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FOREWORD:
ON THE MANIFESTATIONS AND SPREAD OF COVID-19 IN THE CARIBBEAN

3

 The first cases of COVID-19 in the Caribbean appeared in mid-March 2020. In 
the Dominican Republic, the first two cases were an Italian and a Canadian tourist who 
were staying at a beach resort in the town of Bayahibe. In Cuba, the first cases came from 
Italian tourists as well. In Puerto Rico, the Carnival cruise ship Costa Luminosa docked in 
the port of Old San Juan with an Italian female passenger in critical condition; the rest of 
the passengers, around 1,400, went ashore to explore the colonial city and “enjoy a day of 
leisure.”6 The Costa Luminosa had previously been denied entry by Jamaican authorities 
and had dropped off another sick Italian male passenger in Grand
Cayman Island. Other initial cases of the coronavirus—in Jamaica and Trinidad and 
Tobago, for example—first occurred when citizens returned from traveling to the United 
Kingdom and Switzerland, respectively.
 The spread of COVID-19 around the world was probably inevitable since its begin-
nings, but its spread in the Caribbean is particularly interesting considering its circum-
stances. All of the initial cases, the cases that triggered a fast spread throughout the region, 
can be traced back to Europe and the United States. Furthermore, most of the people with 
the virus happened to be on vacation, in cruise ships and resorts. They had come to the 
Caribbean to relax, looking for a place to escape from the troubles of the world. What 
these tourists and travelers and cruise-ship companies and hotels did not and do not 
realize is how this recent history echoes the first spread of foreign disease by European 
colonizers in the Caribbean, beginning in the late fifteenth century. A contemporary result 
of European colonization is the Caribbean countries’ economic reliance on tourism. The 
spread of the coronavirus in the Caribbean was inevitable, then; history repeats itself. 
 In the case of Puerto Rico, where the local government has set tough restrictions 
to fight the coronavirus, including a $5,000 fine for ignoring an island-wide curfew, some 
tourists still remain in quarantine on the island. These tourists can be found on social 
media posting boastful pictures of themselves luxuriating on the local beaches, which they 
call their own tropical paradise, and inventing hashtags such as #socialdistancing2020, 
#selfquarantine, and even #godsplan. They are actively ignoring laws and curfews and are 
endangering the health and lives of the island’s residents.
 When I was planning this exhibition, the new global pandemic did not cross my 
mind as being related to the Caribbean. Now, logistically, yes, changes have been put in 
place; Glimmering, Decaying has been moved to show in a virtual gallery space. I have also 
been reflecting on what the virus means for the Caribbean as a community right now. We 
are suffering once again due to the ignorance and irresponsibility of European and Ameri-
can neocolonization. I think it is important during this time to
keep in mind the relation between the spread of COVID-19 and the ongoing history of 
death, disease, decay, and disaster in the Caribbean. It is also important to maintain com-
munication with each other, and to think about what it means to be united as Caribbeans 
during this time of quarantine and social distancing. After all, we are already separated by 
our island territories.
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ESSAY:
GLIMMERING, DECAYING: AN EXPLORATION OF DISASTER IN THE CARIBBEAN

5

 Glimmering, Decaying is an exhibition that explores decay, disaster, death, and dis-
ease in the Caribbean. My desire to research this aspect of contemporary Caribbean artistic 
practices is grounded on three points that emerged for me from different channels in my 
life. 
 The first point is the 1943 horror film I Walked with a Zombie, directed by Jacques 
Tourneur and produced by B-movie horror icon Val Lewton. The film tells the story of a 
Canadian nurse who takes a job looking after the wife of a sugar-plantation owner on the 
fictitious Caribbean island of St. Sebastian. The wife has contracted a strange disease that 
makes her seem undead, like a zombie; the nurse encounters ceremonies that resemble 
vodou, which black inhabitants of the island are practicing in attempting to heal her. At the 
beginning of the film, the plantation owner, Paul Holland, tells the nurse as they sail to the 
island, “Everything seems beautiful because you don’t understand. Those flying fish, they’re 
not leaping for joy, they’re jumping in terror. Bigger fish want to eat them. That luminous 
water, it takes its gleam from millions of tiny dead bodies. The glitter of putrescence. There 
is no beauty here, only death and decay.”2 Removing the facade of mysterious beauty seen 
by so many visitors to the Caribbean who are unaware of the region’s history of coloniza-
tion and violence, I Walked with a Zombie creates instead a pessimistic, gothic environ-
ment that embraces the horrors the Caribbean is plagued with, the remnants of its violent 
history. The film casts no romantic veil over the natural landscape and does not fetishize 
the natives of the island. 

