a critical purview of race, these
artists were uniquely located to make a decisive contribution to explorations of the otherworldly,
whether spiritual or extraterrestrial, in voguelet time.

As the following sections address, the desire to transcend immediate material and
corporeal constraints through the evocation of spiritual intermeimbidentitary play lies at the
heart of Chicana/o deployment of abject and negative resources in performance art. Feminist and
gueer thought bourgeoning since the 1960s in various capacities in California and elsewhere was
essential to the incorporatioho s pi ri tual and otherworldly refe
public performative repertoire. It iglling, for instance, that Norte also wrote during this time
poems such as ALa bruja y | a s e fGatan,plagdlikeand, i
La condicion femenind hese pieces contended with contrasting feminine archetypes of
deviance and respectability, for the case of the former, andl@assl tensions between the
barrio culture and technological life through a feminine lens for the latter (B&8.6). More
poignantly, Norte and Gaitan presentedcondicién femeninalongside Asco Phantom
Fashions an avangjarde fashion show taking place at the Hispanic Urban Center in Los Angeles
in 1982, featuring designs by Sean Carrillo, Diane Gamboa, Armando Norte, Patssi Valdez, and
Gronk. The flyer for the soirée featured a solitary woman with her factedaas a skull,
reflecting the customs @ia de los muertosndengaging, more broadly, with the visual
imagery of death in popular Mexican and MexiZamerican cultures (Fig3.7). Through
incursions in selfashioning and ruminatiorns the afterlife, as the flyer suggests, Chicana/o
artists contended with feelings of dissatisfaction and disenfranchisement. Their performative
practices provided critical perspectives on sexuality, gender and spirituality, strengthening a

repertoire of @materialization of form and content which warrants further attention.
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3.1 AUnwhol |l yo NuAlynaadddrryPrevae st s: Jerr

The mid to late 1970s in California, art historian and curator Peter Frank reminds us, saw
an unprecedented and unorthodox innovation in visual and performative art practices,
particularly from artists linked to feminist, Chicano, and sexually diversalsnoivements®
Part of the challenge to the heteropatriarchal, Western structures of privilege in a state as racially
and economically segregated as California had its roots in the engagement of spiritual
alternatives to monotheistic, institutionalized religion, sucBa$olicism and Christianity, in
the debated countercultural movements of the 1960s. Contending witlegemonic spiritual
lineages and epistemologies as legitimate sources of knowledge, many scholars, artists, and
practitioner® indiscriminately labeled ver ti me under toldeersifiedni ker |
their spiritual landscapes, drawing from various cultural standpoints. Two key examples of these
transformative cultural shifts and contributions were the publication of anthropologist Carlos
Ca st a The Temadhiags of Don Jugh968) and feminist artist and s@fofessed witch
St ar hEhevEpidasDancg1979)3’ While controversial for an alleged lack of scholarly
rigorousness in its anthropological met hods,
popularization of Yaqui Indigenous culture from the Sonora desert, alongside their use of peyote,
an entheogenicactus used in sacred and divination rituals, to a broader audfeicailarly,
Starhawkés i nfluenti al -=sedspidteakty, aceriteredonttheh cr af t

archetype of the Goddess or the feminine sacred, faced scholarly resistance for its perceived

¥peter Frank, APlura23 I sms: California Art,o 22

37 Carlos Castaneda@he Teachings of Don Juan: A Yaqui Way of Knowlé¢Begekeley: University of California

Press, 1968)Starhawk,The Spiral DancéNew York, NY: HarperCollins Publishers, 1999 [1979])

%Juan Carlos Gonzg&lez Faraco and Anita Gramigna, AEIl ar
Castaneda y Las ensefanzas Gazetadl®Antropologidd, no.t ume, 2069).a afos
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essentialism regarding women and reliance on questionable anthropological $oBaths.
aut horsoé unorthodox writings attempted to sup
ontological rationalistic purviews via narrative and autobiographical methods, challenging
standards of authorial authenticity and originality.

As previously discussed, issues surroundingmegemonic spiritualities in the art
historical writing of underrepresented social graugsich as Latinx, Latin American, and Afro
diasporic communities have faced persistent reticence since the latter half of the twentieth
century. I n the case of Chicana/o artists, th
actions durindia de los muertoare solely seen as ironic to ritual, presumably leaving behind
any intention to reference folklore and authefdatures of Mexican and Mexicakmerican
cultures® In contrast, the scholarly work of Laura E. Pérez has set a significant precedent by
positioning spiritual studies as a site of rigorous academic inquiry through a feminist and queer
lens, particularly in relation to altamaking practices and other medéaddressing the work of
artists such as AmaliaMeggai ns, Yreina D. Cervantez, and Es
scholarship highlights Chicana ar t-19606 s engag
spiritualities that are engaged in politically opposita@| and d e c ot Tohneiszei nagr tw asyt
use of the otherworldly as an unapologetic springboard for artistic creativity, Pérez argues,
Acriticized the sexism, racism and heterosexi
i ncor po r-pagan,Bgddhist Adrican diaspc, feminist goddess, and diverse ancestral

i ndi genous *%hoough theirinenspsritual interests, many of these artists mobilized

®Joan Har an, ABound in the Spiral Dance: Har away, Star!l
Auto/Biography Studie34, no. 3 (September 2, 2019)-13.

40 Chavoya and Gonzalez, edasco: Elite of the Obscuy&5.

4! Laura Elisa Pére£ros Ideologies: Writings on Art, Spirituality, and the Decolofizlirham, NC: Duke

University Press, 2019), 33.

42 |bidem.
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vi sual strategies of both sacralization and d
carefully crafted altaDon Pedrito Jaramillg1976 1991) exemplifies the former, while Alexis
Donisbés intimate portr aMye&dthedrab(Pope JeHn Paylillands f i g u
Gandhi)(1997), reflect the latter. This study seeks to bridge a thematic and methodological gap
between these two seemingly divergent variants on the interpretations of spirituality for post
Chicana/o artistic practices, whettavamtgarde or closer in form and style to the visual

conventions of the Chicano movement.

The scholarly push to reevaluate the role of spirituality in the work of artists from the
second half of the twentieth century is not u
investment in Chicana/o/x artists, for instance, prefigures art historiih o mas Cr owds i n
into the spiritual dimensions of modern and contemporary artists, focusing on Western Euro
American figures. Central to Crowbs argument
interventionSpiral Jetty(1970) as an expression te lteeply rooted belief in Catholicism. He
notes that the spiral motif and raddwhite coloration of the piece, located at the Great Salt
Lake in Utah, stem from the doctrine of Eucharistic transubstani@atioas ritual transformation
of Chrisfémi PAsendos.preoccupation with this t|
explicitly Catholic works, such ddan of Sorrow (The Forsake()961) andlind Angel
(1961), where he depicts stigmditee wounds on the figures' palms. With this in mind, it is
possible to assess that both Chicana/o artistic practices and related art historical studies have set
a precedent that permeates studies beyond the purvieswofritdemographic. This dynamic

underscores the resilienceafiturally marginalizedartistic expressions, and how the modernist

43Thomas CrowNo Idols: The Missing Theology of ARower Polemics (Sydney, Australia: Power Publications,
2017), 1112; 94101.
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Euro-American interpretative frameworks are opening up to its contributions beyond
essentialisms and identity reductions.

Due to its historical ties to Mexico and t
relationship with Catholicism has deep roots in its cultural and spiritual landscape. This
religionds associ atichit scengsobsactifice, mantm, andha g e r y
redemptiod have become the focus of attention of numerous artists in the aftermath of the
Chicano and countercultural movements. During the late 1970s and early 1980s, artists Jerri
Allyn and Jerry Dreva incorporated and transgressed the Catinclietypical figures of female
and male purity and carnal abandonment, such as nuns, priests, the Virgin Mary and Christ, into
their performative and mail art practices, re
of the thematic tension thatgsadness and paganism, part of a continuum in the study of
spiritually influenced artistic practices, played in their work as openly sexually diverse artists in
proximity with Chicana/o artistic communities and aesthetics. In mobilizing queer desire
togethrer with Catholicism as an iconographic and conceptual thatbeartists defied gender and
sexual conventions and stereotypes assigned to their bodies, favoring, instead, appropriating the
semblance of saintly figures as a form of sal€ralization. In performing this identity exchange,
| argue, both Allyn and Dk& appealed to a Baroque sensibility of metaphysical
dematerialization and renewal that reminisces, for instance, the saintly experience of heart
exchange with Christ in the Catholic tradititfi o | | owi ng Cr owb6és study on
Drevabds exploration of new artistic genres ca
transubstantiation, or, more specifically, the transformation of bread and wine in the flesh and

blood of Christ, as a quaeg performative strategy for redefining the intrinsic value of their

44 Gerald ParsoriThe Cult of Saint Catherine of Siena: A Study in Civil Religion (London: Routledge, 2017),
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cultural backgrounds and sexualities, though in varying degrees. Seen through this lens, their
pur poseful perversion of revered figures in C
incomplete in their historical articulations of sanctity, contegdviththe potentialities of
performance art to enact and therefastewsacred realities.

A leading figure in feminist performance a
influential, firstly, as cefounder, with artist Anne Gauldin, of the collective The Waitresses in
1977. The group emerged f r omelldw artigstsat therFemal&a u | d i
Studi o Workshop (FSW) in t hdalaNdnmark spaceforBhei | di ng
feminist art movement, and founded in 1973 by Judy Chicago, Sheila de Bretteville, and Arlene
Raven. Through their performances in public ggadhe Waitresses drew from their
experiences in the service industry to offerdsspt ed yet pl ayf ul critique
historical and fraught relationship with work, money, sexual harassment, food production, and
stereotypes as mothers, servants, and sex oBjéntd981, members of The Waitresses and the
Feminist Art Workerd another performance art group having also formed at the FSW in 1976
by Nancy Angelo, Candace Compton, Cheri Gaulke, and LaurelXijmiked forces to form a
new art collective, the Sisters of Survival (S.0.S.). As Gaulke describes, SvRich. was
active in Los Angeles and New York City, counted with the participation of Angelo, Allyn,
Gaul din, Sue Maberry andhatwarss dilofr,defr@erdmiam @ ua di
di sar mament a“‘Theirpaeformatve peperoireincladed wearing rainbow

colored habits, publicity photos, graphics, and signaling S.O.S. with semaphore flags, strategies

®Suzanne Lacy, AThe Waitresses Ov eTheWaitresestnpdeed:ri Al |l yn
Performance Art and Lifd_os Angeles, CA: Ben Maltz Gallery, Otis College of Art and Design, 2011), 4.

%Cheri Gaul ke, ASisters of Survival SignReading. O. S0 i n Me
Contemporary Performance: Theatricality across Gerfhiton Park, Abingdon, Oxon; New York, NY:

Routledge, 2016). 72.
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that directly responded to the anxieties of human annihilation during the strained political
moment of the Cold Warés nuclear threat wunder
States'” Most recently, Chavoya and curator David Evans Fradtzessed | | y n 6 s
collaborative piecéaughing Souls, Espiritus Sonrienfesm 1978, a ritualistic performance
partially drawing its sartorial and stage design references fromithée los muertoselebration
and procession hosted by Self Help GraphiudArt in Boyle Heights The curators included
this performancas part of a broader continuum of conceptual Chicana/o-geadé art
practicedn their exhibitionAxis Mundo: Queer Networks in Chicano L(Rigs.3.8-3.9). This
piece commemor ated All ynés feminine ancestry,
sexual abus# Al | ynés career from the 1970s and 1980s
explorations at the crossroads of gender, sexuality, racial politics, and spirituality.

In 1980, Allyn, alongside S.O.S collaborators Angelo and Maberry, preséisiedsat
the American Hotel in Los Angeles. This interactive piece guided participamis pair at a
timed through a journey of sensorial and Baroque-gisifovery*® In the performance,

participants assisted each other in crossing a long hallway: one with their vision obscured and the

47 1bid., 73.

8C. Ondine Chavoya and David Evans Frant AxisMainrlxi s Mundo:
Queer Networks in Chicano L.A.os Angeles, California: Munich, Germany: ONE National Gay & Lesbian

Archives at the USC Libraries; DelMonico BoeRsestel, 2017), 32.

4SAllyn, Angelo, and Maberry premierédisionsas part of théublic Spirit Live Art Performance Festivial Los

Angeles, a twepart event organized by Los Angeles Contemporary Exhibitions (LACE). In collaboration with

Highland Art Agents, a collective composed by founding editdtigh Performance Magazirnienda Frye

Burnham with artists Chip Chapman, John Duncan, Paul McCarthy, and Barbara T. Smith, LACE Hrhalided

Spirit Live Art Performance Festivak the first of its kind in Los Angeles. Art historian Liz Hirsch recently argued,

however, that there had been other instances of public performance art displays in the streets of the sprawling city,
namely the celebration of tlizia de los muertesrganized bySelf Help Graphics and Am East Los Angeles since

1973. The programming, nonetheless, was admirable, establishing an ongoing series of performances during May

and October of that year. In addition to including the organizers, the festival featured leading artists in theghappenin

and performative medium on the West Coast, including Chris Burden, Mike Kelley, Allan Kaprow, the Kipper Kids,
Suzanne Lacy, Leslie Labowitz, and Johanna Went, among
Art, Institution, and Culturalritersection in Los Angeles, 19789 8 8 0 ( Ph . D.-NewYoik,tCeyd St at e s
University of New York, 2021).
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ot her moving on a dolly, instructed not to us
the space at the end of the hall way, ,%Wnotehe pai
the fAblindo partici pant 06-eoveleelapdvhile they lispehedto e d o n
stories of Saint Bernadette of Lour@eler multiple visions of the Immaculate Conception and

the resistance and accusations she endured as a mystiK aexury France. In the other, the
mobility-limited participant entered a dimly lit room, where candles on the floor and a black light
overhead illuminated two pregnant nénderri Allyn and Nancy Angefb dressed in black and

white habits (Figs3.10i 3.11). Once settled, the visitor was given glasses that induced a-tunnel

vision effect, narrowing their view as the nuns enacted a ceremonial gebmding down

together and lifting the outer layer of their habits to reveal sequined, feathered, and stuffed

aprons covering their genitaAs t he nuns | ifted their aprons,
balloons painted with pink and white fluorescent spirals, which floated toward the ceiling. By the
performanceds end, the room was filled with g
after which the nuns would turn their backs to the audience and the visitors would be guided out

of the room. Two messages by Allyn and Angelo were distributed to participants after the
performance reflecting on the role of magic and religious or psycsimvas mechanisms of

feminine resistance and transcendence. These messages addressed the impositioé of shame
exemplified by Evebs Wsamrdthe grievhneeaolstate parsecutioroty e r  h
visionary women, as seen in the resilience of Chreneuns who upheld thebeliefs during the

French Revolutiofi?

0Jerri Al |l yn, High¥Yeérferinamce Magaziri@eBo8ds, Special Collection Research Library, Getty

Research Institute, Los Angeles.

51 |bidem.

2Jerri Allyn, ACunt Coverings, o0 1980; HiyaPerfoynankengel o, @Di
MagazineRecords, Special Collection Research Library, Getty Research Institute, Los Angeles. In her text Allyn
underscores: AMost people think Evebs | eaves are worn |
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Although cryptic and mysteriou¥jsionsremained, above all, a participatory piece that
fused Catholic mythologies, ritualistic elements, and Baroque strategies of sensorial stimulation
through deprivation and intimate touch. Drawing from a surrealist aesthetic of the uncanny, or
the joining tgether of two or more contradictory compositional elemafisspnscoupled the
figure of the untouchable nun with haptic materials such as sequins, feathers, and fur alluded to
feminist strategies of gendbased dissociatioravant la lettresuchas Meet Oppenhei moés
iconic Le Déjeuner en fourrurgl936). In doing so, Allyn, Angelo, and Maberry offered a
feminist critique of the historical contempt toward women visionaries and pushed back against
the narrative absences of the body of the Virgin Mary as a mother@athelic tradition. More
poignantly, the performance offered an interspiritual take on the issue of femininity and
motherhood by replacing the offspring of the nun, a staffidure for the mother of Christ, with
a floating spiral, which,saStarhawk reminds us, has a strong presence in the Wiccan and pagan
traditions of witchcraft as a symbol of renewal, divine femininity, and hkimd® s -&stirgr
spiritual quest? In replacing the figure of the male born son of God with an abstract symbol of
feminine connection with the cycles of eamfisionspresented the participants with an
alternative genealogy of the sacred in corporeal and erotic terms. The piece, therefore, took on a
prophetic and emancipatory tone, guiding participants from a state of physical limitation, a
metaphor for the historicaleight of heteropatriarchal religious lineages rooted in sacrifice and
suffering, toward the revelation of an el evat

The activation of their accoutrements as a vaginal site of liberation resomatesy\ww wi t c hcr af t

they were shields of magical strength, representing fel
magical, fertile strength? Who gets protected by each |
53 Starhawk Spiral Dance 1979.
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potentialities as an elusive and uncontrollable religious system allowing women greater
sociability and autonomy.

