LA SANGRE LLAMA
ARTIST MARCIA X

METHODOLOGY
Phenomenology
Hermeneu-cs
Intersec-onality

How they create one basis for me to work through, even if I don't fully understand how to locate
subjec-vity through them all.

THE RUPTURE
“As a country, we are taught to have a concep3on of “America” (meaning
North, Central, South and the Caribbean) as having no historical signiﬁcance
un3l the coloniza3on of the con3nents and islands. It is important that we
frame the moment of contact between Europe and the Taino people as a
trauma3c ﬁssure in the islands’ story, and today is only one of many days when
its people are mending it back together. This ﬁssure forced upon the colonial
subjects of the Caribbean and the rest of the Americas, in par3cular with
Indigenous and African women, created the means in which we view these
bodies even today. Used for labor, reproduc3on, entertainment, and fe3shized
sexual arousal, African and Indigenous women became the vessels in which
violent patriarchal ideas of submission and sexuality were carried through.” Pg
6

EXISTENTIAL-CULTURAL CRISIS OF THE DIASPORA FOR FEMMES/WOC
DEFINITION

“I define this as a daily inability to live freely in an acceptance and
understanding of oneself within the dominant white supremacist, colonial
and patriarchal society that is the Western world. Additionally, since they
are women and/or femmes, they are unable to inhabit their worlds without
ruptures, or a thick sense of not-being-at-ease, for not only must they be a
Woman of Color, they must be so in relation to hetero-sexual white men
and white women.” pg 9

UNDERSTANDING CONTROL &
DOMINATION THROUGH ART
CASTA PAINTINGS

The development of race within Hispano-Luso
colonialism
Too many mixtures, blurring of social lines
Need to control populations, Enlightenment era
practice of human classification
Mejorar la sangre, blanquimiento

UNKNOWN ARTIST

UNDERSTANDING CONTROL &
DOMINATION THROUGH ART
CASTA PAINTINGS

“My purpose in introducing this analysis is to
demonstrate the incep4on of these controlling images
and fables in rela4on to Black women’s bodies, and
what these crea4ons meant to Euro-American and
European society in their role as enslavers, and how
these crea4ons impacted Black womanhood as a
whole. Through this analysis, we can understand how
miscegena4on, a fear born out the whites ma4ng with
the “Other”, and speciﬁcally Iberian fears of “fear of
'Blackness'” as a condi4on was ar4culated in tropes
that drew from concepts of limpieza de sangre or
purity of blood. …
UNKNOWN ARTIST

UNDERSTANDING CONTROL &
DOMINATION THROUGH ART
CASTA PAINTINGS

The results and the supposed concrete pathology of
Black women and their ‘Otherness’ would permeate
into the fine art of the time and in the following eras.
This exploration allows us to understand in short how
Europe began to see itself as binarily opposed to its
subjects of color. Moreover, the foundation in which
Black womanhood begins to manifest in art provides
for me as an artist an understanding of one part of the
fissure of agency of Black women in society had, and
also its contemporary forms.” (AMX, 22-23, 2019)

UNKNOWN ARTIST

NEW ALLEGORIES, SAME
BODIES
Constant development of Black & Indigenous
womanhood within the Euro-American imagina=on
Emergent allegories in literature and art connected to
Black women’s bodies
Manet and Picasso are two points of departure for my
studies

PORTRAIT D’UNE NEGRESSE, MARIE-GUILLEMINE BENOIST, 1800

LAURA
ÉDOUARD MANET (B.1832)

THE LADIES
ANTHROPOMETRIC PHOTOGRAPHY AS A TOOL OF EMPIRE
LES DEMOISELLES D’AVIGNON BY PABLO PICASSO (B.1881)

“BODIES THAT TALK BACK”

“BODIES THAT TALK BACK”