Jacques Tourneur. Jacques Tourneur. I Walked with a ZombieI Walked with a Zombie (film still). 1943 (film still). 1943.

 I acknowledge, however, that I Walked with a Zombie is no perfect postcolonial in-
terpretation of Caribbean life. It is, after all, a B-film made in the 1940s under the creative 
direction of two European men, and the vodou ceremonies shown exoticize the people of 
this imaginary island. The scholar Edna Aizenberg saw the film as an imperfect portrayal 
of “postcolonial hybridity,” a term she used to discuss modern interpretations of the Ca-
ribbean in literature and film, with the figure of the zombie as this hybridity’s symbol. For 
Aizenberg, the plantation-owning white woman transformed into a zombie “becomes a 
screen onto which North Americans can project their fantasies and insecurities,” and the 
film effects a “crucial transposition of the zombie from enslaved black victim vitiated by 
white colonization to virginal white victim menaced by black erotic rites” (the virginal 
white victim in this case being Mr. Holland’s wife).3 Glimmering, Decaying explores the 6
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problematic notions arising when postcolonial aesthetics come from a Western point of 
view, such as Lewton’s and Tourneur’s. 
 The great Caribbean theorist Édouard Glissant’s essay “The Black Beach” is the 
second point of inspiration for this project. Here, Glissant writes of the “chaotic grandeur”4 
of Le Diamant, a beach on the southern coast of Martinique that goes through natural but 
radical physical transformations depending on whether the season is humid or dry. He also 
writes of a young man living nearby who has no speech or language and does not commu-
nicate with others. Determining that this young man is the product of the island’s violent 
and disastrous history of colonialism, Glissant then calls for the creation of a language of 
chaos, a new language for a new economy in the Caribbean. He lists the reasons how and 
why the Caribbean is not a region where conventional economic languages and methods 
can apply; it is a zone of chaos and disaster. He ultimately resolves

to return to the sources of our cultures and the mobility of their 
relational content, in order to have a better appreciation of this 
disorder and to modulate every action according to it. To adapt 
action to the various possibilities in turn: to the subsistence econ-
omy as it existed on the Plantation fringes; to a market economy 
as the contemporary world imposes it upon us; to a regional econ-
omy, in order to reunite with the Caribbean reality of our Carib-
bean surroundings; and to a controlled economy whose forms 
have been suggested by what we have learned from the sciences. 5

 The language of chaos that Glissant proposes is the language that I have worked 
to apply to the exhibition and its analysis of Caribbean contemporary art and aesthetics. 
There must be a new method and language to process the disaster and chaos at the region’s 
roots. Each country, each colony, each island, has its own culture and history, but there is a 
connection in the chaos. How can artists, and how can the exhibition, build upon Glissant’s 
ideas in “The Black Beach”? The third point I would like to focus on is personal. My exis-
tence as a woman from the island of Puerto Rico is disastrous and chaotic, surrounded by 
death and disease. My body as a Caribbean woman has been fetishized and exoticized, as 
well as suffering physically from various mosquito viruses and debris and dust in the atmo-
sphere; my natural surroundings have been exploited and destroyed; my status as the native 
of a US colony is pitied. Glimmering, Decaying is a radical reclamation of the contemporary 
Caribbean art exhibition. The artists represented have their own interpretations of and 
experiences with disaster and chaos. Some steer toward an optimistic reinterpretation of 
identity, others embrace pessimism and darkness and reflect on it through their work. The 
artworks together create a conversation, a question, a prompt. The exhibition makes no 
claim, leads to no end result; it is a contradiction of sorts.
 Maximilian Juliá’s Diarios del Fango (Mud Diaries, 2020– ) is an ongoing series that 
incorporates both the preservational codes of the archive and the principle of decomposi-
tion. Here Juliá experiments with soil and plants from the Puerto Rican municipalities of 
Maricao, Aguadilla, and Rincón, creating a new type of cataloging for the flora found in 
these places, alternately the native and the invasive. Through this form of archiving, Juliá is 
grappling with his Puerto Rican and Caribbean identity, or lack thereof. He is using some-
thing as ordinary and mundane as soil to explore its relationship to his personal identity as 
7