Allynds interest in exploring pagan unorth
informed, in part, by the work of her early artistic collaborators. The WaitresseR@adg to
Order?from1 978, in which Allyn participated, refle
and spiritual explorations within the broader countercultural feminist movement. Staged in
multiple restaurants across Los Angeles between April 25 and May 1, theqiebmed
impromptu performances with public workshopanels, and discussioffsGauldin and fellow
artist Denise Yarfitz manifested their interest in 1h@gemonic spiritualities by developing a
character based on the Great Goddess Diana, the Roman deity of fertility. Performed by Gauldin
as a waitr-essasandd iammidse rc,haardict er ai med to hi
oppression of women in their role as nurturer
at her cur r% Ar historerhMadeaanDokiorcpyRonohue recalls that The
Waitresses sough to reverse the fimale reinven
connotations in practices of o0alchemy, healin
assi st attitudes @f paassvity and servituefdn a review for thdNew Art Examinerart
historian and curator Arl ene Raven, moreover,
then straddled, between the ordinary and myth

women, an aspect of reality and a cultural fact: women withuigan live in that space

“Jerri Al l yn, i ReHgkBerfornmnc®©OMadazirkR@cords, Spécial &ollection Research Library,

Getty Research Institute, Los Angeles.

“Denise Yarfitz, AThe Great Goddess Diana, o0 1978. The
Library, Getty Research Institute, Los Angeles.

%6 Marlena Doktorczyd onohue, fAThe Waitresses in Cont®et, o in Jerr
Waitresses Unpeeled: Performance Art and [lifes Angeles, CA: Ben Maltz Gallery, Otis College of Art and

Design, 2011), 13
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bet ween the worl ds YDokivrezgk ow® hau@a® ss @a@ dc Raarnd s
as wel | as Yarftiz and Gauldinds character hi
liberation that women have enacted from a position of marginality in heteropatriarchal contexts,
namely the reaffmation and sacralization of their identitary irresolution. As an integral member
of The Waitresses, Allyn worked closely alongside an exploration e€pristian and pagan
t hemes as the base for the devel oantigodytof of t he
work.

A related performance held at the Guadalupe Church in San Francisco iTh878,
Waitress and th®Vitchjoined forces, as Allyn asserted, with two fellow witches, artist Chutney
Gunderson, who would later become part of The Waitresses, and writer and poet Terry
Wolverton2® Preserved ephemera from the performance include two smakhaéshdut outs of
a female devil figure as well as a feminine silhouette of a witch with a black cat on her lap (Figs.
312-313) . Their inscriptions speak of an interch:

message reads: AThe waitress gives the witch

(@2

receive freely, and the wit c hfipbysidaleontfortss ont e nd
learns from the woman who calls herself witch, knowledge of a world of magic not familiar to

h e ?°ln & symbolic act of solidarity between feminine archetypes, these inscriptions further

reassert the spiritual purview of the entire series, calling attention to the interplay of material and

ot herworl dly real ms i n upl ppfessiomagsewarshevind s hi st

dangerousln yet another interesting iteration of the intersection of magical explorations and

57 Arlene Raven, "The Circle: Ritual and Occult in Women's PerformanceMety' Art Examiner8, no. 2,
(November 1980): ®.

%Jerri Allyn, AReady to Order?,0 1978.

%9 The Waitresses with Chutney Gunderson and Terry WolveTtom Waitress and the Witch978. The Waitresses
Collection, Special Collection Research Library, Getty Research Institute, Los Angeles.
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science fiction, Allyn acknowledges the role of Gunderson and Wolverton in thEgiaipa:

An IntraSpace Voyage per f or med at the Woman®l4).Bhisi | di ng
piece, as Ron Pennington described fotHb#ywood Reporteat the time, fictionalizes

womends uses of their psychic powers to proje
looming destruction of the EartfthRe adi ng t he sl ogan fAThe future
Feminds poster features a phot omon-tkagrecture,f t hr ee
arms wide and hands open, while surrounded by planets and securely holding the constellation of
Aquarius in their grip. A popuythesage obAglaiiugi$ of h
here infused with female futurity and, as per
traveling and a mechanism for women to exceed their immediate constrictive realities.

From a conceptual standpoint of Chicana se
andThe Waitress and th&/itchsymbolized an ontological ambivalence that squarely resonated
with writer GI| orNegantldasabgprodugtafiChicasato axperience of
migration and its associated cultural traitsrastizajeor miscegenatiof? It also recalls
postcolonial theoretician Chela SandThwdal 6s pu
World feminist oppositional consciousnessthis case the inherent wisdom coming from
womenos r ol es a servant®r witehessas a siteiaf rigoraug scholarly ingéy.

't i s fitting, t hlaoghingtSouss Esgritug Soarientastntedthe Al | y n
performative play between feminism and spirituality while referencin@taale los muertos
celebration. Dedicated to her mothestescribed as laruja or witch in past lived the threepart

piece, performed on October 31, invoked paganism and witchcraft in both form and content. The

%Jerri Allyn, AReady to Order?,0 1978.

5 Ron Pennington, fFemi rHallywoddRepbrietluneal, 1978al6.e Voyage, 0
Gl oria E. Anzal d%a, AiBorder Arte, o 180.

63 Chela SandovaMethodology of the Oppressédinneapolis, MN: University of Minnesota Press, 201).63.
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invitation to the performances, for instance, featured a diverse array of imagery, including pre
Columbian glyphs, skeletons referencing the influential artistry of Mexican draftsman José
Guadalupe Posada, and stuffed animals wearing black robes. Tligitasht evidences the
incorporation of populancculturéd the countercultural fascination with alternative religious
milieu in the Wesd that was particularly prominent atthe tiffé&sur t her , the perfor
Witcheseglhewlt explicitly commemorated Hall owm
observance with roots in the Celtic festival of Samhain, an ancient celebration of earthly renewal
and divination. Now widely known as Halloween, Hallowmas remains a hybrid éatritdnors
Catholic saints, the newly departed, and symbolizes a liminal moment of connection with the
netherworld®® The interplay of Catholic and pagan elementsanghing Souls/Espiritus
Sonrientes s, t herefore, spiritually promiscuous in
spiritual investment as part of The Waitresses and of Sisters of Survival collétives.

In 1983, S.0.S. performet Home in the Nuclear Age® part of the conference
AArtists and Waro at the Long Beach Museum of
Maksymowicz, the performance took place on a city rooftop, where four nuns with their faces
and hands painted as skeletons swept up a whiteler symbolizing detritus from a nuclear
explosion (Figs3.15). Additionally, the collective projected images of nuclear blasts and
statistics about radioactive fall@utraced from the Nevada testisije to Los Angeles in the

19509 onto neighboring buildings. Multimedial and interactive, the performance invited

64 Christopher Partridg&,he ReEnchantment of the West: Volume 1 Alternative Spiritualities, Sacralization,
Popular Culture and OcculturLondon: T&T Clark, 2004), 67.

55 Nicholas Rogerdialloween: From Pagan Ritual to Party Nigi@®xford, UK: Oxford University Press,
Incorporated, 2003), 123.

56 Between 1993 and 1995, Allyn brought to Arts Space in New York City and Galeria de Arte de Oaxaca the
exhibition of herSix Moons Over Oaxacseries, a project that facilitated an exchange between US and Mexican
artists around the Dia de losiertos and of death as a part of the life cycle. | thank Professor C. Ondine Chavoya
for bringing this project, as well as his participation in it.
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participants to reflect on their own location during past fallout events, extending S.0.S.'s public

interventions as a form of amuclear activisi’ As Gaul ke noted, the coll

interest in death imagery as a protest motif was inspired by aTi®f&®nagazine cover

depicting a West German protester dr%Ikesed as

response, shaped by the cultural milieu of Los Angeles, infiiseldme in the Nuclear Age?

with Catholic imagery and scenes of female do

ambassadors of peactpgeépl € hc owug®bRefediggogteeme he. 0

coll ectiveds use of the nun figure, Allyn obs

become enraged, respond on a gut | evel, and a

nuns to be a truly redefined image of sisterhood,f | ect i ng the boffAsi ng we

a feminist strategy of reclamation and redefinition, S.O.S. juxtaposed a figure traditionally

associated with purity and passivity against the imagery of animistic death, engaging in a

seemingly futile, parodic acentwithbiade@®musrioder i ng

iconography particularly the skeletal face and body painting in Los Angeles' annual public

paradé At Home in the Nuclear Age@an be understood as another iteration of her efforts to

incorporate Chicana interstitial and interspiritual perspectives into feminist collective practice.
Viewed through the lens of its cultural ties to Chicana/o traditidhslome in the

Nuclear Age’becomes part of a genealogy of women artists exploring the intersection of

spirituality and domesticity tropes as a site of feminine agency and societal healing. Negotiating

the tension between sacralizati onedmlogdes,doge sacr a

5Bl ai se Tobia and Virginia Maksymowicz, ThSWimdser s of Sui
November 1991. Sisters of Survival Records, Special Collection Research Library, Getty Research Institute, Los

Angeles.

%Cheri Gaul ke, @ASisters of Survival Signal S.O0O.So, 71.
59 Ibidem.

“Jerry Al lyn, ilfclresiaslt 6 v@u eAsntsiwoenrnsa itroe, 0 1982. Sisters of
Collection Research Library, Getty Research Institute, Los Angeles.

221



instance, wit h CBariandode Sustofnora X086 @ Ezhoingahie fattened,

schematic style of exoto paintings, this gouache on papeas Pérez notésdepicts a scene of

intimate family and community healing rooted in the spiritual and ritualistic traditions of

Mexican and Mexicamerican rural culttes’* By sweeping out or healing tiseist@ the
Afrighteni ngmnndthatjustfyncelidral subjogdtipn as a result of colonial and
neocolonial processeés. o mas Gar zads piece centers on a poy
resistancé? Pérez further argues that her work manifests a spiritual purview through personal

cul tural practices and identity, thus affirmi
constitutes a particular self, and from whose violent aliendtibnough acist shaming pain,

l oss, and di siWhiedliffering tn medium, styles ane stadice on the sacred and
respectable within spiritual tradition&t Home in the Nuclear AgethdBarriendode Susto

share not only iconographic parallels but also visual strategies that mobilize affect to call for
sociopolitical liberation through an engagement with otherworldly themes. Drawing on

recognizable symbols from Catholic, Indigenous, and pagan spirituiiainad both work8

created just a few years agaqropose a discourse on cleansing as a vital act of spiritual

renewal, whether through domestic or dystopian scenarios. Moreover, through itsitengue
cheekironic aestheticsit Home in the Nuclear AgeXtends beyond Chicana/o cultural

references, establishing the strategies of desacralization as a generative space for critique of
normative codes of conduct that strengthens community action. Nat&a&ls were active

participants in the L.A. Artists for Survival collective, a chapter of the Southern California

Alliance for Survival. Their 198&allout Fashionpp er f or mance and exhi bitio

1 pérezChicana Arf 106.
72 bidem.
73 Ibidem.
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consciousness of the nuclear threat through a
Carrillo, Victoria Delgadillo, Diane Gamboa, and Daniel Villarreal, some of whom were also
associated with Asco (Fi§.16).”*

Allynds performative practice from the | at
possibilities of reinvention and sacralization of the self through the queering of tropes associated
with femininity and domesticity. By adopting religious and pagan syrdbsilgh as body
adornment, props, and accoutremé&nédlyn privileged identitarian transformation through
strategies of substitution and transgression. This exploration fostered a new consciousness of
selffashioning, not only for herself, but also for othemmen as agents of social and cultural
change. Similarly, artist Jerry Dreva, closely associatedAgto, pursued an evevolving
exploration of new personas, copiously incorporating his own semblance into his work. The
references to Catholic symbols and i magery ar
little explored throughline of his prace in which the artist enacted the role of priest, martyr,
and prophet. As ctounder in Milwaukee, in 1971, of the collective Les Petites Borbons
alongsde Robert Lambert and Chuckie B&tPreva, as noted by art historian and curator
Nicolas Ballet, explored themes of gender identity, celebrity status, and the influential power of
media through postcards, fanzines, photographs, and fashiorn' ftdmsindated mixednedia
collage, signed as Big J and the Bonbons and fitteda v e n 6 s O ndxgmplBied he Awa y
groupd6s i nt e hetveeen myth fabridaten ip popular culteré and the mythologies
of transcendence in the Catholic tradition (FB)$7-3.18). The work features alternating strips

of iridescent metallic paper and-8@nt vouchers affixed to a cardboard square, with an

“Joyce Dallal, Gera Golden, Stwuart Timmons, and Lauren
1983. Gronk Papers, Chicano Studies Research Center, University of California, Los Angeles.
“Ni colas Ballet, fAJeans as a Fact of Art:-PHlipeour nement :

Garric, ed.Matiéres a invente(Paris: Editions de la Sorbonne, 2021), 20B.
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inscription on the back that readkam a sky soul, a sea soul / an earth soul. | have no wings,
but | walk the earth in gratitude fortheeverh angi ng pi ece Byassghkingai n my
low commercial value to and recognizing in the self the Catholic ideal of eternal communion
withGodHe aveno6s Onelnyc a5p0sAu | faiaeys Drevaéds irreverent
religion. This fragile piece adcogmtioncasant ends wi
sexually diverse artist and, simultasly, as a everydaymanifestation of the sacred.

Ball etds assertion of Drevads transversal
t hat Chavoya and Evans have proposed of the a
confounding identity markeréDr evads mai | exchanges from Mil w
Los Angeles during the 1970s grew these aesthetic and intellectual interests in his contacts with
anupcoming generation of experimental Chicana/o artists, including, most notably, Gronk from
Asco. Resonating with pe§&hicano movement artists exceeding the limits of prescribed
identities Dreva wrote, in a lengthy, undated letter to an acquaintance named Richard, that Les
Petites Bonbons were, firstly, an Aovertly ga
because of which the coll ect i vimegantd realizethatt aban
the convention of radical politics wasitd very nature an antjay mediund or at least urgay
fnotanttgay . 06 The mail arti st ddawpmuchneore inteons ofended:
liberated and liberating lifestyle, the unification of fantasy and reality, art and life, than in the
l'imiting terms of edbyualayii chegntt ihtay . d pAnkdd wioir ki g
label just as it transcends tigayblabel and th&Catholic" labeld” When acknowledging the

intersection of spirituality, sexuality, and av@arde transgressive aesthetics as central to his

“Chavoya and Evans, f@AAxis Mundo: Constellations and Coi
77 Jerry Dreva letter to Richard, February 198@h Performance MagazirRecords, Special Collection Research
Library, Getty Research Institute, Los Angeles.
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work, yet not as definitive or as an end point, Dreva made explicit in this intimate account the
tensions that existed between the qualities of sacred and profane in his creative process.

Mobilizing the religious as a site of transgression served Dreaatategy to challenge and
playfully transgress the discourses around id
artistic interests are further intertwined wi
Teddy Sandoval 0 soya, Hraotz, andriten andg artisBaquél batierrez have

noted, the visual and queer transgression of Catholic symbolism, particularly that of the cross,

was a central motif of his practié®.