“Part of what makes the black female body uncomfortable
for audiences is the fact that it has been over determined for
centuries. It carries a long history of abuse, and has been the
object of mul<ple projec<ons. It signiﬁes too much, and
audiences are pressed to understand the historical memories
that two voices, at least, have inscribed on these bodies; the
anthropo-scien<ﬁc lexicon, and the silent, and at <mes
obsessive, lexicon of desire and lust.” (Kouoh 2015)

“BODIES THAT TALK BACK”

Presented in the following chapter are Black women artists from various
geographical locations of the African diaspora, staging assorted modes of
Black female subjectivity throughout their respective ethnic and cultural
approaches. I chose to research Black women artists that incorporate their
bodies and the figures of Black women in order to subvert populist white
supremacist ideas about their bodies and Black womanhood. The work of
Black women often varies from more conventional feminist art regarding
the female body, in which Black women (and by extension Women of
Color) are often excluded from being framed within the same canon, an
act of separation based upon race and gender that suggests the two are
mutually exclusive. “I am talking about the body that is marked by racial,
sexual, and class configurations. It is this body, this fleshy materiality, that
seems to disappear from much of the current proliferations of discourses
on the body.” (Bakare-Yusuf, McMillan 2017)

CALLS, RESPONSES AND AGENCY THROUGH DRESS & AFRO-RELIGIOSITY
AWILDA STERLING DUPREY
SIMONE LEIGH
MARÍA MAGDALENA CAMPOS PONS
DANCE
MOVEMENT
DRESS
FORMS AND MOVEMENTS AS ACTIONS
AFRO SYNCRETIC RELIGION AS EMBODIED ACTS AND PRACTICE OF RESISTANCE

PHOTOGRAPHING FRAGMENTED BODIES
IN A SCATTERED LANDSCAPE

Ingrid Pollard
Nona Faustina
Carrie Mae Weems

Corporeal relationships to lands

“My purpose with my own art prac2ce has always been to be a part of
the wider dialogue other ar2sts are having. For Chapter Three, I
carefully chose the work of Black women across method, material, and
the diaspora in order to understand the mul2-faceted ways Black
women can express themselves and s2ll be in conversa2on with one
another. It also demonstrates that Trans-Atlan2c memory lives and
breaths in the works of Black women from Puerto Rico to Oregon,
USA; they truly are the carriers of culture. The diaspora is wide and
vast, our histories and cultures are threads of memory that tug on
Africa’s shores, binding us into one song. Their works provided me
with examples of not only how to gain agency in my body to suture its
fractured representa2ons, but also have a rela2onship with my
materials and how to subvert a space with presence.” (AMX, 87, 2019)

La Llotja

Parc Ciutadella

THROUGH OUT MANY CITIES IN EUROPE ARE MONUMENTS, SITES AND ICONS
THAT ARE LEGITIMIZED AND AS OF LATE QUESTIONED, IN REGARDS TO THEIR
HISTORICAL SIGNIFICANCE AND RELEVANCY, ESPECIALLY IN REGARDS TO THEIR
COLONIAL HISTORIES. AS A MEMBER OF THE PUERTO RICAN DIASPORA, MY
INTERESTS LIE IN LOCATIONS THAT ARE DIRECTLY RELATED TO THE ISLAND’S
EARLY COLONIAL HISTORY WITHIN THE CITY OF BARCELONA.
LA SANGRE LLAMA IS A PERFORMANCE WORK IN WHERE AFRO-INDIGENOUS
SPIRITUALITY AND PERFORMANCE ARE TOOLS USED TO CONFRONT
ARCHITECTURAL SYMBOLS OF THE POWER OF THE STATE. I AM INTERESTED IN
OPENING UP DIALOGUE BETWEEN THIS BODY [AFRO-INDIGENOUS PUERTO
RICAN] AND THE UNSEEN QUALITIES OF A BUILDING [WHERE A. LOPEZ & E.
GÜELL FOUNDED AN OPPOSITION LEAGUE AGAINST THE ABOLITION OF SLAVERY
IN PUERTO RICO], BEGINNING AT THE MONUMENT OF LOPEZ Y LOPEZ [SLAVER].

Joan Prim y Prats