 Maximilian Juliá. Fango de Casa: Instalación Telúrica (film stills). 2020.

well as its relationship to Puerto Rico’s complicated natural history. 
 For his video installation Fango de Casa: Instalación Telúrica (Mud from Home: Tel-
luric Installation, 2020), Juliá took soil from these western municipalities and combined it 
with acrylic polymer gel spread on matte mylar paper. These sheets are hung on thin fish-
ing wire to look as if they were floating in space. Juliá then projects an idealized image of 
the Puerto Rican natural landscape onto these sheets, blurring the image, which shows the 
mountainous regions of a property in Maricao. Through the manipulation and near decay 
of the image, Juliá plays with the romantic tropical image that has historically misrepre-
sented the Caribbean, mirroring the decay of the landscape due to overdevelopment and 
rapidly escalating climate change.
 As part of the Diarios del Fango series, Juliá has also created a kind of archival nook 
titled, Marco Telúrico (Telluric Frame, 2020), to display preserved objects and newly cre-
ated pigments made from the soil he had found in Maricao, Aguadilla, and Rincón. To 
make the pigments he put that soil through a long production process, finely grinding it, 
adding water to it, and heating the mixture in a small toaster oven. The variety of the pig-
ments results from the different textures of his soil and dirt samples, which carry histories 
of changes in the land, the population, and the atmosphere. Juliá also preserved various 
natural objects, such as a new species of bejuco plant that appeared in Puerto Rico after 
the passing of Hurricane Georges in 1998. Some of the people of Maricao have called it the 
“devil’s fruit” because of its unappealing looks and its untimely appearance after an event 
filled with disaster and death. The objects and pigments are shown in jars and are placed in 
line on a wooden frame. Behind them is a digital photographic print showing an idealized 
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image of a tropical landscape, the green and lush mountainous countryside of Puerto Rico. 
Juliá’s objects and pigments represent the results of a conceptual experiment with Caribbe-
an natural histories. Juliá is becoming his own tropical explorer, unveiling and revealing his 
own identity. 
 Jonny Negrón’s paintings incorporate elements of cartooning (he cites Looney Tunes 
and the Teenage Mutant Ninja Turtles as influences) to address the grim effects of disaster, 
or, more specifically, to cope with them in the wake of Hurricane María. Negrón’s work 
relates to his identity as a Puerto Rican-born, New York–raised, Los Angeles-based painter. 
In his series A Small Map of Heaven (2018) he addresses, through the medium of paint-
ing, both the physical and the emotional debris left by the passing of Hurricanes Irma and 
María. 
 Bendito (2018) shows two figures. A woman sits on a stone wall; her long black hair 
is dripping wet, her face is exhausted. Her hands, manicured with long purple nails, hold 
onto the body of an old man lying on her lap. The woman’s feet are submerged in polluted 
water filled with debris. The scene around them is a disaster zone, with trees, utility poles, 
and power lines swaying in the leftover breeze and heat after the storm. Negrón has said of 
the piece that he was inspired, as in many of his works, by his grandmother, who was living 
in Puerto Rico when Hurricane María passed. Here she is depicted as a younger, stronger 
woman, which Negrón says reflects her spirit. The direct translation of the work’s title, 
Bendito, is “holy,” and the woman carrying this dying man adopts the pose of Michelange-
lo’s Pièta. But the title also has meaning as a Puerto Rican expression of empathy. There is 
the culture of “Ay bendito,” of feeling a brief and superficial empathy for others’ pain, and 
doing nothing about it.
 Negrón’s second portrait in the exhibition, Escapee (2018), shows a muscular brown-
skinned man sitting on a rock by the ocean. His orange jumpsuit is ripped, showing cuts on 
his chest and arms. The “escapee” is a reference to the many imprisoned people who es-
caped during and after the hurricane, but the orange color of the jumpsuit recalls not only 
a prisoner but a Buddhist monk—two isolated figures who share a quality of loneliness. A 
glass Coca-Cola bottle and a plastic water bottle lie in crevices in the rock. All of this, along 
with the yellow-orange background of the sky, implies the aftermath of a disaster. 

Jonny Negrón. Bendito (left) and Escapee (right). 2018.