The performance and exhibitiddrevaat331/3 hel d at Mi |l waukeeds V
Center in 1978, corroborates Drevads interest
explore mythologies and fictions of self and social identifications. In reference to the age of
Christ at the time of hisracifixion, a symbol of renouncement and sacrifice in this religious
tradition,Dreva at331/3c el ebr ated the artistés birthday wi
hundredfellow creativestwo performing punkand® The Lubricants and the Ruthless
Acoustic® , the publication of a twertgage zine, and the exhibition of fourteen photmth
razorblade crosses which Dreva huwxtdagfl|id®l ack
Made of numerous photographs of the artist staring directly at the camera, the crosses were lined
with sharp razor blades on their perimeter, invoking bodily harm and mutilation as well as
Chri st 6s ®R®sIswvriting abfuEthegazorblade series that same year, Diego Gamboa

noted that these pieces were initially intended to be sent as mail art, prompting its recipients,

8 C. Ondine Chavoya and David Evans Frafiemldy Sandoval and the Butch Gardens School qlLAg Angeles,

CA: Inventory Press; Independent Curators International, 202322Raquel GutierreZj Lost i n t he Vall e
T e a r Seddy Sandoval and the Butch Gardens School oedstC. Ondine Chavoya and David Evans Frantz

(Los Angeles, CA: Inventory Press; Independent Curators International, 3223),

“Jerry Dreva, 0 ArHigh PdrforrBance MagaraRetords SpkcaBObllection Research

Library, Getty Research Institute, Los Angeles.
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despite Drevads warning on tFheinsgtatlationbbfethpe, t o ¢
razorblades also included, according to news accounts from that time, red sanctuary candles as
well as a kneeler, adding a ceremonial, ritua
experiencé! On a metaphysical sense, the crosses and associated installationchapei]
raised the exhibition pagan and abject qualities, which the press also described as being invested
in death and resurrecti$AConsequently, this piece can be interpreted, as initially proposed, as a
manifestation of the doctrine of transubstantiation as proposed by Catholic traditions. By
suggesting the interchanging of his semblance with that of Christ, Dreva simultaneously
chdlenged spiritual and aesthetic hierarchies through references to martyrdom and the
transformation, or laceration, of the flesh.

The thematic engagement with bodily transgression and suffering that Dreva explored in
his photebooth razorblade series offered a conceptual and relational take on the historically
charged relationship between Catholicism and sexuality. Its tantalizipggition conflated
Christés martyrdom with that of sexwually dive
the viewer to tread lightly or partake in an experience of shared pain. Discussing the
development of gay and queer identities in earlylatedmoderrday Britan, cultural historian
Dominic Janes highlights the centrality that
in sexually diverse individuals, played in building social relations. Ranging from-cgliggbus
devotions of natinalism to gender equality, the scope and interactive nature of queer martyrdom
served for causes such as accommodating for sexual deviance within Christian morals as well as

the sexual liberation movement. More importantly for the purposes of this arguueer

8%Di ego Gamboa, @A 1B8)cGrodkePaperk, Chicarfo Stiidfes Research Center, University of
California Los Angeles.

8James Auer, dHe Cal | Bliwhukee Jourfgilun®e4 19a88y4. O6Li feart o6, O
82 lbidem.
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martyrdom, Janesontendsopened a twdold space of cultural recognition and redemption of
sexually diverse individuals: One of victimhood, instead of aggression, and one of erotic
abjection and perversity instead of effeminacy or asexddldys s uc h, Drevads cro
originally demanded an active relationship with their recipientaakart dialogue with
Catholic symbols that have been appropriated by queer communities, such as the martyrdom of
Saint Sebastian. This saintés symbolic vindic
liberation movement of the early 1970s, which éedimany sexually diverse artists to engage
with this imagery. Gronk from Asco, for instance, made a collage conflating Antonio and Piero
del Pol |l ai uol o6 s r edreskingfiguoenandréferendesto Megigamt , a cr
machismo, alludingo the particularities of this form of queer martyrdom from a Chicano
standpoint (Fig3.20) . Drevads exposure and direct involywv
equality since the explosion of the Stonewall Riots of 1969 gave rise, as he wrote a decade later,
to the creation of Les Petites Bon Bons in 1&7h. transforming queer desire and pain into
artworks for personal healing and public circulation, Dreva also prefigured much of the queer
artistic processes that would ensue with the breakout of the AIDS epidemic during the 1980s and
1990s.

As an artist closely associated with the Chicana/o ayartte conceptual circles of Los
Angel es, Drevads practice aligns with what He
multidirectional, queer iconoclasfil.The impulse for the destruction and reconstitution of

symbols, which informed much of the work artists assocwmttdtdAsco, redefined, as previously

83 Dominic Janesyisions of Queer Martyrdom from John Henry Newman to Derek Ja(@kinago, IL
University of Chicago Press, 2015), 26.

%Jerry Dreva, AArtist Statement, o 1980.

85 Robb Herdndez,Archiving an Epidemic: Art, AIDS, and the Queer Chicanx Aantde (New York: New York
University Press, 201946.
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mentioned, the heteronormative propositions of Chicano nationalism. A key example of this
attitude of refusal is the pioneering work of
his infamous piec€acaRoaches Have No Friendi®m 1969. In this public presentation, the
artist simulated, among ot her ad¢lomemynBeautiid publ
digest published betweet977and 197%ictionalized homoerotic imagery and the

homosocialization of Chicano workirglass men fronthe barrio, bringing queer erotic desire to
masculinist tropes in Mexican and Chicano cultures. As Hernandez argues, these works engaged
Athe offensive |Iimits of hate speech, the rep
ofsamesex d&Preeadd exploration of these themes,
recent assertation that Catholic transgressions were ubiquitous in Chicana/o art after the
movimientd’ In a photobooth strip he mailed to Gronk in 1976, Dreva poses clad in priestly

attire for four blackandwhite photographs, gazing directly at the viewer with expressions that

range from mysterious and astonished to frightening and defiant. The baclstigheears the
inscription: AFor Gronk of Ea3132).8¢ / from Je
embodying various emotional states as a priestly chadatt@ditionally expected to emanate
centerednessandsolécBr evads unsettled performance pl ayf
male respectability within the Catholic tradition. His previougsiment in the gay liberation

movement renders this photobooth performance a reflection on the controversial homosociality
normally associated witGatholic presthood. Furthermore, by emphasizing placelessness in his

inscription to Gronk, Dreva uproots himself from place and tradition, challenging genealogies

and location as sources of personal identification.

86 |bid., 49.
87 Chavoya and FrantZeddy Sandova®9.
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By deploying visual strategies of repetitd.i
auratic quality of the photographic medium as well as the holiness of this subject as a vessel of
Chr i st 6 s 0 tmakroftchergydr@mvsiof poverty and celibacy. tdealizing the
Aunwholl yo or incomplete through the serializ
desacralizing act that, paradoxically, positions Dreva as a sacred subject himself. Such a visual
strategy converses with pop artist Andy Waéhsl c-lang esage of the visual languages of
mass culture reproduction through a direct engagement with Catholic imagery, including crosses,
skull s, and the Virgin Mary. Curator Jos® Car
raisedintheByant i ne Catholic tradition, inspired hir
hi s %deaturingdtonguén-cheek references to popular culture and, of course, himself. Less
evidently religious imagery in Warhaidbs oeuvr
abstractsuch asthefimir 7 of * * ** ( F o uacongnissian fonthe(déV8niln s et 0) ,
family funded by the Catholic Church, where the artist associated the sunset as a natural
phenomenon with a mani festation of the sacred
since the early 1970s, Dr e v at@ad lifp adlosedagethere , whi ¢
resonated deeply with Warhol 6s tre@revanent of h
contendedii| am f asci nat ééda/ofothe greas stdehe pevsontwho istfdameus
for being famous than for any specific role or individual work of endéavoa nd f ol | owed
A ertain people are able to transcend their art and take their place in the pantheon of the truly
famous. o6 I n an al most religious tone that see
where God is said to have created Christ in his own sembldrecMlilwaukeeborn artist

contends that Athe greatest arti smhtothare al ways

88 José Carlos Dias, ed\ndy Warhol: Revelatio(Pittsburgh, PA: The Andy Warhol Museum, 2019148
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gr eat e §For reva, kherefore, religious adoration of icons and the cultural transmission
of these practices strongly resembled the mechanisms in which popular culture enshrined certain
personalities through the power of media. While his work appropriates amesgadhis
dynamic, it also conserves a religious and sacred dimension which is centered on his persona.

Two additional pieces, which Dreva mailed to Gronk also in 1978, hijack the form of
religious stamps and the Holy Bible, further evidencing the influence of Warholiangesaiet
tactics of conflating the use of mass distribution media and the-mgkimgpractices of
Catholicism (Figs3.23-3.24). The former appropriates a popular religious stamp depicting the
bi blical story of Chri st 6s odrJansiaryr8y184b printedron wi t h
the back, and featuring two other dates, June Hath€78, assigned to his death and
resurrection. The last two dates coincided with the prelude of the opening of his exhibition at the
Water Street Arts Center in Milwaukee on June 11. The stamp also includes quotes by mystic
and musical luminaries,sucka Wi | | i am Bl ake, AThe eternal bod
and Patti Smith, #fi am an american artist, an
and text with Catholic icons constitutes a poignant critique of the deliberateness oftorigis s
in religious traditions. They wunapol ogeticall
spiritual narratives central to the Catholic dogma, positioning imagination as the vehicle for
transcendence and pushing back against feelings ofaloitus for behavioral control and
social cohesion in Catholicism. Through this desacralizing action Dreva, moreover, exposes the
overarching reach that the narrative of Chris
Therefore, D€Eeviadsbdbaspemsoga recalls perfor mal

writings of minority disidentification strate

¥Jerry Dreva, AArtist Statement, o 1980.
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i dent i fInchallerigingthe aniqueness of the experience of redemption, this piece also
resonates with MufYozodés claim that disidentifi
universalizing narrative thereby excluding alternative minority experiéfices.

Further, Drevaods intervention of a Little
only to |l eave inside one of the artistoés phot
collaborative exhibition with Gronk from March 1978 (Fi§5-3.26). Titled Dreva/Gronk
19681978: Ten Years of Art and Ljfthe survey show took place at Los Angeles Contemporary
Exhibitions (LACE), a nonprofit exhibition space which Gronk hadarmded, aiming to
explore and promote formal experimentation through irstail, performance art, and video
outside the art market and in tandem with the commdfifyh e ex hi bi ti on feat ur

almost daily epistolary exchanges for four years, alongside other artworks such as photos,

documents, and ephemera made a decade prior,
More prominently, the show advertisedo it ake down the gallery wal
streetso in an epic union of art and $Bunk, br

Though differing in styles both artists shared, as the local press acknowledged at the time, a
Acommon concern for erasing the fine |line bet
of their own |ives as t¥Deiew amestusiempdr tt oaret pwon
another mail artwork is not only selferential, and particularly so after the reported chaotic

outcome of the evening, but also an act of sacralization of himself and of his reigtionsh

9 José Esteban MurioBjsidentifications: Queers of Color and the Performance of Pol{fitianeapolis:

University of Minnesota Press, 1999) -28.

91bid., 31.

92 Max BenavidezGronk(Los Angeles: UCLA Chicano Studies Research Center, 2007), 57.

®Jerry Dreva and Gronk, AArt ,ICeicarioResarcimEGentemivérgityeof , 19
California, Los Angeles Thomas Cr ow, AArt of thebB6Fugitive in 1
“AnDreva and Gr onk e xHghBerfdrmaace MdgazifeRed@rds; SpéciallCellgcion Research
Library, Getty Research Institute, Los Angeles.
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personal and creative, with the Chicano astistiongingto Asco. Portable and reproduced en
masse like a stamp, the Little Bible featuring Dreva as the personification of the word of God
relies on the humor of the unexpected to playfully reverse and appropriate hegemonic spiritual
narratives mythologizing the origs of humanity.

Drevads pursuit to conflate |Iife with art,
community through artistic gestures in ephemera, is indicative of what Pérez describes as the
Amundane sacred. o For the Chicaedofthe hol ar, th
sacredness of life and the human body that holds a particular vindicative power for minority
communities who have grown to generate feelings ofigathing as a byproduct of racial,
sexual, and genddrased hierarchi€S.A case in point is the figurative work of painter Yolanda
Lopez reimagining herself as a triumphant Virgen de Guad&lapel978. Conceptually,

Drevabds practice belongs to a constellation o
Catholic references as a point of departure to debase heteropatriarchal, modernist dynamics of
exclusion and segregation. Much like JerriAllp s wor k as part of The Wa
Survival from the late 1970s, Dreva also contends that everyday acts can be seen as an

expression of holiness. Both artists engage in visual and performative languages to undo and

fragment ,unomhorlenyder pir econceived notions of th

3.2 Ecstatic and Erotic Perversions: Alice Bag and Gerardo Velazquez
The contributions of Chicana/o musicians and performers to the bourgeoningnulink
postpunkcultures of Los Angeles of the late 1970s and early 1980s has been, and continues to

be, the center of attention of multiple scholarly studies and curatorial projects, though

%SLaur a E. P®rez and Juli 8n S8nchez Gonz§&lez, AfLaur a E.
MoMA MagazineJanuary 10, 2024. URlhttps://www.moma.org/magazine/articles/1005
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intermittently, for over two decades. The pioneering work of scholars Michelle Hedd&h,

Pilar Tompkins Rivas, and Colin Gunckel brought to light inquiries and archival materials that

have established the central role that Chicdrausicians played in diversifying the West

Coast scene. Through a feminist lens, HaBallan for instance, has posited that the Chicana/o
rasquache aesthetics, or the cultural practice of making do with limited resources, found a strong
resonance with punkdés Do It Yourself ethos, e
demographic invhat was initially a EuréAmerican musical genre and social sc&®he further

argues that in critiquing the status quo as well as issues of sexuality, gender violence, class,
inequality, and warfare, the rise of the punk scene in Los Angeles resonated with many

Chicana/o youth living through disenfranchisement in aljigegregated cit’. Tompkins

Rivas, on the other hand, noted how through an active engagement with punk culture, women
musicians, such as Alice Bag from the band The Bags and Teresa Covarrubias from the band

The Brat, placed themselves outside restrictive conventions af@pgieness for Mexican
American women, thus making of their perfor ma
s t a f8Erem an art historical standpoint, Gunckel established that punk cultural expressions in

Los Angeles intimately intertwined with the artistic experimentation of the Chicana/e avant

garde, which notably included membersAsto®® Altogether, these scholarly contributions

highlight how Chicana/o purénd posf{punkbands pursued new expressions of identity beyond

the heteronormative and patriarchal purviews heralded by the Chicano movement since its

9 Michelle HabelPallan,Loca Motion: The Travels of Chicana and Latina Popular Cul{idew York:

University, 2005), 15a51.

91bid., 153152.

®Pilar Tompkins Rivas, @ Ways Vexihg:Femal Vaicgs frarmEhast Mo Byad s o f A«
eds.,Pilar Tompkins Rivas and Colin GuncKéllaremont, CA: Claremont Museum of Art, 2008)3.7

®Colin Gunckel, fAVex Marks the Spot: The I ntersection ¢
Rivas and Colin Gunckel, ed¥exing:Female Voices from East L.A. Pui@aremont, CA: Claremont Museum of

Art, 2008), 1314.
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establishment during the 1960s. At the same time, the arguments aim to position Chicana/o punk
musicians as part of a larger conversation of experimental performative practicesitidto
open spaces for unorthodox forms of expression in Los Angeles and beyond.

More recently, Guzman homed in on the work of Velazquez as part of the Los Angeles
born el ectropunk band Nervous Gender. He ar gu
performances contributed to the development of the queercore movement, a subgemke of p
culture focusing on sexual deviancy, gerdending, and lyrics about gender and sexuélfty.