9

 Negrón’s style and use of color have evolved from his incessant drawing as a child, 
mostly portraying cartoons such as Bugs Bunny and the Teenage Mutant Ninja Turtles. 
His painting style is now inspired by the works of Fernando Botero and Henri Rousseau. 
Although Negrón is aware that Rousseau never visited what that French artist called “the 
jungle,” his painting nevertheless reappropriates Rousseau’s foreign and fantastical por-
trayal of the tropical paradise. In his two portraits, Negrón disrupts the notion of paradise 
and fantasy and confronts and gazes back at the European and American painter, explorer, 
scientist, colonizer. By using a personal connection, such as the figure of his grandmother, 
he is also commenting on the use of the female body as an extension of exotic fantasies. 
 Another artist who incorporates personal experience as Juliá and Negrón do is 
Ricardo Cabret, a Puerto Rican painter and computer programmer based in Queens, New 
York. Cabret’s work has evolved over time: from painting Caribbean-landscape studies in 
which he experimented with composition through the use of coding and algorithms, he 
has moved on to purely formalist experiments in abstraction. His most recent work is his 
most personal. His beginnings in landscape painting have left their mark, and he has found 
a balance between them and his work with software. 
 With his series in the exhibition, Cabret maintains his compositional use of algo-
rithms and explores wax and silicone to add texture to the canvas. El flamboyán que nunca 
te pude pintar (The flamboyán that I was never able to paint for you, 2020) was principally 
inspired by the recent death of his grandmother. She had always wanted him to paint a 
flamboyán tree for her; he never did. The flamboyán, originally native to Madagascar, is 
considered an unofficial national cultural symbol of Puerto Rico. It blooms just once a year, 
showing its bright red-orange flowers around the month of June. Cabret places a small 
flamboyán tree at the lower right-hand corner of the painting. On the surface, the image 
of the flamboyán represents a romantic notion of Puerto Rican nationalism, but it is also 
a symbol of loss and mourning. In areas toward the lower left and top of the composition, 
he was inspired by the flora found in the Guánica State Forest, such as cacti, succulents, 
and the Eugenia woodburyana, an endangered plant species native to Puerto Rico. Guáni-
ca State Forest, in the southern part of the island, is a dry forest, almost a desert (Puerto 
Rico is also the home of El Yunque, the only tropical rainforest in the U.S. national forest 
system). In El flamboyán que nunca te pude pintar, Cabret incorporates a palette of light 
pastels (pink, periwinkle, lavender), but for the muted fuchsia representing the flowers of 
the flamboyán tree and a sickly yellow in the layers of silicone and wax.
 Matorral (Thicket, 2019) is a smaller painting that leans even more toward ab-
straction. Clear wax and silicone are manifest in the texture of the painting, combined 
with splatters and lines of subdued navy blue and light gray. Without context and at first 
sight, one might be inclined to describe this as an action painting à la Jackson Pollock, but 
the meticulous placement of the lines and textures creates a composition as its title de-
scribes—a tempestuous tangle of branches, creating a chaos that is actually perfectly bal-
anced. With a combination of coding and traditional painting techniques, Cabret is creat-
ing his own language of art.
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Ricardo Cabret. El flamboyán que nunca te pude pintar. 2020.

 My personal connection with Glimmering, Decaying continues with the work of 
Juliá, Negrón, and Cabret. Puerto Rican identity is a contradiction, and similarly, while 
these artists make work that is initially pleasing to the eye, with bright colors and some-
times minimalist aesthetics, they are connected by a darkness. This is so even as their work 
is highly varied: Juliá is struggling to figure out his history by using soil, something con-
sidered to be dirt. Negrón is invoking his background in cartoons and comics to come to 
terms with the aftermath of two devastating and deadly hurricanes, as well as addressing 
the Puerto Rican diasporic identity. And Cabret’s unique painting practice gains force from 
its exploration of his inner thoughts and personal life. 
 Gaëlle Choisne is a French-Haitian artist working with video, photography, and 
sculpture. For her video piece Quand je serai morte (When I will be dead, 2015) Choisne 
used a Super 8 camera to film footage of the largest cemetery in Port-au-Prince, Haiti. The 
cemetery seems on the surface a space of calm and rest for the dead, yet Choisne’s imag-
es also contain memories of tragedy and chaos. The filming of the video was dangerous: 
thieves and drug dealers roam the cemetery, and the vodou community uses it as a venue 
to practice ceremonies. Grave-robbing is also frequent; people dig up graves to steal the 
possessions that in Haiti may be buried with the bodies.
 Choisne emphasizes that her work and practice do not revolve around a specific 
time, having no present, past, or future. The Super 8 film with which she shot shifts this 
contemporary Port-au-Prince cemetery into a timeless zone. (Choisne also used this now 
antique camera technology so as not to attract thieves.) The film, now edited into a digital 
video, is then projected onto a beaten-up offset digital printing plate, distorting the Super 8 
images and further adding a timelessness to this antidocumentary.
 In the hanging installation Peau de chagrin (Skin of Sorrow, 2016) Choisne experi-
ments with the texture of human skin as a sensitive surface, something that can be ripped 
and damaged yet that regenerates naturally. The piece combines sculpture and photogra-
phy: Choisne printed a digital photograph of composite images of natural environments 
and objects from Cuba, Haiti, Normandy, and the South of France, such as the leaf of a 
11