The bandés usage of wviolent, sacrilegious, an

o

a form of fAdissat §adtracture of oegaiive feelingd ahd Hyte of pdlites t
of unbelonging with the potential to enact social change framorking class perspective:

Guncke) moreover,alsar gued t hat Nervous Gender 6s perfor
guintessential link between art, queerness, and Chicana/o culture in thenpluyndsipunk

scensof Los Angeles®?Resonating with Alvaradods proposi-t
liberation, Guzman further analyzes punk performers Bag and Covarrubias deploymefint of lo
aesthetics as an expression of disenchant ment
use of a bag over her head as part of the early performances of the band marked the early Los
Angel es punk scene, and the |l atterbés feminist
roles for women are evidence of their interest in redefininglatas for artistic expression and

gender norms% These strategies of artistic engagement, as H&ladltin reminds us, respond to

the assiduous pigeonholing the press subjected these fleddands to, describing them under

100 3oshua Javier Guzmabissatisfactions: Queer Latinidad and the Politics of S¢idew York: University Press,

2024), 2.

1011bid., 16.

2Colin Gunckel, APeopl e Thi nlAxisWenilo: Qued) Networks indChieanosLeA. We 0 r e
(Los Angeles, California: Munich, Germany: ONE National Gay & Lesbian Archives at the USC Libraries;

DelMonico BooksPrestel, 2017), 275.

103 Guzman Dissatisfactions90-93; 106109.
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the Latin or exotic rubric®* This scholarly thread insists on the transgressive nature of these

bandsé performances as not only defying tradi

assimilationist propositions from the racially exclusive stances of the first wave of feminism,

and,as Guzman also contends, the drive for standardization in the gay liberation mo¥&ment.
Essential to the development of the musical and performative practice of these and many

other Chicana/o purdénd postpunkbands was the opening, in 1980, of Sé#fip Graphics, the

community center dedicated to the Chicano community in East Los Angeles, to also function as a

live performance venue. With the approval of Sister Karen Boccalero, founder-bfefelf

Graphics, Wlie Herrén 1ll, member of the band Los lllegals as well as founding member of

Asco, and entrepreneur Joe Suquette, opened the Yexsphce, through short lived, offered a

daring for a space originally founded under the premises of Catholic piousness to support,

educate, and empower a segregated and disenfranchised Marieaitan youtit®In a

written proposal for the Vex addressed to Sister Boccalero, Suquette describes the purpose of the

space as providing entertainment and attract.i

Angeles, promoting the bands from the neighborhood and breigistgreotype&’’ Explaining

the nameébés selection in a meeting with Sister

Abecause the music being played by the musici

[ €] and therefore can b%Funherxcultarg histodam doshykum g, i r

andChicana/o/x studiescholars Karen Mary Davalos and Tatiana Reinoza argue that the Vex

104 HabeltPallan,Loca Motion,156.

105 Guzman Dissatisfactions17.

MGunckel, fAVex Mab;ksSdcdre GSaroitl,loo,15fEast t oFofhgn, 6 i n E>
The Early Days of L.A. Pur{anta Monica, CA: Smart Art Press, 2000), 42.

Joe Suquette, iPor psddelpGraphice and Aollettion, Special Collections

Library, University of California, Santa Barbara.

avex, 0 minutes from a meeting between WillieSelHerr - n |
Help Graphics and Ai€ollection, Special Collections Library, University of California, Santa Barbara.
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also became a space for intermedial experimentation, joining punk performances together with
fashion design, painting, and photograpClosing after six months due to a riotous night
whenthe band Black Flaglayed the Vex, as Gunckel asserts, achieved legendary status,
establishing a space where Chicahastists challenged themes of gender, race, and
sexuality*'® The appearance of this venue established a direct historical link between the work of
Self-Help Graphics and the development of the musical and performative languages anhgunk
postpunkculturesin Los Angeles.

A notecard made in the 1970s at Sé#flp Graphics and signed by Miguel Rodriguez
reads t he Muene MuertepMuerte. No te tBngo mieddhe illustration of a
silhouette of a persdmoveringfeaturescenterin the composition while four grinning and
menacing skulls rest in each corner (B@.7). Designed, most likely, as part of the artistic
workshops that Selflelp Graphics offered to the public to commemomii de los muertgs
this print indicates the close relationship that Mexican aegiddrrAmerican communities hold
with the experience of death and the notion of the afterlife. Its representation of an ambivalent
perception of death resonates with the celebratory parafi@date los muertothat SelfHelp
Graphics organized in East Los Angeles since 1973, bringing together numerous community
members in a carnivalesque procession to the Evergreen Cemetery in the Boyle Heights
neighborhood. This type of community engagement highlighting joyjalreverence, and
humor towards death tetts what Chicano studies scholar Yolanda Bre@eszalez identifies,

following philosopher Jorge Portilla, as the phenomenologeglajo. Understood as the

Josh Kun, AA Space for the Possi bl e oVexing:Femald Vaices To mp ki n
from East L.A. PunkClaremont, CA: Claremont Museum of Art, 2008), 22; Karen Mary Davalos and Tatiana

Reinoza, edsSelf Help Graphicsat Fifty: A Cornerstone of Latinx Art and Collaborative Artmak{@akland,

California: University of California Press, 2023)98

WGunckel, AVex Marks the Spot, o 15.
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deployment of humor and laughter as part of the Mexican popular performance traglisijon,
is, above all, a tactic of negation of prescribed modes of conduct. Beglezalez further
argues thatelajo was essential to the development of the performative repertoire of El Teatro
Campesino, a theater troupe that assiduously contended with imagery of death and the
afterlife 1! Founded in 1965 by Luis Valdez, El Teatro Campesino emerged of the lived
experiences of workers, migrants, and union organizers from the San Joaquin Valley, offering an
Afaesthetic tool of oppositional comdati ousness
stereotypes as well as social inequalitié®Rapidly proliferating in California and other states,
El Teatro Campesino became a reference of Chicana/o public performances, and, as theater and
performance art scholar David Roméan argues, to contemporary Latino theater'as !,
l ed, for instance, to EI Teatr o Ghenippe sdrnaopdhsi cis
Dia de los muertoselebration of 1978 with the pld/ fin del munddFig. 3.28).

Coincidentally, this was a milestone year for the explosion of pndkposipunk
cultural forms in Los Angeles as well as the development of Chicana/cgasalet conceptual
art, which, as a historical synergy, warrants further attehtforherefore Alice Bag and
Gerardo Vel 8z qgue z 6&opgosing fdentityrckadsification apdremploying@ e s
negative aesthetidsshould be understood, | further contend, as a feminist and queer
interpretation of the popular cultural forms proliferated ac@agornia by El Teatro

Campesino during the 1960s and 70s. These forms inlaje as a challenge to the status quo

11yolanda BroylesGonzalezEl Teatro Campesino: Theater in the Chicano Movergastin: University of

Texas Press, 1994), 28.

12Karen Mary Daval os, TheRkicadoStudies RegderPAn IAnthology of Azdlan,-2@nQ

ed.Chon A. Noriega (Los Angeles, Calif.: UCLA Chicano Studies Research Centej, 2881

Bpavid Rom8n, fdiLati no PTheGhicanorGudiesd®Readen 4n AntHotogytofiAztign, 6 i n
19702000 ed.Chon A. Noriega (Los Angeles, Calif.: UCLA Chicano Studies Research Cente}, 2601

147Self Help Graphics Di a de | os Muertos Cel ebSeHHelp&GraphiSsand At 197 8.
Collection, Special Collections Library, University of California, Santa Barbara.
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via means of mischievous attit udeGnzalexsotesye | | a
Asacroprofane fusiond or the expression of a
relations of domination and subordinatidAAn analysis from a theatrical and spiritual

standpoint seeks to highlight these two overlooked or little unexplored aspects of Bag and

Vel 8zquezds performati ve NegvWaw bands e Ladisgelese mber s
Indeedb ot h pBldighédsut obi ography and Vel 8zquezbs arc
Lesbian National Archives, demonstrate a dsegted interest in spirituality as a creative source

of their work. The fact that Bag and Velazquez simultaneously studied philosophical and

religious topics at California State University, Los Angeles at the beginning of the 1980s when
pursuing their Bachelor of Arts, for instance, indicates the role that the spiritual held for them as

a sairce of inquiy. For Bag, a pioneer figure in the Los Angeles punk scene, attending college
allowed her to retroactively reflect on her work as band leader of The Bags. For Velazquez,

whose work offered an innovative synthpunk sound, spending time in college enabled him to
devel op the groundwork for Nervous Gender 6s v
pre-Columbian, pagan, Catholieligious andspiritual systems as part of their respective

explorations on sex, gender, and cultural traditiBna,g 6 s and Vel 8zquezds wol
intermixed, and transgresketherworldly beliefs which becana@ essential aspect of their work

as Chicana/o performers and musicians. By establishing a parallel between El Teatro
Campesinods repertoire of the sacred and the
heretical work, thisectionseeks to broaden our understanding of the diverse manifestations of

Chicana/o culture within the emergence of punk and performance artistic expressions.

115BroylesGonzalezEl Teatro Campesindg?2.
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Formed in 1977 and active until 1988, the Bags was first ideated by music aficionadas
Alice Bag, born Alicia Armendariz, and Patricia Morrisson, born Patricia Anne Raiamnag
to create an aflemale punk rock ensemble in Los Angeles. Despite various attempts, their first
show ultimately included male and female members, such as Geza X (Gedeon), Joe Nanini, Janet
Koontz, and the aid of Ni ckhetmeBredarumnerofpenkander
band The Weirdos. The initial configuration bétband would change over the years, notably
including guitarist Craig Lee who would also play with other prominent bands of the Los
Angel es punk scene, such as Catholic Discipld:@i
wore for their first performarmes brown paper bags on their heads as makeshift masks, which,
according to Bag, was a ritual gesture taking
extr aor di*ihe paper lmagseas Bag would further note, would function as a form of
protection and enabler of freedom, allowing the performers to remain incognito and thus free of
judgmentin public(Fig329 . The bandés first publicity stur
Sunset Boulevard in which the four initial members walked down wearing paper bags on their
heads as well as outfits flaunting urine, fake blood, tampons, plastic dolls, and public semi
nudity (Fig.3.30).1” While the women of the group only partook in the sensuous dressing by
donning tights, miniskirt, and vinyl dress, the overall aesthetics of shock proved effective as it
call ed passersbyés attention as wellcdsplay t he p
tobeovet’®The Bagsd Los Angeles debut as -l& band ma
Yourself aesthetics, which bourgeoned in the emerging punk expressions of the time in major

metropolitan cities such as Los Angeles, New York City and London. For as unusualgt it

116 Alice Bag, Violence Girl: East L.A. Rage to Hollywood Stage: A Chicana Punk Geany Townsend, WA: Feral
House, 2011)212.

1171bid., 204-205.

118 bidem.
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have been at the time, The Bagds performance
transnational movement that pushed against public appropriateness and aesthetic hierarchies
through performance

Numerous scholars have noted that the Los Angeles punk scene was unique given that the
Do-It-Yourself aesthetics strongly resonated with Chicana/o cultural formations, namely a
rasquachesensibility of making do with what is available. This resonance allowed Chi¢ana/o
youth an entry point into the movement, whether as performers or spettdRasquachismo
was an aesthetics, as Chicano studies scholar Tomas “Arausto contended in the late 1980s,
deriving from strategies dfybridization, juxtaposition, and integration in everytlajyng andin
artmaking. For Ybarr&rausto, beingasquacheconveyed the adaptability and style of the
working classes as forms of survival and resilieké&he gleeful anchorapologetic usef
paper bags, crayons, and markers to create their own masks, allowed the Bags to express
themselves in a fashion that blended punk and Chicana/o aesthetics. By making public use of
human bodily fluid§ typically perceived as private and undesirdbédongsideritualistic
el ements of transcendence as fAan extraordinar
profanity and sacredness, much like the work of El Teatro Campesino and the public actions of
the Asco avangardegroup As already mentioned, Ascd s  [Biatmms efthe Crosand
Walking Muralare illustrative of the resignification of the values of the sacred, including the
processional element of their performative structure. This new generation of Chicana/o artists

raised through various, innovative means public awareness around the vasldnce

119 Guzman Dissatisfactions78; Karen MaryD a v a ISelfHelp Graphic& Ar t 6s Contri butions t
Art Histories, 0 i n S8fHelaGrapkicataiityd17RI&7; HabeHPallan,Leah Motion152;

170.

20Tomas Ybarr&efr aust o, ARasquachi s mdchican® Acsthetias:eRasquachignesb.cab.i | i t y, 0
(Phoenix, AZ: MARS, Movimiento Artistico del Rio Salado, 19898.3JRL:
https://icaa.mfah.org/s/en/item/845510#?c=&mM=&S=&Cv=2&xXyWBB37%2C412%2C3329%2C2198
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discrimination against their bodies and culture in a segregated Los Angeles. The carnivalesque

and humorous aspect in the Bagsd6 parade, ther
Ascods earlier public i nt ewithreligidnano spgituality.n cl udi n
Furthermore, The Bags6 parade reflects the th

processions commemorating thé de los muertogsrganized by SelHelp Graphics. Given
Bagbs political ¢ bemmomnunitgin the aftesmath of php ©hicéano n g
Moratoriund an effort unfortunately constrained by narrsighted preferred modes of conduct
in the Chicano youth it is fitting to view her paper bag performances as her own form of
sociopolitical protest frora Chicana perspectivé:

Superseding any overt references to Catholic imagery yet keeping in with the
processional aspect of the SEklp GraphicDiadelosmuertgs t he Bags 6 parade
space for a r ei nt e bapkgreunddeployioga negativeBatiegtaral cul t ur a
aesthetics. Referring to the development of punk aesthetics in the work of Chicana artists,
Davalos describes it as an expressiohr@fozaje,a word interplay between bricolage and
mestizajg@ ni ti ally coined by s c ho Hirgrofmuple pestiietico mas t
traditions within the soc#t?Blagdasbripmmajetasnbef r om wh
further studied i n phlknawo ghotespobtefthé Bagiaatien Wi r t h
Hollywood Memorial Cemetery (Fig.31). Shot in 1978 to celebrate the entrance of Craig Lee
to the band as well as the temporary participation of Nickey Beat as drummer, the photograph
portrayed the Bags sensually and assuredly posing on graves and mausoleums. Bag donned an
all-black knittedand mesh outfit with high stilettos, bold, angular makeup, and hanging metal

chains attached to her chest and waist. Morrison, on the other hand, fashioned a white button

121Bag, Violence Girl,102103.
22D a v a ISelfHelp Graphic&« Art 6s Contri butions td83Chicana/o/ x Art

241



down shirt, black stocking, stilettos, and a pale foundation that contrasted with her long bangs
and hair. Their sartorial choices reealh female vampire aesthetayokingthe original name
with which both performers confabulated to initially christen the bRethme Fatal&?® Such
archetypes had been made a staple of Hollywood television of the 1950s, for instance, with
actress and host ess ainihé eanerfing perforrdasice arocirceesah s Va m
Los Angeles, moreover, artist Rachel Rosenthal also developed a ikgpersona through
the piecessrand Canyorfrom 1978 andlhe Death Shoswom 1978to 198Q reflecting on
issues such as the othering of nature, excess food consumption, knwhrtimg presence of
death in everyday lif&2*

As an expression diricozaje the photoshoot at Hollywood Memorial Cemetery evokes
the Chicano procession to Evergreen Cemetery in East Los Angeles and the active participation
of the Chicanaltx communities during thBia de los muertoselebrations. ASeymour Rosen
photograplof Asco taken years prior at this cemetery as well as the pictimarofoung
adult® Martin Espino, Consuelo G. Flores, Armando Norte, and Maris daigsanother
photographealso speak of this composition as a common occurmamntcepe(Fig. 3.32).
Furthermore, women took a central role during the parade as participants and performers. An
image from 1979, for instance, shows a group of three women with their traditional masks during
the procession, while an image from 1981 portrays mime JudittiadGdnessed as a skull,
wearing a long black robe and striking bleaskdwhite makeup, performing atop a stage adorned

with papel picadeas wellaapai nt ed prop of a female skull, r

123Bag, Violence Girl,153.
M. Virginia B. Bettendorf. fARachel RoseWomahbdsPé&rftorm
Journal8, no. 2 (1987): 338.
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style, to her right (Figs3.33).12° Diane Gambo@ a participantof Asco during the 198@swas

also an active participant Dia de los muertoselebrations, often painting her face with detailed

skull designd®*Her engagement with the paradeds popul ¢
practice as a paper fashion designer, a medium that, as Pérez argues, critiques the arbitrary
symbols, status markers, and gender roles imposed by the fashion intfusttize first paper

fashion show organized by Gronk in 1982, for instance, a photograph captures Gamboa applying
makeup to one of her models (F&34). In this act of collaborative creation, Gamboa applies a
white base and dark eye cont our liker Muohdilker i ng t h
Bag, Gamboads Diadecas myedosnagery lunts toar interest in the

otherworldly, anchoring their shared aesthetics withenscope ofitual, theatrics, and

performance.

Teresa Covarrubiasé work as a | ead singer
interests between religion, death, and the afterlife as a Chicana and a countercultural figure. In a
pose for a phot os h AttudesiCovarrubias is flabkadby llesbarfd matest E P
while wearing an alblack ensemble as she crosses her arms on her chest, conveying a-vampire
like persona (Fig3.35). Recorded with Fatima Records, a Chicamoed label, and released in
1980, the EP included songs suchHagh Schoolwhere Covarrubias describes herself as being
at odds with her religious upbringing, indicating the possible source of her abject aesthetics:

ACat holi c school s just a game [/ Driving kids

aesthetic negativityotvard Catholic tradition would materialize in a Sean Carrillo photograph a

125This photograph also recalls Broyf@onz 81 ezés recognition of Olivia Chumac
Valdez on theastorela(shepherd play) tradition. Originally performed by El Teatro Campesino from 1977 to 1979,

this genre narrates the journey of the pastores to the Nativity site, though, as-Broyidez notes, it evolved into

a highly comedic form, prioritizing humor amparody over theological concerns.

26 D2 a de | basOpindn&981.SelEHelp Graphics and A@ollection, Special Collections Library,

University of California, Santa Barbara.

127 aura E. Pére£hicana Arf 68-69.
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year later, where Covarrubias is dramatically portrayed holding a decapitated Christ figurine on
her right hand, while her left hand shows the head to the viewe3(8&). The fraught
relationship with Catholic school and Catholic indoctrination would also be a transversal theme
in Bagbs autobiography. While questioning her
early age, Bag noted that her participation inLtitiergical Club and the Christian Action Club at
the Saint Mary High School taughe¢mthe value of ritual, or repetitive communal actions such as
praying, to aid the group in their quests for spiritual groffthVhen performing in frantic
energy bursts on stage years later, Bag would better understand her engagement with ritual as a
punk musician, seeing in the release of anger a kind of personal ex&tspicture of Bag
performing in the late 1970s portrays Bereaming into anicrophone, suggesting an experience
of intenseecstasyas she is flanked by her skglbd bandmate and a conegaer donninng a
white tshirt with theword$i Coma Gac @d&at Shit o i-Qolatypograpbybi qui t
(Fig. 3.37). In the photograph, the performer inhabits the liminal space betoeporeal
presentness arghergetidranscendence, which, alongside the-fhioning of heunruly stage
persona, proposed a daringcozajeof various cultural straineeminiscingdeath and the
afterlife. Bagbdés performances therefore offer
of the otherworldly, allowing her to publicly claim, as it was the case for Covarrubias, creative
autonomy and agency as a woman of Mexiéamerican roots.

Bagbs sacralizing and desacralizing perfor
popular theater in Southern California due to their politically charged expressions grounded in
grassroots subjectivities. The Bags first and only&PRyive recorded in 1978 with the

Danger house | abel, i ncluded an eponymous song

128Bag, Violence Girl,128.
129Bag, Violence Gir| 21113.
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[ desecrate commodities |/ Make you all i nt
ASurvival is the game / Canét stop us now, it
together as a battle cry against the status quo artl g@aenfranchisement, raising awareness
for the need for visibility and community action. This transgressive message is reinforced in the
EP6s cover whi ch s howdackbackgiend dtaarng entersalyatithest a p
viewer from below, as i€manating from the shadows (F8138). Though embodying what
seems to suggest a position of subordination, her confrontational body language and unflinching,
wide-open gaze say otherwise, infusing her enactment of an underdog position with defiance.
Sexual abjecti on asbmgo The lgricsioean tneldasdd traek flrthen altésts
to the role that a perverse take on death served as a vehicle for feminist critique. The song, which
tells the story of a frustrated sexual encounter betweengaa man and an unresponsive
woman, describes the | atter as: fiHer reaction
Towards the end of the song, however, it is impossible to assess whether the woman does not
move because of a lack of desire orbecaukee i1 s, i n fact, dead: M@AHeoOd:
called Hamlet / but sheds no s wa®.fThomphel i a /
macabre, the songbs narrative arch proposes a
strategy that remisces the uncomfortable comedy or parody of Mexisarerican popular
theater. More importantly, the lyrics also offer a poignant social commentary on the expressions
of sexual desire for women and men, as well as the practices of consent in the face of
heteropatriarchamachismo

The Bags6é deployment of masquerade practic
connection with alternative realities and state of beings resembles the MArneaitan

sacroprofane theater traditions heralded in the work of El Teatro Campesintellyatlaé¢ late
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1970s and early 1980s saw an increase of underground sexual cultures, including communities
engaged in sadomasochistic practices and leather fetishism, also actively exploring masking to
transcend corporeal constraint and the limits of pleasure. Two fiyemsoting performances by
the Bags are indicative of the conflation of eroticism, pain, and masquerading as a visually
engaging vehicle that tapped into the transgressions of sexual taboos and stigmas that were
characteristic of this era. The first, aphoc ol | age made in 1978 for th
performance at the Troubador, an influential music venue that catapulted the careers of many
rock music acts, features a juxtaposition of violent and sexually ambiguous imageB/4®ig.
The composition included scenes of sensory deprivation and bondage, the targeting of individual
faces with a sniper scope, and masked hypersexualized nude bodies. Two figures with paper bags
on their heads refer ence fdmmeceshvehitedbdsghlightingn at ur e
anonymity and secrecy within the visually charged space. The second features two illustrations
of voluptuous women wearing tight leather or neoprene corsets while gagging and blindfolding
one of their equally sexualized victims (F8&41) . Al so designed in 1978 f
Rock Corporation in Los Angeles, the promotional flyer plays with the tropes of submission,
sadomasochism, and, given that one of the women also embodies the archetype of a heroine or
villain, fantasy and sence fiction. Altogether, these image medleys, though not necessarily
made by the band, poked at shared interest in the thorny space of blurring the lines between pain
and pleasure using an aesthetic of shock.

During the late 1970s and early 1980s, art histarahcuratoBranden W. Joseph
contends, flyer and zine production engaged a dialectic rooted in the tension between art and

popular culturd an interplay of high and low aesthetic expressions that ultimately privileged the
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latter through cultural and subcultural alliané&sThe makeshift nature of these cemachine

pieces, whether serving as promotional materials or a form of mail art, | contend, resonated with

how masquerade practices enabled artists' public performances to address similar themes. This
intermedial resonarchbetween zinenaking and masqueradaeaking is evident across

Chicana/éx and fetish communities in the late 1970s and early 1980s. For instance, the infamous
Gronk/Dreva party at LACE in 1978 drew on the homoerotic imagery of muscular Mexican
luchadored wrestlers clad in traditional masksn combat (Fig3.42). That same year, Paul

Mc Ca r Hdilywoosiperformance featured himself wearing and violently tearing apart a
monstrous, bleeding mask, underscoring the in
stardom machinery (Fi®.43). On the East Coast, David Wojnarowicz asked queer friends and
acquaintances to wear a cutout of Arthur Ri mb
drawing parallels between the historical oppression of sexually diverse communities during the
avatgar de poet 6s t i me3dd)nFhally, b E82Iplkotograpid ((SPK)), ahFi g .
Australianpospunk band, performing at Al s Bar in Lo
Graeme Revell, wearing a leather mask glodes, referencing sadomasochistic gear (F#4p).

(SPK)Y6s name itself refl ect eSdzialistseghestPatienteidksllekbvn g a g e
(SPK), a German radical group that advocated for the use of illness as a weapon against
capitalism. Resonating with the Bags6é use of
these examples demonstrate how masking fostered a shared visual amdgpteddanguage

among subaltern dissident groups resisting exclusionary sociopolitical dynamics.

Branden W. Joseph,PdaZimPersk bAr tArd iisn sBr ®nyerdgeds.Cdpy Joseph
Machine Manifestos: Artists Who Make Zirfeendon, UK; New York, NY: Phaidon Press Limited and Brooklyn
Museum, 2023), 65.
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While studying at California State University, Los Angeles at the outset of the 1980s,
Bag attended lectures on religion, feminism, and philosophy, vemicburage@ growing
interest in ritual magic. Her exploration with the world of witchcraft led her to reformulate her
relationship with spirituality to recognize h
omnipresent, then God was present idméhy had Ibeenabbed of t h%¥'s knowl ed
During this time, Bag also met Gerardo Velazquez from the newly formed band Nervous
Gender, who was also a student of similar subjects at the same university. Much like Bag, two
texts Vel 8zquezds wrote dur i nglydgedtes intelleatualt hal f
engagement with the nature of the religious experience as it relates to human consciousness. The
first, a seminar paper titled AEndorphins: Ch
explored the correlation between the huraaperience of religious transcendence and the use of
psychoactive substances, such as hallucinogens or opiate3.4B)gVelazquez describes this
transcendence as the Aindisprovable [sic] pos
bodily abuse or sadomasochism can also induce similar states of f/dimthe second text, a
series of notes for an unpublished treatise t
model to explain human religiosity through a lens of hedonism and immediacy which considers
experiences of ecstasy with psychotropicssabces as well as the physicality of sexually
deviant acts. These assertions logically conclude the irrelevance of arguing for the existence of
God, for in his view all experiences of the otherworldly are equally valid, prompting the need for

a general teory that goes beyond any individual belief system to agree on the possibilities of

131 Bag, Violence Girl,349.
2Gerardo Vel 8zquez, fAEndorphins: Chemical Links betwee
Veladzquez Papers, ONE Gay and Lesbian National Archives, University of Southern California, Los Angeles.
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various ultimate realities (Fig8.47-348).**Vel §8zquez brings to the ban

promoti onal materials these insights under th
transcendence. 0 I n searching for a deep under
sexually diverse sacred, Bagavied | 8 zquezo6s interests duswithng ¢t he

grounds for further understanding Chicamafzerformative practices as an expression of
transgressive spiritual solidarities. It is no wonder that when Bag met Velazquez during this time,
they, together with Nervous Gender lead singer Phranc, promptly started a parallel musical
project called The Iports, which never played livé?

As the creative force behind Nervous Gende
body of work that consistently engaged with spiritual themes through printmaking, collage, and
performance. Born in 1958 in Mexico, Veldazquez migrated at a young ags tanigeles with

his family. In 1978 he céounded Nervous Gender alongside Michael Ochoa, Phranc, and

Edward Stapleton. Despite internal divisions
1980s, Ochoa and Velazquez remained active members untigvelé&zz 6 s deat h i n 19!
AIDS-r el ated complications, which ultimately mar
descri bed Nervous Genderds musi cal and -aesthe

garde explorations of the late 1970s Los Aaggbstpunk scene. Their outsider status within an
areadyunder ground movement, Gunckel argues, stem
conventional notionsof meains peci fi city and musicality whil e
sexuality, violentihilism, caustic humor, religious (or sacrilegious) reference, anii sci

f ut u'f®Margover) Chavoya, Gunckel, Frantz as well as art historian and curator Julia

3¥Gerardo Vel 8zquez, f@fANotes on Religion and Biology. Th
and Lesbian National Archives, University of Southern California, Los Angeles.

134 Bag, Violence Gir| 346347.

Gunckel, fAPeople Think Weo6r2@5. Weird 6Cause Wedre Queer
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BryanWilson have framed genre permeability as a capacious creative strategy central-to avant
garde Chicana/o artistic practiéesne that resisted categorization and the constraints of market

driven dynamics. Their writings further contend that this &trosity is inherently
promiscuougroundsthat isfluid, free-flowing, and resistant to fixed definition®¥V el §zque z 0 s

self-described theology, and by extension that of Nervous Gealitgns with a promiscuous

outl ook combining media and spirituality. I n
writes: ADuring a period of transition, socie
sexual behavidr promiscuityorabsi nence, depending upon the i nc¢

Following a sacroprofane logic common in Mexican and Mexisarerican popular culture, he

adds: ASexual compul si veness -addicyiondateratidn t o ab st
operator of the humangrani sm. A sl ut | i ke St. Auglstine c
Guzm8n argues that while Nervous Gender 6s

shocking, they were also deliver efdMushlikeh an @i
the Bags, | further contend that this irreverence resonates with the parodic and spiritual quality of

ElI Teatro Campesinods work, situating Nervous
within a lineage of negative aesthetics in Chicapafoular performance. A case in point is the
band®és Musicrfremt HelEwhich included both the original band name as well as a second
namé& Beel zebub Youth. Visually, the album cover

style, combining figurative and abstract elements on a grid (B48.3.50). The front displays

a bold red grid, within which an anatomical i
B¥Colin Gunckel, AVexing Questi on sAztlaR& ind 2 (Bdptembgr 1,t he Hi st
2012): 146; Julia Bryan Wilson, "Be Easy but Look Hard’
Chavoya and Frantaxis Mundg 206;Chavoya,Teddy Sandova®9; Frantz,Teddy Sandovag2.

B'vVel 8zquez, ANotes on Religion and Biology. o

138 Guzmén Dissatisfactions3.
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down, partially positioned on a floating cube made of black lines. The color and vanishing point
of the cube contrast sharply with the background, creating visual noise and dissonance. This
effect is heightened by the grid folding in on itself at the loiggdrt corner, revealing another
black grid inscribed with a blurred musical score. On the right side, furthermore, the artist added
a prominent hypodermic needle with blood, further reasserting a clinical take on the body in
what seems to be a renditiohaoconfusing hell. On the back, Veldzquez incorporated a mirrored
i mage of the band?ods-dowapha&ographsiopits memibdrs, aaturlitel u psi de
red structure rising from below, and as inver
like CardinalNewmam easserted the sacrilegious aim of t
early in the morning / Religious instruction with Christian guilt / While they pray on bleeding
knees |/ They'l |l suck your Musiclfrdm Hellattfacd valuet s dr y .
manifested a provocative embrace of -&ditholic symbols presented as mysterious and
seemingly indecipherable.

Though credited to Stapleton as a songwriter, the art direction for the music video for
Cardinal Newmar{1981), where Catholic imagery and attire meet domination and subjugation
as wel |l as sadomasochism play, closely relate
and pleasure. His college text exploring the chemistry of the soul and divinitifietebodily
abuse as one of the ways in which to reach religious or mystical experiences, mentioning tactics
such as deprivation of sleep, nutrientstee senses as ways to achieve states of transceridence.
Directed by Michael IntriereCardinal Newmaroffers a linked yet more radical view of these
insights by deploying the leather fetish aesthetics and Bp@gtices In addition to Nervous

Gender 6s band member s, the video features the

¥Vvel 8zquez, fAEndorphins. o
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theorist and scholar Jennifer Doyle has described as one of the most prominent and transgressive

of the emerging performance art scene in Los Angéf&h e al so argued of Ath
carnal,noamy st i cal , and Aemphatic refusal of the 1t
both the magi c an'ttAstthe elip frogresads,iAthey is shobwnfad bets & . 0

martyr and a prophet, subjected to scenes of torture, violence, seduction, and reverence by a

group of sexualized nuns, a punk cross dresser, and naked young men in white jockstraps. In the
meantime, Veld&age z and St apl eton sing the trackoés tra
Catholicism, and sexual perversion, while wearing white military costumes and black leather
jockstraps (Figs3.51-3.52) . Resonating with Atheydés perfor me
and his portrayal in the video, Vel 8zquezds w
of spiritual transcendence to the bodily aspects of the self through scientific andabkas

rumi nati ons. He st at e s :itthagwdeta"expandcgnsooashessfiact s s
not by the mind's mysterious hurling into a world of super consciousness where only an elite few

can go, but by the descent into the subconscious where there are enrapturing impressions and
sensations subjecttothely her brai n'¥vehg§eqperdatiuseaesobd the
subconscious gives us a clue as to the possib
folding upwards revealing an occult dimension. In debasing the hierarchies of the Catholic

traditions and adopting those of BDSM playh&y and Veladzquez actively redefined their

relationship with spirituality alongside their notions of what is sacred as queer creatives.