Haitian soursop tree and a cave in the Dordogne. The combined images create an “irides-
cent and slightly colored appearance,” showcasing various hues of blue, green, gray, white, 
and black.6 The digital print is then covered in silicone gel, making it malleable in form, 
and it is hung on golden chains.

Gaëlle Choisne. Peau de chagrin. 2016. 

 The work’s title, “skin of sorrow,” refers to Honoré de Balzac’s novel of the same 
name (1831), whose protagonist is granted a skin, a type of shagreen, that grants his wish-
es but slowly shortens his life as it decays and diminishes. Balzac imbues this “skin” with 
orientalist references by giving its surface an inscription in an imagined version of Sanskrit 
or Arabic. In a sense, Choisne is also referencing the information written on the skin with 
the photographic information printed on her sculpture. The installation expresses a phil-
osophical idea about profiting off life, as colonization and imperialism have exploited and 
profited off nature. With her use of silicone, Choisne is further commenting on the West’s 
relationship with nature: silicone is a toxic substance. 
 Peau de chagrin also involves a layer of critique in relation to issues of femininity 
and domesticity. The silicone hangs from a golden chain like that of a necklace. Choisne is 
commenting on the pageantry of modern capitalism—its “seduction against nature,” as she 
describes it, evidently leading to nature’s destruction. The silicone used in the sculpture is 
of a kind generally used as a filler in laying bathroom tiles.
 Quand je serai morte and Peau de chagrin are connected. As Glissant suggests in 
“The Black Beach,” Choisne is creating a new language of chaos. In her case she is combin-
ing elements of European literature, her Haitian heritage and African ancestry, and Afrofu-
turism, which she defines as combining “mysticism, imagination, technology, Liberation.”7

 Sofía Córdova is another artist thinking about Caribbean futures and creating new 
languages for Glissant’s chaos. This Oakland-based Puerto Rican artist uses animal taxi-
dermy, flora, urban objects, and installation work in her ongoing series Meltwater Pulse. 
Curator Candice Madey writes about Córdova’s work for her exhibition Give me your hand, 
dove, so that I may climb into your nest, held at the SJ Weiler Fund, New York, in 2019:

[Córdova shows] new natural and social systems where muta-
tions and aberrations define the norm. She radiates an optimis-
tic air that Earth’s ecosphere is resilient and regeneration 
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is inevitable. . . . [Meltwater Pulse] is the material extension of 
her interest in marginalized bodies and misrepresentations of 
gender, race, and ethnicity. . . . Historically, museological taxi-
dermy has been important for creating a scientific record of spe-
cies that are near to extinction. . . . It is notable that Córdova’s ti-
tle, Meltwater Pulse, refers to a period of deglaciation, rising sea 
levels, and rapid climate change. We are presently experiencing 
a meltwater pulse, connecting this body of work to the effects of 
climate change on the biosphere.8

 
 Córdova grabs the pessimistic elements of today’s conversations about climate 
change and the marginalization of peoples and transfers them into an optimistic future. 
Her practice also has elements of science fiction, incorporating industrial and futuristic 
aesthetics in the sculptures in Meltwater Pulse.
 Untitled (Jack) (2018) is a small sculpture consisting of a bright-orange tire jack that 
is visibly used and worn, its paint scraping off. Leaning against it diagonally is a black frag-
ment of a clothes hook. On top of these two items, and hanging onto them with their claws, 
are a pair of pewter bird’s legs. Another untitled piece, from 2018, is also small: it is a por-
tion of a water pipe with a bouquet of dried flowers coming out of the top. This pipe takes 
on both the ornamental and the functional role of a flowerpot, as well as becoming the 
natural root of the dried flowers, planting itself onto the floor. Both of these small sculp-
tures are placed on the gallery floor, as if they were naturally a part of the ground, blurring 
the lines of the organic and the inorganic. 

Sofía Córdova. They Held Dances on the Graves of Those Who Died in the Terror (film still). 2012- .

 
 They Held Dances on the Graves of Those Who Died in the Terror (2012– ) is a mul-
tichannel video installation created out of 8mm films, digitally transferred and altered 
and accompanied by music composed by Córdova. The films show abandoned and fading 
natural landscapes in Miami, Los Angeles, and Puerto Rico. The digital alterations to them 
include editing and the addition of colored filters, such as magenta, light blue, green, and 
sepia, that make each channel of video monochromatic. The original music, however, titled 
Fantasia, is the center of this piece. To write it Córdova mixed Tom Tom Club’s “Genius 
of Love” with Mariah Carey’s “Fantasy”; the two songs are connected since Carey sampled 
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“Genius of Love,” which was released in 1981, for “Fantasy,” a hit in 1995. According to 
Córdova, her own composition describes “a world where dances are held on concrete 
slabs under a dying sun and human survivors are in constant peril from each other and 
the hostile conditions they face.”9 The lyrics are sung by Córdova in Spanish. At one point 
she sings, “¿Qué vas a hacer cuando se acaba el tiempo? Me voy a divertir” (“What are you 
going to do when time ends? I will have fun”). The installation focuses on the combination 
of sound and video: the two elements are not always in sync, and the multiplicity of the 
channels generates an immersive audiovisual experience. In this way Córdova addresses 
how contemporary society has disconnected and strayed away from the natural world. 
 Adam Patterson is a Barbadian artist based in London and Rotterdam. Their work 
uses “masquerade, performance and characterization. . . [they are] interested in the trans-
formative capacity of the gaze and how particular ways of seeing, fear and desire may affect 
the emergence of self-image and self-determinacy.”10 Each of their performances incorpo-
rates a strong sense of Barbadian culture and its colonial history.
 Patterson’s performance Mangrove Village was performed in 2018 as part of “Con-
temporary Art/Contemporary Issues,” a curatorial project organized by fellow artist 
Sheena Rose in Bridgetown, Barbados. The performance was initially inspired by George 
Lamming’s novel In the Castle of My Skin (1953), a coming-of-age story of a boy living in 
pre-independence Barbados. Patterson noticed how Barbadian society has remained stag-
nant, resistant: many of the colonial dynamics shown in the novel survive today. The Man-
grove village is a place where Barbadian bodies stay idling, receiving change and denying it. 
The swamp takes over and they become half-human.
 For the performance documented in this exhibition, Patterson’s entire upper body 
and head are covered with a suit made of sargassum seaweed. The costume is a ghostlier 
version of the Shaggy Bear character that is part of a Barbadian tuk-band performance, 
which usually comprises four musicians—two drummers and performers on triangle and 
pennywhistle—along with dancers dressed as various characters of African origin. The 
Shaggy Bear originates in West Africa and represents a witch doctor. Its personality is 
energetic and lively; its costume was traditionally made out of cane trash and dried banana 
leaves but eventually became more colorful, and more palatable to colonial and tourist 
tastes. Two tree seeds represent its eyes. With this rotting algae outfit and zombielike Shag-
gy Bear persona, Patterson is transformed into a creature of the swamp, not quite a man 
anymore.

Adam Patterson. Mangrove Village (performance still). 2018.
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 They walk around the small gallery space and around the audience, reciting a script. 
For the documentation, Patterson’s voice was edited to sound very deep and distorted, 
giving a haunting feel to the performance. Patterson recites at one point: “Fear took me to 
the mangrove, where change could never reach me; the swamp water would not allow it. 
My hands did not move when they should have and revolution slipped over me with not 
a single wrinkle to the surface of my concern. In my black right hand, the plough keeps 
ploughing and in my white left hand, the whip keeps cracking and a fear of sovereignty 
forfeits me to the swamp. I am the body bloated in the swamp. The mangrove moves but I 
still have not.”11