“Jjennifer Doyle, ARon Atheyods Disassoci at@usingshear kl e, 0
Archive: Queer Art and Culture in Los Angeles, 1:9280(Los Angeles, CA: ONE National Gay & Lesbian
Archives, 2011)140. Doyle also identifies that the fluidity between music scenes and performance art practices

central to Atheyds practice was also an essential <char
Angeles in the 1970s and 1980s.

1411bid., 143.

“2vel 8zquez, HAEndorphins. o
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Like the role distribution one enacted in the vid&rdinal Newmantwo archival
photographs from the early 1980s show Velazquez, Stapleton, Athey, and one unidentified male
in a scene of domination and subjugation in leather fetish (BEB3%3.54). These images attest
to the bandbs continuous interest for explori
performative ways. In his latest scholarship, cultural anthropologist J. Lorand Matory argues that
religious imagery often conveys elements ahamceand erotic desire, as evidenced in medieval
monkso6é6 and nuns6 my st ipuniahmeneangflageliatom Wiees t hr ough
translated to the consensual bodily transgressions presupposed in BDSM play, Matory notes,
pain and subjugation serve as a ethfor ecstatic pleasure to achieve states of renunciation of
the ego and generate satfceptance. By conflating the hierarchical structures of religion and
BDSM, he further highlights its appeal for both hegemonic anehegemonic social groups,
whethe as a form of absolution or empower ment .
from secular, Enlightened nationalism, these individuals resort to both religion and BDSM,
whi ch have similar social st r uofsubordnatipntms a wa
otherso and fAthe incessant é&“lovoulnpontendthad mpet i t i
these two photographs of Velazquez portray him as part of an abject scene of ecstatic and
religious pleasure that supersede narratives of individualisticedelhce, empowering him as a
gueer Chicano to see his own corporeal sasslas a healing agent for himself as well as for
other® his chosen community. Though operating from a negative aesthetics standpoint, this
scene is not unlike the aims of emerging associations of gay men in the United States pushing for

the recognition btheir own sacredness through an embrace of their sexuality during this time. A

3. Lorand Matory, dSlavery in the Heart of Freedom: R
conference paper delivered at Florida State University, March 12, 2022. URL:
https://religion.fsu.edu/sites/qg/files/upcbnu446/files/media/files/conference/matory

slavery_in_the_heart of freedom_lectaa.pdf
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photograph taken in 1979, for instance, shows Harry Hajouader of the Radical Faeries in a
wholesome intergenerational dance at their inaugural conference as a nascent organization, a
threeday gathering in Benson, Arizona (F&55). Profanity and sacrality, therefore, were poles
of a spiritual continuum serving the higher aim of gay and queer liberation.

The bandds second name, Beel zebub Youth, a
Satanist, demonic, and witchcraft themes, fur
theology and sexuality through a transgressive, negative aesthetic. As withrojbetspthe
bandés embrace of shock value played a centra
marginal position within both mainstream and alternative cultures. In 2023, the Nervous Gender
surviving members released an expanded versidfusfc fom Hell, featuring a tongua-

cheek track titled APrai se toveefrorn@maddescribinhe r ec

the album after its 1981 release, noting the
inclusion of an upsiddown cross. Hestarl y decl ares: fAPunk not only
[ é] |l 6m seeing it now moving to a more scary

original lyric supplement included with the LP presented a striking and confrontational selection

of illustrations dealing with this subject. Each side of the album was framed by macabre

i magery, beginning with |t aAlegariadeBygumbandde st art
around P05, a haunting depiction of hell portraying a victorious figure emerging from within

the shadows (Fig56). Corresponding wit h-indpieedMatyu s Gender 0
Complexthemé explored in numerous of their flyé&«sSi de A f eatured one of
illustrations depicting a chained man in a surreal, otherworldiyhgettialso included an image

of thePilot or Space Jockegharacter from the moviglienfrom 1979 and a dismemberment

scene from Fr anci slosdeshgres@e g guémadepbetiveeti810and r i e s

254



1820. Side B, in contrast, opened with Beel ze
reproduction of French occultist £I1liphas L®vi
figure Baphometrom 1854 (Fig.3.57). This section also featured prints from Francisco Maria
Guazzobs wi t c ConpendiumeMaléficarumfa 608, arlindatedmage attributed

to Hans Baldung Grien titlethe Rape of Helemnd the sigil for the demonic invocation of

Lucifer from the grimoiresrimorium Verunof 1750. Together, these images of violence,

abjection, despair, and dystopian afterlives position gelneleding queernedsnervousness and
androgyny) as an expression of ndregemonic theological deviancy, suggesting its potential as

a conduit for identitypased empowerment.

Religious studies scholar Julian Strube ha
Baphomed an amal gamati on of a goatds head with a
and both male and female bodypaArs mer ged from L®vi 6s ersalt er est
har mony, 6 synthesizing elements of science, r
intersection of knowl e d?d dereimstesestiagly, Strvbpargeiess i on o
that L®vi 6s Baphomet dialogues with his earl:i
1840s under his civil name, Alphorkeo ui s Const ant . Advocating for
Cat holici smo f oreoéthefChunch Lévilerevisianedra nawsdcial order based
on a hierarchical, meritocratic system that would enabbkesaaciation universelée a form of
ultimate solidarity between different cults and peopté$hough it is unclear whether
Vel 8zquez was fully aware of the specific his

remarkable that his undergraatewriting exploring the nature of the religious experience was

¥Julian Strube, fAThe 6éBaphomet dé of ECdrgspoadencéé®vi : | ts M
(December 1, 2016), 74.
1451bid., 60-64.
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similarly interested in the intersection of s
research, therefore, follows in the steps of a larger occultist tradition that harks back to Lévi as
well as other notable figures he influenced, suctpastual leadeHe | ena A Madameo Bl
co-founder, in 1875, of the Theosophical Society in New York City. Moreover, it is worthwhile
thinking, in rather a rather unorthodox point
politics and spiritualitc oul d par al | el ElI Teatro Campesinods
death and the afterlife as part of a political project of revindication of Mexicaerican farm
| abor. As a queer Chi can ceemsdlinkoftithisunisubl§ z quez 6 s
confluence of two quite distinct yet interrelated strains ofimegemonic and transgressive
spiritual activisms. In both cases, the appeal to otherworldly creatures related to what is
perceived as macabre and evil is, in actyadin overt resistance soWestern Catholic status
guo, whether social or institutional, calling attention to the potentialities of the polytheistic
human and nehuman communion germane to pagan beliefs.

Beel ze b uBxor¥igmua trdtlocsedited to Jesus Pagano Lozada, presents a
dialogue between a priestess and a group of sergeants, in which the listener performed as an
Ai nnocent victimo is urged to renounce Chri st
priestesscommmd s : A Di sassociate [sic] fear from your
then hell is your lair / discard all your guilt, surcome [sic] to your lust / let go of your God to see
the purpose of I|ifenacMeanwhiluual shecserggant
in the name of B5%8859).8Ant-Cashalicismi ajodgside Bri egighasis on
immediate pleasures and the enjoyment of the fleshe@entral to the rise of the Church of

Satan in California in the miti960s. A seHdeclared Black Pope, musician and author Anton

146 Beelzebub Youth, lyric supplement to thieisic from HellEP, 1981. Stuart Timmons Papers, ONE National Gay
& Lesbian Archives, University of Southern California, Los Angeles.
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Szandor LaVey extensively used L®vi bés Baphome
this spiritual denomination. Rejecting Catholic tropes ofsatfrifice, suffering, and guilt,

LaVey argued: ATo me, Chr i dvocateisialifglenymngrathet h as
thanlifeaf f i rming thing, 0 adding, ASatan is not a
t hat wal ks 4 mBythegateul380s] aftdr two decades of promoting a Satanic

philosophy centered on carnal enjoyment, punk zines susbhash and Destrogescribed

LaVey as fAone of the most original (and relev
iprogenitor-dotumeaohednget pi ord*®Aesr iWag tpeerr fFoirsncah
photographs attest, LaVeybs performative prac
and theatricality, key to crafting a persona that was feéwathedand revered in the public eye.

In this light, Exorcismpresents another compelling intersection between Chicana/o popular

cultural expressions and the rise of Satanism as a philosophical system. As performed by

Vel 8zquez, the songds |l yrics evokes -the deep
American cultues and death echoing the SelHelp Graphics notecafi Muer t e, muert e,
tengo Oomisedwed | as the Satanic emphasis on embr

By including a reproduction of a print from t@®mpendium Maleficarumvhich depicts
a group of witches pleading with the devil to erase their namestfi@mook of Ligh Go d 6 s
record of those destined for heagieand instead inscribe them in the Book of Death, its hellish
counterpart, the lyrics supplement presésrcismin a way that unequivocally asserts its
profane character. Further exploring this theme, Nervous Gender inéixdetsmas part of a

larger piece called HOMILY,a synth operatic pformance composed of threentroversially

¥Jim Goad, ed., Amnser MENO9IPd arp Harmo® @otleation, Special Collections Library,
University of California, Los Angeles.

148 ntroduction to LaVeySearch And Destrgy1988.V. Vale Collection Special Collectiog University of
California,Los Angeles.
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titledacts: AOne Earth, One People (selective ann
ALet the Children Come on to Weo (the structu
Ti me Apocalypse (the pr onti®Bokodingihe narrative stfuctuney p e r t
of Exorcism A HOMILY included a priestess, sergeants, and victim, as well as two dead
madonnas as characters. A photograph of the performance shows Velazquez enacting the role of
one of the sergeants, clad in black military attire and leather boots, singing directly onto the
microphone the lyrics to the second act, assuming the heteropatriarchal role of a man who
despises womends questiooardgrodbfthbi ggader adr
sea of piscine frumps and uteromaniacs / Cliteromarsheskish spitfire hell hags, / whose to
live with one or without one / It's best to use them and knife them / No man alive can suffice
them / A boy finds out before fo(Hg86)eh that t
Typical of punkds poking at culturally sensit
A HOMILY also contended, as Gunkel reminds us, with taboo issues of a sexual nature,
including, and | add here a full lispedophilia, coprophilia, necrophilia inversa, zoophilia,
homophilic scopophilia, and algolagnia or sadomasochi$By assuming the role of
oppressors in their performance, Nervous Gender critigued social hierarchies and structures,
while maintaining a sense of dark playfulness and humor.

Under the direction of Michael Intrieend the art direction of Grodkwho included a
painting of a crucified figure's torso and he
Passion the first iteration oA HOMILY never fulfilled its promise of a third act. A later

performance, presumably from 1983, expanded the script of the final section, incorporating a

“Nervous Gender, AA HOMILY, o 1981. Gerardo Vel 8zquez P
University of Southern California, Los Angeles.

150 1bidem.

BlGunckel, fAPeople Think Webre Weird 6Cause Wedre Queer
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lengthy dialogue in Latin. In this scene, the cast performs an inverse spiritual cleanse or
purgato an extension of the exorcism featured in
believer in God, is injected with a medicine to induce her to embrace the love of the Devil, along
with his teachings of joy and pleasure, leaving behind the envyrefitbm and the shame of the
body inscribed in Catholic doctrirte? Developing into a violent crescendo that references blood
and murder as the Devil ds teaching, the opera
summoned to purify the victim and the adepts through a deluge of his urine, recognizing him as
thei ma x i ma f o[r fimah & ed r e atde'sThus, by deploymd conBantitivial
forms of sexual and spiritual transgressi@rjOMILY contributes to a larger body of work
focused on abject transgressions of content and aesthetic appropriateness in performance art that
took root in Los Angeles in the 1970s. A notable example of this artistic direction was the
collaboration of British musians and performance artists Genesis Brey@ritige and Cosey
Fanni Tutti as COUM Transmissions, who performed the pieaese to Exisht the Los Angeles
Institute of Contemporary Art (LAICA) in 1976. Another influential intervention was Germa
performance ar t iOgies Mysteriesaheatea pidjett mitalyalsveloped in
the 1950s, which he presented at LAICA in 1978 (Bigl). These performances, which
included the unrestricted use of bodily fludldBuman and animdl such as blood, urine, and
vomit, as well as eroticism and nudity, shocked audiences, opening new creative avenues for
Angeleno artists. Common to these works, @k & HOMILY, was an energetic, ritualistic
climax that conflated religious and sexual ecstasy asn#estation of the sacred or the divine.
Much like Nervous Gender, GenesiOR r i dge and Cosey Fanni Tut

music band Throbbing Gristle, founded in 1975, explored spirituality and issues related to

2Nervous Gender, fiA HOMI LY, O
1Nervous Gender, fiA HOMI LY, O
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witchcraft and magic as vehicles of empowerment. In a 1978 interview with Charles kemp, P
Orridge declared that Aleister Crowley, by virtue of his unapologetic and vivacious persona, had
been an early influence on taheinragliicf ¢:é]f Hlihse wi
giving power and drawing power through sexual
l'ife all the time [é]. |l tds even in Christian
That 6s ™MVdl §2aquiesz®d®s work with Nervous Gender &
similarly heretical yet politically astute perspective, engaging in dialogue with the pagan
elements within Christianity as a hegemonic reliiono st not ably t hrough th
the archetype of the Devil. Their engagement with the otherworldly, magic, and imagery of death
al so extended a sociopolitical tradition embe
irreverent performances, which were rooted in a philosophglap. Vel 8zquezb6s t hec
reckonings on religious experience as a chemically and physically induced state resonated with
the philosophies of Satanism and witchcraft, bringing the sacred into the self. By reinvesting the
body with will and autonomy and seée§ communal pleasure as a form of transcendence,
Vel 8zquezbds performances and theoretical out/l
gueer Chicano whose health was increasingly compromised by HIV/AIDS towards the end of the
1980s. Far from simplypgritual or confrontational, Velazquez work from this time was a
groundbreaking contribution for a grassroots artist located at the interstices of various cultural
milieus within a position of vulnerability, segregation, and marginalization.

Vel 8zquezbds intellectual explorations and
thematically foreshadowed the works he pursued while completing his Master of Fine Arts at

California State University, Los Angeles, in 189o years before his death. This pério

“AaConversati-Onsi dgGenasdsCRarles Kemp,o0o 1978. V. Vale C
University of California, Los Angeles.
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included the zineShe Gay Death LisaindFirst the Fag as well as his graduate exhibitiBiss

N 6 B.ITledatler, positioned as a manifesto of queer sensibility and redfusat, | ar ed: Al n
defiant protest against the many conservative factions that are promoting their unnatural

moralities; that are restricting what substances we can and cannot ingest; that are vilifying those
sexual acts which threaten their established othdat;are trying to control what thoughts we can

and cannot ®@EigdA2)nFurthertVeldzquez research project from the winter of
1990,0sculum Infameunderscored his interest in linking the histories of witchcraft and deuvil

worship with the spiritualities of pr€olumbian culture® portrayed through colonial
frameworks as deviant or demoni c. ltsttitle r
witches were accused of giving to the Devil 6s
during medieval and early modern witch trials. However, its subtitle pointed to a distinct

resear ch f oc usdvale Ainhl Pengtration iroPi€olivhadianeArt: Religious
Significance and Pos 863bTheughdmwijecisdike thib deseove furthem s 0 (
study and attention, thimojects uggest s Vel 8zquez6s ongoing eng:
with his Indigenous heritageas this section has attempted to demongtratevays that were

not easily legible at the time. Notably, the image he used as a cover for his project, depicting a
masled and restrained browskinned, naked m@&nperhaps himse# was also Nervous

Gender 6s | ma gmorae theirkenth anniversanynm 1988. This conceptual and

sublimated engagement with racial politics responded to the enduring constraints of
respectability politics and Chicano activism
and erotigerversions, therefore, served as a conscious, pioneering, and imaginative strategy for

expressing queerness in musical, visual, and written forms.