 Glimmering, Decaying attempts to reclaim the marginalized existence of the Ca-
ribbean, to remove the veil of the tropical imaginary seen through a colonial eye, and to 
invoke Glissant’s call for a language of chaos. It attempts to create conversations on Carib-
bean identity, existence, and transformation through the discussion of natural disasters, 
remnants of colonial violence, the spread of foreign disease, the rapid destruction of the 
natural landscape, political corruption, and decay of the society as a whole. The artists in 
the exhibition address chaos and the disruption of the veil in various ways: Choisne and 
Córdova use science fiction and fantasy to look into the future; Patterson looks to Barbadi-
an literature and tradition to reflect on the island’s present and future, and to invoke stag-
nation as well; and Juliá, Negrón, and Cabret reach into their personal lives to explore new 
identities.
 Of course there is no final answer to the questions raised by Glimmering, Decaying. 
The exhibition is a collaboration between the artists and the curator in relation to the the-
ories presented here; it is itself a question. I am also interested in the viewer’s response to 
it. I see the following excerpt from Glissant’s essay “The Black Beach” as a kind of prompt 
for the artists, for the audience, for myself. Glissant refuses to describe the speechless or 
mute man, for he thinks, Since the man does not have a language to describe himself, why 
should Glissant? 

All of the languages of the world had come to die here in the 
quiet, tortured rejection of what was going on all around him 
in this country: another constant downward drift yet one per-
formed with an anxious satisfaction; the obtrusive sounds of an 
excitement that is not sure of itself, the pursuit of happiness that 
is limited to shaky privileges, the imperceptible numbing effect 
of quarrels taken to represent a major battle. All this he rejected, 
casting us out to the edge of this silence.12 
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EXHIBITION CHECKLIST
& ARTIST BIOGRAPHIES

Ricardo Cabret
El flamboyán que no te pude pintar, 2020
Acrylic, polymer and gel on canvas 
40 x 32 inches 

Matorral, 2019
Acrylic, polymer and gel on canvas 
20 x 16 inches

Gaëlle Choisne
Peau de chagrin, 2016
Color printing, silicone, gold chains 
21.5 ft²

Quand je serai morte, 2015
Super 8 film digitized, projected on metal sheet 
2:56 minutes 

Sofía Córdova
They Held Dances on the Graves of Those Who Died 
in the Terror, 2012–present
Super 8 film, original sound composition 

Untitled (Jack), 2018
Scrap tire jack, scrap clothes hook, pewter
4 x 13 x 3 inches 

Untitled (Meltwater Pulse series), 2018 
Pipe, dried flowers
Approximately 3 x 17 x 3 inches

Maximilian Juliá
Marco Telúrico (Telluric Frame), 2020
Earth pigments, glass, fern leaves, root, acrylic poly-
mer, inkjet print, wood
24 x 36 x 4 inches

Fango de Casa: Instalación Telúrica, 2020
Video projection, polyester film, acrylic polymer, 
and soil
7:56 minutes 
 
Jonny Negrón 
Bendito, 2018
Gouache on paper 
30 x 22 inches 

Escapee, 2018
Gouache on paper
30 x 22 inches

Adam Patterson 
Mangrove Village, 2018
Video documentation of performance at Contempo-
rary Art / Contemporary Issues, Bridgetown, Barba-
dos
10:19 minutes 
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Ricardo Cabret (1985, Puerto Rico) holds a 
Bachelor’s Degree in Electrical Engineering 
from the University of Puerto Rico at Mayagüez 
and a Master’s Degree in Computer Science 
from the New York Institute of Technology. Us-
ing his experience as a software engineer, Cabret 
studies in detail the intersection between com-
puter coding, algorithms and painting. Always 
inspired by nature as a starting point, the lines 
in his works are guided by the constant move-
ment produced by mathematical algorithms. In 
2018, Cabret was part of the Artists in the Mar-
ketplace (AIM) program at the Bronx Museum 
in New York. He has recently been invited to 
participate in the 2020 Bronx Calling, The Bronx 
Museum Biennial.

Gaëlle Choisne (1985, France) lives and works in 
Paris and London. She is involved with various 
private and public institutions, in alternative proj-
ects, collective projects and cultural extra-projects in 
Haiti. She has presented her sculptural installations 
on different occasions: a solo exhibition in Montréal 
with the gallery La Centrale Powerhouse, with the 
Untilthen gallery in Paris, Zacheta in Warsaw, The 
Mistake Room in Los Angeles. She has participated 
in several residencies in France and internationally, 
OPTICA and Art3 Valence in Montréal, the Cité 
Internationale des Arts de Paris, the Rijksakad-
emie in Amsterdam and the residency of Atelier 
Van Lieshout. She has also participated in 2015 the 
Havana International Biennial and the Lyon Inter-
national Biennial, in 2017 at the Sharjah Biennial in 
Beirut Tamawuj Act II and the Curitiba Biennial in 
Brazil. She has had the chance to exhibit her work 
in remarkable institutions such as the Musée des 
Beaux-Arts de Lyon, MAMO, Cité Radieuse by Le 
Corbusier and the Fabre Museum in Montpellier, 
CAFA Museum in Beijing and soon in Pera Muse-
um in Istanbul.

a relationship that takes place in different forms and 
locations. Juliá is a candidate for a Masters of Fine 
Arts at The School of Visual Arts in New York City.