5Gerardo Vel 8§z qguez, GefaRlo \éekizqied PapersoONH Nadiondl G2 & Lesbian Archives,
University of Southern California, Los Angeles.
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3.3 Conclusion

This chapter analyzed the work of Jerri Allyn, Jerry Dreva, Alice Bag, and Gerardo
Velazquez, demonstrating their sustained engagement with sacred and profane attitudes across
various spiritual systems, including Catholicism, Mesoamerican beliefs, witichoch
paganism. It argues that these artists incorporated baroque sensibilities, popular culture, and
otherworldly perspectives to develaporiginal performative and installatioepertoirethat
contend with feminist and queer purviews. Their work ftbm1970s and 1980s attests to the
centrality of abject and negative aesthetics in expressingn@gemonic desires and affects. By
navigating multiple spiritual systems and repurposing or transgressing conventions of holiness
and profanity, these artistsimagined exclusionary, hierarchical narratives of a Western,
heteropatriarchal social order. The most evident outcome across the works discussed is their
assiduous sefpositioning in all their gender, sexual, and racial intersectdoas sacred
subjectswithin their spiritual reckonings and journeys. They achieved this through specific
strategies: Allyn and Dreva, for instance, reimagined the mystical experience of
transubstantiation, while Bag and Velazquez made fierce sociopolitical commentariesfpllowi
the traditions of Mexican and Mexicaxmerican rural theater. Their work not only engaged
with but also exceeded the politics of representation associated with women and sexually diverse
individuals, adopting a po€thicano movement sensibility that égrounded humorous
irreverence, at times macabre and dark, alongside genre and spiritual promiscuity as essential
tools. In this chapter, levity emerges as a Chicanx critical attitude of resistance and refusal,
tracing its lineage to Maya and Aztec perfative traditions that survived in El Teatro

Campesino performances in [&t870s California, including Los Angeles. Chicana/o/x
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performance and installation art provided a culturally resonant foundation from which many
artists and participantfrom within and without Hispanic communitigkrived within the also
emerging punland postpunkscens of this period.

From a broader perspective, | have also examined how the spiritual promiscuities of
Allyn, Dreva, Bag, and Veladzquez engaged with and contributed to evolving discourses on
feminism, Chicano/a identities, and the gay and lesbian liberation movements. iygwor
within a spiritually permeable creative framework, these artists assumed an intersectional
standpoint on such countercultural movements, ultimately moving them toward an interwoven
postmodern conception of identity. Examples of these accomplishnr@entscbh e s een 1 n Al
Catholic nuns ma s k latte Bblssanctiyind his 46/earrcallab®@atienv a 6 s
with Gronk. Bagbs punk performances, <characte
and Vel 8zquezb6s reimagining of the mundane th
grounded in sexual and chemibaldily processes also grappled with complex, overlapping, and
at times contradictory expressions of identity. This position of irresolution was a direct response
to the sociopotical climate in which these artists produced their Workarked by the rise of a
confining multicultural politics, the hardening of political conservatism, the persistent exclusion
and marginalization of racial and sexual minorities, the HIV/AIDS epideanit the looming
threat of nuclear destruction as the Cold War escalated into the 1980s. Their refusal to be legible,
contained, or governed posed a scathing critique of the status quo, transgressing even the limits
of acceptability within their own alteative communities. Surpassing the material plane of their
immediate surroundings through spiritual mechanésmften accompanied by an emerging

thread of sciencéiction imagining® required these artists to redefine their relationship with
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corporeality as presentness while also envisioning alternative futures, including conceptions of

life after death.
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Conclusion
Exhibitions and research projects dedicated to the retrieval and preservation of non
hegemonic spiritualities in Latin America and the Caribbean have gained prominence in
museums both nationally and internationally over the past decade. These engaganeats s
art historical and curatorial responses to shifting societal attitudes toward spirituality as a vehicle
for creative expression, healing, community organizing, ecocritical projects, and sociopolitical
resistanceParadigmatic in this conversatioredhe exhibition®NKAME: A Retrospective of

Cuban Printmaker Belkis Aypheld at El Museo del Barrio in 2017, afwé Bahia: The Power

of Art in an AfreBrazilian Metropolis pr esented at the University

Fowler Museum in 2018. Also at EI Musdel Barrig t hi s y e MesfresDide x hi bi ti or

Spiritual Formo f f er s a monographic | ook at the arti
Reasserting the centrality of Afdiasporic belief systems such as Abakua and Candomblé in the
work of contemporary artists in Cuba and Brazil, these projects have deepenadaystanding

of their philosophicalpntological, and societal rolésAdditionally, the Musée du Quai Brarily
Jacques Chirac launch®isions Chamaniquean exhibition dedicated to artistic and creative
expressions associated with Ayahuasic#agé ceremonies in the Peruvian Amazon. The show
prominently features the work of artists such as Pablo Amaringoucaler of the painting

school UskeAyar in the 1980s, and Sara Flofds. Mexican studies, modern art expatriates

Leonora Carrington and Remedios Varo have been receiving increased recognition through the

! Patrick Arthur Polk et al., edsAxé Bahia: The Power of Art in an AfRrazilian Metropolis(Los Angeles: Fowler
Museum at UCLA, 2017XKatia Ayon, ed.Nkame: Belkis Ay6(Madrid, EspafiaTurner, 2010).

2David Dupuis,edYi si ons chamani ques: arts degPalispFaapca:MMuséesdaa e n
Quai BranlyJacques Chirac; Réunion de musées natioaxd Palais2023; Luis Eduardo Luna El farte

visionario dePablo Amaringq la Escuela de Pintura Amazénica Uskgar: cronica de un proyecto (19859 94 ) , 0o
in Boletin Cultural y BibliograficoBiblioteca Luis Angel Arangeed.Julian Sanchez Gonzalez, vol. 57, no. 104

(2023): 4565.
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lens of spirituality in projects such &ke Tarot of Leonora Carringtoinom 2022 andRemedios
Varo: Science Fictionsan exhibition held at the Art Institute of Chicago in 2023. Meanwhile,

the catalogue raisonné of Cuban abstract and mystical painter Rafael Soriano was published in
2024, and a major retrospective of Wifredo lcamvhose syncretic avaigfarde forms shapetie
course of modern &tis set to open at the Museum of Modern this year as weff In

Colombia, the exhibitionBe lo espiritual en el arteéDberturg held at the Museo de Arte

Moderno de Medellin in 2016, afZhrlos Rojasabriendo el sistemahown at the Museo de

Arte Moderno de Bogota in 2018, signal a growing interest in alternative spiritualities and
epistemologies within modern and contemporary art.

At the Museum of Modern Art, Inés Katzenstein, Curator of Latin American art and
Director of the Patricia Phelps de Cisneros Research Institute for the Study of Art from Latin
America, is currently devel opi nglSteansinoj ect
Twentieth Century Latin America and Caribbean Art, 2929 7°0 wa8 fortunate to work as
t he pr o Reseaictbeflow for artveeyear period from 2022 to 2024, developing the
conceptual building blocks and scope of this endeavor connectingdisfsporic, Indigenous,
Catholic,Jewish,and pagan belief systenmsthe arts across\ast region and comprehensive
time spanTogether, we buila cohort of research fellows and network of scholars and curators
from numerous countries to discuss the state of the art of the renewed relationship between art

and spirituality in the region, accounting for the perilesdentialist tropes and the pervasive

SThe Rafael Soriano F CataajeRaisomm)2028.URRaf ael Sori ano:
https://catalogue.rafaelsorianofoundation.org/

“Mar 2 a IDelo éspiriual eriiel arte. Obertuy2016 Museo de Arte Moderno de MedellldRL:
https://archive.org/details/de-espiritualen-el-arte-obertura Maria lovino,Carlos Rojas: abriendo el sistema

(Bogota, Colombia: Museo de Arte Moderno de Bogota, 2018.

5 The Museum of Modern Art, The Patricia Phelps de Cisneros Research Institute for the Study of Art from Latin
America, fABridging the Sacred: Spiritual Streams in
7 0. 0 htpR:Uwww.moma.org/research/cisneros/resesmpits/bridgingthe-sacred
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colonialist and modernist dynamics of indiscriminate approprialibrough a series of internal
study sessions, reading groups, and collection viewings we established fruitful insights in the
way that artists engaged with spirituality throughtnet development of modern artistic pracsice
in the region. A series of public engagements based on this research project will further expand
the growing scholarship and curatorealdeavors which takspirituality as a legitimate site of
research and inquiry in the arts.

My contributionstd he @A Br i d g ipnogectweneanotvaed byang own
research on spiritual promiscuity as a theoretical framewdsktterunderstand the public
performative repertoires of artists in the Americas and the Caribbean during the 1970s and
1980sAs outlined in this dissertationds case st
importance ofnterdisciplinary research #tecrossroads of art history and comparative religious
studies, where intermediality, intersectionality anerispirituality serve as tools to reimagine
new models for cultural and sociopolitical associatiod coalition buildingn times d political
hardship.This challenging context featured a growing disenfranchisement and disenchantment
due tovarious circumstances, includiagack of political participation and guerrilla warfare,
conditions of coloniality and postcoloniality, and the growiagial and economimequality and
segregation in sprawling urban centés.l hope to have demonstrated, artists aammunity
organizers working through a spiritually promiscuous ethos opttateugh asocially engaged
perspectivavithout overtly determining their discourse in sociopolitical narratives, leading to the
creation of innovative visual and corporeal langudediscussig the Primer Congreso
Mundial de BrujeripAkuzurw s e a r  landthesacroprefane work oétti Allyn, Jerry
Dreva, Alice Bag, and Gerardo Velazquthe argument highlightdtbw this strategic,

purposefulgenre and spiritugdermeability challenged thenstrainingdentity politics of the
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multicultural eraEngaging with the traditions of public theater, the carnivalesque, and the

festival, these different actors resortec¢dapacioustrategies of blurring, opaqueness,

masquerading, and abjection to consciously resist categmgdhadtions ultimately attempting to

debase monolithic racial, gender, class, and aesthetic hieraRbigggining their engagement

with identity politics as well as the expecta
respectability was thereforeqaeering, controversigilatform to reject mechanisms of social

control.

As we enter a new cycle of political hardening and spiritual renaissance in the arts not
unlike the one lived during the 1970s and 1980s, it is worth pondering the value of the syncretic
based strategies of spirit stadndgrassooots coromunittesy f or
At the heart of this project, therefore, lies a desire to steer from a theoretical and historical
standpoint a contemporary conversation around art, spirituality, and politics that still needs to see
beyond racial and cultal anchors propelling the discourse into broader categories of sacredness
and transcendence as platforms for strengthening community and social cdbéfgoemt from
a universalizing or utopian modernist treatment of spiritualityre artsthis proposition is
squarely rooted in the irresolute and at times contradictory cultural clashesvaddeen and
postmodern eg highlighting, nonetheless, queer permeability, curiosity, and acceptance as a
method to approach otherness with an ethics of care and reSpaechoment when racial,
gender, and sexual theoretical propositions have proved insufficient to build strong coalitions
among liberals and tHeft andis under attack and grueling scrutiny by conservative and
authoritarian forces,ew models for social engagement are desperately neksl@dstrategy to
supersede the protraction of the state of identity politics today, a spiritually promiscuous

platform would be less interested in effacing difference by subsuming identity categories in new
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redefinitions but rather departing from culturally specific notions of what is most sacred and
valuable to establish analogies and points of departure for communion and jointEason.
proposition is above all an exercise in radical imagination ltlyatirtue of its unorthodoxyhas

the potential to supersede persecution and yield into newly found coalitions and expressions of
solidarity across cultures. While the specificities of how this series of interactions might develop
in a broader sociopoliticglatform of civic engagement are outside the scope of this dissertation,
the public performative repertoires explotezteinopen avenues for further inquiry based on

their thematic interests as well as operating strategies.

A transversal exploration in the case studies discussed in this study seeks to redefine the
physical constraints of the bodlywhether racial, gendered, or sexuahrough various artistic
expressions and metaphori cal mbmoedifferesceinthieh e Con
shadowdia | a sombra de | o diodfpmoposes a mayfd submesiomor y a
into darkness as a means of transcending preconceived notions of the unknown. The interplay
betweersombraandasombrg or the shadows containadthin wondermentencapsulates a
conceptual proposition in Spanish that resonatesidthu ar d Gl i ssant dés | ater
opacité(opacityp a stance that acknowledges and accepts the hidden and irresolute aspects of
ourselves and others as historically creolized, hybrid béifips. dematerialization of the body
in the absence of light and the presence of darkness parallels the way Chicana/o/x artists have
contended with public perceptions of their culture as phantasmagoiacked by invisibility
despite their essential contribartis to U.S. natiotuilding. By appropriating and subverting this
imposed obscurity, poshovimientdChicana/o/x artists devised strategies of bodily

reformulation that embraced an oppositional aesthetics of death and the afterlife. This included

6 Edouard GlissanPoétique de la relatior(Paris, France: Gathard, 1990), 203.
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Al i c e B a gligesselifashmaming and skeletal or skull motifs drawn fr@a de los
muertosiconography. Artists of the same generation also developed an interplanetary and
galactic aesthetic, reclaiming the derogatory label of "alien” to assert cultural difference as an
otherworldly forceThes e Chi cana/ o/ x explorations, in tu
futuristic designs during her years in London, where she foregrounded expansive, deconstructed
fabrics as both empowering and protectivengamts, particularly for Black women. Her
engagement with dematerialization deepened upon her return to Port of Spain, as she gained
greater insight into the sacred world of Afit@sporic spiritualities, leading to the evolution of
her practice as a perfaance artist. Seen together, these corporeal redefinitions were rooted in
the intersections and interactions of multiple spiritual systems, includingdfdsporic, East
Asian, Catholic, and pagan traditions.

Alongside these bodily redefinitions, the three chapters outlined a conscious
appropriation of negativend queernesthetics, using performance and installation art to express
interspiritual connections. Unconventional and unorthodox, this oppositional artistry employed
various communicative mechanisms, including public shock, desacralization, sexual fetishes, and
deomnstructedformsA k u z u r uds i ncor po-gaade aestheticof Jape
privileged organic materials, asymmetries, andaexied volumes, offering an original approach
to Afro-Asian fashion design. Her garmedtspped, cropped, and knoti@dften appeared
unfinished and exploratory, evoking Afchasporic creative intermediality. At the same time, her
work resisted a monolithigfrocentrist perspective, instead reflecting multiple instances of-Afro
Asian spiritual and cultural solidarities forged in both Trinidad and Engkhasdnilar dynamic
shaped Vel 8zquezb6s i magery and perforeances w

footsteps of Asco by challenging the boundaries of respectability and sexual norms within
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Chicano culture. Embracing popular imagery of the devil, BDSM practices, and sexual fetishes,

t he bandds s aé thoughepglemcal soughtdosintetragatentte very definition of

the sacred, both individually and collectively, as reflectedin¥ez quez 6s t heol ogi ca
By framing "witchcraft” as an umbrella term for the radical embrace of alternative spiritualities
and epistemologies, the Congress drew considerable attention in a predominantly Catholic and
conservative Colombia. Its conteus theme aligned with the provocative public actions of
Nadaismo in the late 1950s and early 1960s, particularly those directed against the most rigid
factions of the Catholic Church. Witchcraft also served as an expansive conceptual framework,
allowingthe Congress to create a permeable space for exhibitidang and ritualistic

performances that blurred the boundaries betweaaléed high and low arfhrough the

embrace of negative aesthetics, these three case studies actively questioned aerd thdefi

tensions between sacralization, desacralization, and resacralization, drawing attention to both the
body and its immediate surroundin@$ie link between negativand queeaesthetics and the

notion of the mundane sacred becomes evident in the analysis of these three chapters,
establishing a complimentary rather than mutually exclusive relationship.

The active interplay between sacred and pagan themes throughout this dissertation
highlights artistsd visual and corporeal stra
Nada2smods frequent use of the wor dmefnpersophet 0
of the movement challenged religious dogma while elevating the poet, writer, and artist as
visionary figures dreaming of a new society. Similarly, after organizing the Congress, Gonzalez
Restrepo became popularly knownEd8rujo or The Sorcerer, reinforcing his persona as a
countercultural figure with access to alternative knowledge and tiaottieeir performative and

installation works, Jerri Allyn and Jerry Dreva repeatedly employed transubstantiation
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mechanisms, embodying the figures of nuns and priests to render themselves holy. Drawing on a
Baroque sensibility of sensory stimulation, they created participatory experiences that invited
immersion and corporeal interaction through performances and @vielnts. Dreva, in
particular, hijacked the mass reproduction mechanisms of popular culture, positioning his
persona at the intersection of iconicity and iconoctasttimately challenging how sacred
figures emerge in the public imaginati@perating witin a similarly communal and interactive
ethos, A k u z u r ubs scul ptural and painter
relationships with their bodies, functioning as sacred accoutrements. By bringing an
ot herworl dly per s pec timentehertpractid® hsaectkthewarnedefemingie e mb
in connection with the natural world as a formidable force. As art historian and d<edlier
Jones argues in relation to Sen‘da kNeingudi s uw
deconstructed and reconstructed designs work to recompose Black womanhood in the wake of
the historical traumas of slavery and colonialiinis dissertation thus contends that in
embodying these acts obrporeakransformatiorand substitutiopartistschallenged dominant
narratives perpetuating social hierarchies as the status quo. This critical position opened a space
for engaging wittprocesses of recovery and healirgm an inhabited space alterity and
marginalization.

The fifth and final commonality | wish to highlight among these case studies is their
engagement with theater and theatrics to simulate alternative ywoHath, through ritualistic
utterances, became realities by virtue of their relational nature. By merging scholarly research

with performative actions and convening a lasgale gathering that functioned as a

" Kellie JonesSouth of Pico: African American Artists in Los Angeles in the 1960s and (D#fleam: Duke
University Press, 2017202.See:Anne Anlin ChengSecond Skin: Josephine Baker and the Modern Syrface
Second edition (New York, NY: Oxford University Press, 2023).
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performance, the Congress created the conditions for experiencing reality anew. Employing
strategies of spectaculariyboth celebrated and contested at the dirtiee event challenged and

blurred notions of authenticity, posing an epistemological challentiestrationalist,

Enlightenment view of knowledg&.i mi | arly, A k u z u r wubs part
Notting Hill carnivals, both as a dancer and designer, engaged with the multimedial experience

of masquerade to inhabit critical public spasb®re gender and racial visibility were at stake.

At a time when womenés participation in Trini
transgressing norms of respectability, and when the-éfteporic celebration of carnival in

London was emerging fromaont est ed decade, A k u Dd u r wubs
alongside the women she collaborated @ittignaled shifting grounds for inclusivity and access

in both contextsin California, the staged performances of Bag and Velazquez generated bursts

of energy that resembled experiences of ritualistic ecstasy, fostering a sense of communion with
their audiences in a dynamic feedback loop mediated by sound and theatrical personas. Rooted in
their engagement with religious and spiritual studies, both Chicanperformers accessed this
communal experience from different an@leshether by invoking magic, witchcraft, heightened

sexual arousal, or the channeling of overwhelming emotions such asTEaiger.together, these
instances reflect a profound commimhéo selffashioning, infusing installation and

performative actions with symbolic meaning and enabling participants to experience them as
shared, transformative rituals. For these case studies, expressing art through sensorial and
synesthetic meadsor A Tot al oWasrcéntrabtdé corAmunicating experiences of the

sacred and the transcendent. Though highly sophisticated in their artistic intent, these works also
draw upon primal forms of human ritualistic interaction, underscoring the essentidl role o

relationality and community in artistic expression.
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By examining the intersections of spirituality, art, and community building in the 1970s
and 1980s, my dissertation proposes that a public performative repertoire must account for
strategies of dematerialization, negative aesthetics, substitution andbstamgiation, and
theatrics and sefashioning. As a hemispheric study spanning archival materials across seven
cities in four countries, my aim has been to demonstrate that this repertoire is not an isolated
phenomenon but rather part of a broader hisdbtrend that warrants deeper scholarly
engagemenilThe disciplinary stakes for art history and comparative religious studies are
particularly significant, as scholars from both fields are increasingly recognizing the value of
crossdisciplinary inquiry. Art historical discourses on materiality are enrgchatigious studies,
just as theological frameworks are providing art historians with more nuanced approaches to
spirituality as an integral dimension of human creatiitypm a socially engaged peespive,
this study presents interspirituality and spiritual promiscuity as platforms for solidarity and
coalition building. While this dissertation marks a first attempt at theorizing, through a queer
lens, the role of spirituality in performance and iliateon art, it also serves as a signpost for
individual and collective action toward more inclusive and sustainable futiitesately, it
calls for attunement to the spiritual worlds of others, offering an approach to bridge differences
and foster deepainderstanding through our shared experiencegat we consider to be

sacred, or not.
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Figures

Chapter 1

Figure 11 - Alejandro Obregén Rosgposter for thérimer Congreso Mundial de Brujeria, 19Dgital
color print,23.6 x 39.3 i(60 x 100 cny. Private collectionBogota, Colombia.
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CINE FANTASTICO

Agosto 24 “"EL GABINETE DEL DOCTOR
CALIGARI"”, (1919); de Robert Wiene

Agosto 25 “NOSFERATU EL VAMPIRO"
(1922), de Friedrich Murnau

Agosto 26 “LA NOCHE FANTASTICA"
(1942), de Marcel L Herbier

Agosto 27 y 28 “LOS VISITANTES DE LA
NOCHE'" (1942), de Niarcel Carné

Agosto 29 y 30 “ORPHEQ" (1950), de
CINEMATECA DISTRITAL Jean Cocteau
{Planetario Calle 26 Carrera 7 - Tels: 32-30-85 y
81-10-18) Agosto 31 - Sepbre 1o, "JULIETA O LA
e) ; abado:3:30-6:30 y8:30p.m /E DE LOS SUENOS" (1951}, de
\ D / ¢ 00-5:00 y 7:00 p. m. e 6

Figurel2-Br ochure for the ACine Fant8sticodo Festival
collection. Courtesy of Roberto de Zubiria.
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Figure1.3 - Exhibition view of the Salén de Arte Brujo at the Primer Congreso Mundial de
Brujeria, 1975Digitized negativeEl Espectadophotographi@archives Bogota, Colombia.
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FPFC 00:03:16:22

Figurel.4 - Video still of the installation of the Sal6n de Arte Brujo at the Primer Congreso Mundial de
Brujeria, 1975Digitized film strip of documentarypy Francisco Norden, Patrimonio Filmico
Colombiano Courtesy of Roberto de ZubiriBogota, Colombia.
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Figurel5 - Nirma Zéarate and Diego Arango Ruiz, Untitled, 193iscreen print, 7/6®26.9 x 38.5 in
(68.5 x 98cnn. CourtesyMuseo de Arte Moderno de Bogo@olombia.
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Figurel.6 - Beatriz Gonzalezl a iglesia esta en peligrd976. Silkscreen print, 22/281.4 x
19.6 in 64.5 x 50 cnp CourtesyMuseo de Arte Moderno de Bogo@olombia.

324



Figurel7-Her nando A T e Bedallamuedpuertal97a.Rolgchrome balsa
and cedar woods with stone or crystal fixtuga9 in (60cm) in height. Photo by
Hernan Diaz. Private collection.
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Figurel8-Her nando A TeAjAayme Levyd9657 Draavingg3®.d x 27.5in100 x 70
cm). Photo by Federico Orozco. Private collection.
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FPFC 00:01:56:08

Figurel9-Vi deo st i | | LahbradelaguslarrBtthe Pramer@sngreso Mundial de
Brujeria, 1975Digitized flm strip of documentarpy Francisco NorderPatrimonio Filmico
Colombiano. Courtesy of Roberto de ZubiBagota, Colombia.
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Figurel1.10 - Luis Durier,La hora del aquelarrédetail), ca. 1975Acrylic on canvasdimensions
unknown.Image originally published iRevista CromaBiblioteca Nacional de Colomb&rchives.
Bogota, Colombia.
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Figure1.11 - Luis Durier,Carmela Murciélagpca. 1975Acrylic on canvasdimensions unknown
Image originallypublished inRevista CromasBiblioteca Nacional de Colomb&rchivesBogota,
Colombia.
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Figure1.12 - Attendee to the Primer Congreso Mundial de Brujeria, 1Pf6to by Madalena Schwartz
for Revista PlanetaBrazil. Digitized negativeCourtesy of Instituto Moreira SalleSdo PaulpBrazil.
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Figure1.137 Guides to the Primer Congreso MundialBtejeria 1975. Photo by Madalena Schwartz for
Revista PlanetgBrazil. Digitized negativeCourtesy of Instituto Moreira SalleS&o PaulpBrazil.
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Figure 1.14 Guides to the Primer Congreso MundialBtejeria 1975. Photo by Madalena Schwartz for
Revista PlanetaBrazil. Digitized negative. Courtesy bfstituto Moreira SallesSao PaulpBrazil.
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Figurel1.157 Video still of Beatriz Vet-Tanéduring her presentation and performance of Maria Lionza
rituals from Venezuela at the Primer Congreso Mundial de Brujeria, D8jibzed film strip of
documentary by Francisco Norden, Patrimonio Filmico Colombiano. Courtesy of Roberto de Zubiria.
Bogota, Colombia.
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Figure 1.Bi Fel i za Hubebg detRpsenagy the Salén de Arte Brujo, Primer Congreso

Mundial de Brujerial975 Digitized negativePhoto by Madalena Schwartz feevista PlanetaBrazil.
Courtesy of Instituto Moreira SalleSao PaulpBrazil.

334



Figurel.17 - Feliza BursztynEl bebé de Rosemarga. 1972Installation with metallic bed frame, black
fabric, and internal enginé9.6 x 37.9 x 24.8 inl26 x 965 x 63 cn). Private collection. Photo by
Ernesto MonsalveCourtesy of Oscar MonsalvBogota, Colombia.

335



PQUELARRE

TionColst STEMPIE-

E%

Figure1.181 Alejandro Obregdén Roséaquelarre ca. 1974Ink on paperCollection of Maria Teresa
GuerreroBogota, Colombia.
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Figure1.19 - Installation shot of the exhibitioN a d e r 6 & théSaldqun tie Arte BrujoRrimer Congreso
Mundial de Brujeria, 197®igitized negativeEl EspectadophotographiarchivesBogota, Colombia.
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Figure 1207 Vevedrawingsfor theN a d e r 0 exhibifianptthé Salon de Arte Brujo, Primer
Congreso Mundial de Brujeria, 19T3igitized negativePhoto by Madalena Scwhartz fleevista
Planetg Brazil. Courtesy of Instituto Moreira SalleS&do PaulpBrazil.
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Figurel.21 - Lyonel LaurencealRara 1975. Acrylic on canvag3.9 x 15in {11.7 x 38.1 cm
Courtesy oMyriam Nader Art GalleryMiami, Florida.
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Figl22-Jean Baptiste Romain giving his | ecture i
Primer Congreso Mundial de Brujeri®75.Digitized negativePhoto by Madalena Schwartz fRevista
Planetg Brazil. Courtesy of Instituto Moreira Sall&io PaulpBrazil.
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Figurel.23 - Video still of Jean Baptiste Romabeing introduced by Father Francisco Montoya
Arangoat the Primer Congreso Mundial de Brujeria, 19§itized film strip of documentarypy
Francisco Norden, Patrimonio Filmico Colombia@ourtesy of Roberto de ZubiriBogota, Colombia.
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Figuresl.24 - Installation shot otheN a d e r 6 exhibii@natttie Salén de Arte Brujrimer
Congreso Mundial de Brujeria, 193igitized negativeEl Espectadophotographi@archivesBogoté,
Colombia.
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Figure 1.5 - Video still of a work by Paul Nemours at tNea d e r 6 exhibiienjatithe Salon
de Arte Brujo,Primer Congreso Mundial de Brujeria, 19&gitized film strip of documentary by
Francisco Norden, Patrimonio Filmico Colombia@ourtesy of Roberto de Zukar Bogota, Colombia.
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Figure1.26 - Paul NemoursCogs en una junglaundated. Oil on canvas, 20 x 24(50.8 x 60.96 cm)
Courtesy of Myriam Nader Haitian Art Gallefyliami, Florida.
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Figurel.27 - Vodou ritual performedby the Ballet Bacoulou d'Hfa atthe PrimetCongreso Mundial de
Brujeria, 19B. Courtesy ofGetty Images, The Chronicle Collection. Photo by John Br@olFE
Magazine.
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Figure 128 - Vodou ritual performedby the Ballet Bacoulou d'Hfa atthe PrimetCongreso Mundial de
Brujeria, 1975Digitized film strip of documentary by Francisco Norden, Patrimonio Filmico
Colombiano. Courtesy of Roberto de ZubiBagota, Colombia.
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Figure 1.29 - Candomblé ritual performed at the Primer Congreso Mundial de Brujéiia,Digitized
film strip of documentary by Francisco Norden, Patrimonio Filmico Colombiano. Courtesy of Roberto de
Zubiria. Bogot4, Colombia.

347



Figure1.30- Candomblé ritual performed at the Primer Congreso Mundial de Brujeria, Digitized
film strips of documentary by Francisco Norden, Patrimonio Filmico Colombiano. Courtesy of Roberto
de ZubiriaBogotéa, Colombia.
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Figure2.17 Ak u z ur uSMOKETranslucency of Spiritt999. Performance and garment designs.
Goethe Institute, Lagosligeria.Color photographCourtesy of the artisRort of Spain, Trinidad and
Tobago.
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Figure2.27 Ak u z ur uSMOKETranslucency of Spiritt999. Performance and garment designs.
Goethe Institute, Lagos Nigeri@olor photographCourtesy of the artisPort of Spain, Trinidad and
Tobago.
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Figure2.3- Ak u z ur u, Untitled, ca. 19 Raw silk and found organic materia®olor photograph.
Courtesy of the artisPort of Spain, Trinidad and Tobago.
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Figure2.4- Ak u z ur u, Untitled, ca. 199 Courtesy of the artis€Color photographPort of Spain,
Trinidad and Tobago.
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Figure2.57 Ak u z ur uVICISSITUDE caresses the MANGO SEED in my CALABAS®9.Courtesy
of the artistColor photographPort of Spain, Trinidad and Tobago.
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Figure261T A k u z u r u performing AEl ectricity, 06 des
Band with the Yaa Asantewaa Cultural Centre in Notting Hill, London, 1Big¢k and white
photographPhoto by Tony BoyceCourtesy of A k u z u r (Port of Spain, Trinidad and Tobago.
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Figure27i Af ra Raymond performing AAh Have a Mind, 0
Inventors Band with the Yaa Asantewaa Cultural Centre in Notting Hill, London, B&8&%k and white
photographPhoto by Tony Boyce. Courtesy of A k u z u Part of Spain, Trinidad and Tobago.
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Figure28i Af ra Raymond performing AAh Have a Mind, 0
Inventors Band with the Yaa Asantewaa Cultural Centre in Notting Hill, London, C&8at.
photographPhotographer unknowourtesy of Greta Mendezondon, United Kingdom.
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Figure2.91 Tam JosephSpirit of the Carnival1988. Color screenprint, 3x340.% (77 x 103 c¢c m)
Victoria & Albert Museum. London, United Kingdom.
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