Jonny Negrón (1985, Puerto Rico) is a self-taught 
artist living and working in Los Angeles, California. 
Recent exhibitions include Gran Turismo, Selena, 
New York (2018); You Are Who You Think I Think 
You Are, American Medium, New York (2018); 
SPRUNG!, Hunter Shaw Fine Art, Los Angeles 
(2017); BIBLIOTECHA, ATM Gallery, Austin 
(2017); Maren Karlsen, Matt Lock, Jonny Negron: 
Formative World, Farewell, Austin (2016-2017). His 
work has been reviewed and featured in publications 
including The New York Times, Editorial Magazine, 
PictureBox, Fantagraphics, It’s Nice That, Nieves, 
and Mould Map.

Sofía Córdova (1985, Puerto Rico) is currently 
based in Oakland, California. She received her MFA 
at California College of the Arts in San Francisco, 
CA (2010) and her BFA in Photography at St. John’s 
University, Queens, NY (2006). Sofía Córdova’s 
work considers sci-fi and futurity, dance and music 
culture(s), the internet, mystical objects, extinction 
and mutation, migration, and climate change under 
the conditions of late capitalism and its technologies. 
She is one half of the music duo, XUXA SANTAM-
ARIA. In addition to discrete projects, performanc-
es, and albums the duo collectively scores all of her 
video and performance work. Recent Solo exhibi-
tions include Green Grass (2019) , with Dionne Lee, 
Lane Meyer Projects, Denver, CO; A las mil maravil-
las/ In the Thousand Wonders (2018), Kate Werble 
Gallery, New York, NY; Where Thieves Go After 
Death (2017), ASU Museum Project Space, Phoenix, 
Arizona; The Gentle Voice That Talks To You Won’t 
Talk Forever (2017), City Limits Gallery, Oakland, 
CA; New Earth, with Joelle Mercedes and Jacque-
line Carmen Guerrero (2017), ACRE, Chicago, IL; 
A+P+I, with Genevieve Quick and Sanaz Mazinani 
(2017), Mills College Museum of Art, Oakland, CA. 
She is currently in residence at Eyebeam, New York, 
NY (2020). She has received the Creative Work 
Fund Grant for 2019 - 2021; Signals From the West: 
Merce Cunningham at 100, Commission + Residen-
cy; SFMOMA Open Space + Hope Mohr Dance Co., 
2019; and was SFMOMA SECA Award Finalist in 
2019.

Maximilian Juliá (1985, Puerto Rico) is a visual 
artist that works primarily with photography and 
video. Addressing the shifting notions of formality, 
he combines a variety of supplementary mediums. 
Through installations and a keen eye for design, he 
explores materiality that is visual and sculptural, 
ultimately finding a collaborative visual language 
that considers the properties of the found objects. 
Juliá’s creative process aims to reveal the complexi-
ties of self-discovery through links of affection with 
immediate surroundings and the natural environ-
ment. Most recently, with support from Puerto Rico 
based design studio División de Diseño, Juliá collab-
orated with artist Ricardo Cabret to create an online 
archive called about-work.net. The site combines 
individual projects comprising a visual conversation 
within an interdisciplinary approach. Through art 
practice and friendship, Cabret and Juliá reveal a 

Adam Patterson (1994, Barbados) is a visual artist 
and writer based between Barbados, London and 
Rotterdam. They work with masquerade, textiles, 
performance, video and poetry, telling new stories 
or rethinking old stories in new recuperative ways. 
A 2019 resident of the Hamburger Community of 
Art, Rotterdam, they have exhibited with Live Art 
Development Agency, London; Barbados Muse-
um & Historical Society, Bridgetown; Roodkapje, 
Rotterdam; Ateliers ’89, Oranjestad; Alice Yard, 
Port-of-Spain. Their writing has been featured in 
ARC Magazine, Sugarcane Magazine, PREE, Mister 
Motley and Metropolis M.
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